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Docs the world of electronic musical
instruments seem like its stuck in an endless rut? g/
New bells, New whistles. Same old sound... 5
Well, if so, take E-mu’s new Morpheus Frogeny ==
Z-Plane” Synthesizer for a test drive. Sure, its Traditional
got bells and whistles in abundance. But it’s got \B”I’tﬁ“:';
something clse that sets it apart from the digital llmfv,/'u‘x.‘u-./iﬁr;
crowd: new sounds and expressive control that ith resonnce.
vou've never experienced in a MIDI instrument.

At the heart of Morpheus is E-mu’s new ’
Z-Plane Synthesis technology. Untike the simple Amplig
o . - . Plitude
2-or 4-pole filters of traditional svnthesizers,

Morpheus’ 14-pole Z-Plane filters are capable

S . 0 . Q0 ";’Vlle/;,,
ot modecling virtually any resonant characteristics
and then interpolating (or “morphing™) between
. 1 & ( rphing”™) Z-Plane
them in real time. Synthesis

Allows you to
“morph” sounds
throuah niulti-

dimensional,

14-pole filrers.

Imagine sending a saxophone through the
body ot'a violin and then smoothly morphing
it into a distortion guitar. Or send a piano through
the resonances of the human vocal tract pronouncing,
avaricty of vowels, Or sweep a synth pad
with 32 polyphonic flangers. Or use a mod M

wheel to control the subtle timbral changes 7-PL 4

MegBAEUS

I-PLANE sYnTHESIZER

HESIZER

that result trom picking an acoustic guitar at ditterent
distances trom the bridge. Thesce are just hints of
what Morpheus is all about.

And remember those bells and whistles?
Morphcus gives vou evervthing vou need to harness
its Z-Planc filters. Like a seriously enhanced version
of our powertul MIDIPatch” Modulation System.
Like multi-segment tunction generators for micro
scopic sound-sculpting. Like a new Hyper-Preset

mode that lets vou split, laver and cross-switch

between 16 presets at once—tor sounds

/ so thick you can swim in them.
Mok

And since Morpheus is from E-mu, all
this power comes wrapped in the industry’s
clearest, most straightforward user interface.
Add 32-voice polvphony, 16 part multi-timbral
operation and dual stereo ctteets processors, and
vou've got the synthesizer to move vour music
into the next century.
Best ofall, you won't have to wait for - E-M LU
the next century. Check Morpheus  mm—
S out today at vour local E-mu dealer.
Where the tuture is now. LS

E-mu Systems, Inc. P.0.Box 660015, Scotts Valley, California 95067-0015 « 408-438- 1921
U.K. E-mu Systems, Ltd., Suite 6. Adam Ferguson House, Eskmills Industrial Park, Musselburgh, EH21 7PQ  44-031-653-6556
©1993 E-mu Systems, Inc. E-mu and E-mu Systems are registered trademarks and MIDIPatch, Morpheus, Z-Plane and the E-mu logo are trademarks of E-mu Systems. Inc. All other trademarks are property of their respective companies



* His First Classic Blues Album
o § Previously Unreleased Tracks
o 28-Page CD Book On Jimi And The Blues
e 17 Never-Before-Published Photographs
o Picture Disc CD

“When you heard Jimi Hendrix you knew it was Jimi Hendrix. His attack to a guitar, man, oh, something else.
Jimi played hlues and he played good blues.” - B.B. King

“He could play anything he wanted. He could play Deep Blues, what d'ya think Red House is? Red House will make
you jump up and choke your mother!” - John Lee Hooker

“For my soul, Jimi was the deepest Blues player. Red House is a monument to blues. The whole piece is an
orchestration of blues from delicate to bombastic. It's unbelievable, I've worn out many a Hendrix record
listening to that song over and over again.” - Joe Satriani
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Jethro T

release, “A Trickof
Memory” produced
by ZYX Records.
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The String Specialists

Mfg. by GHS Corp.
! 2813 Wilber Ave.
Canadian Distributor: Coast Music, 620 McCaffrey,|St. Lagrent, PO H4T 1N1 (514) 738-3000 Battle Creek, Ml 49015
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GUITAR

Marc Cooper
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Jamie Shields
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Peter Murray

PERCUSSION
Jeff Salem
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Paul Wainwright
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RECORDING

Eric Abrahams

= lgleloififie)yAdaviils!

tim
LlVE SOUND moshansky
Al Craig

BUSINESS

Don Christensen



otLIRH COLLEGE PROFESSIONAL MUSIC

* 24-track studio 2-y far | The Professional
rofessiona
. i‘r)lrs:;latr%ent ?nusuc programs  Music Program,
S UL A with majors in Selkirk College,
instruction with 2001 Silverking
experienced « Performance
professionals Road, Nelson,

* international
faculty

* extensive
studies in MIDI

e studies in film
scoring

B.C., ViL 1C8,
(604) 352-6601
or 354-3257

e Production/
Engineering

¢ Composition

FREQUENT CLINICS
BY VISITING
ARTISTS
SUCH AS:

Robben Ford
Paul Janz

Frank
Gambale

Ernie Watts

Shari
Ulrich

Ralph
Humphrey

Making a (D oF caf (ette’

Confused about where to (tart?

Call for your FREE copy of &4 '

AGUIDETO  riam
MANUFACTURING
AND
PROMOTING
YOUR OWN

1-8600-55RDRCD

(557-3723)

americ

‘.’isce Exclusive agents for Americ Disc

Inc.
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MAXELL RELEASES A NEW HIGHER PERFORMANCE TAPE.

g

© 1991 Maxell Corporation of Amenca

Since its introduction, Maxell's
XLII-S has been blowing away
critical listeners.

It has also had a major impact
on listening critics.

In an analysis of 27 tapes
conducted by CD Review magazine,
they named Maxell XLII-S first

choice in the Type II high bias cate-
gory, placing it, in the words of their
reviewer, “Head, shoulders and torso
above the rest.”

“Bass response that doesn't stop,
staggering dynamics, real music,” is
how CD Review described the listen-
ing experience. But don't take their

maxaeil.

MAXELL CANADA
5444 Timberlea Blvd.
Mississauga, ON

LaW 2T7

word for it. Don't take our word for it.
Pick up a Maxell XLII-S cassette
and try recording your most chal-
lenging CD. One you thought was
uncapturable by any cassette tape.

See if you don't find your ears
picking up things you never noticed
before. Like plaster dust.

TAKE YOUR MUSIC
TO THE MAX.
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MANUFACTURING
SERVICES

'/ 67 MowAT AVENUE,!
[/ suite 431, Tonél’f i
{ ONTARIO, CANADA
M6K 3E3
|, TEL: (416) 516-8751
“Fu: (416) 516-9448

t

ONTACT: AARON ZON

Actually,
Rich & Taylor

The Virginian, available at

Mandolin Brothers

FREE CATALOG (718) 981-3226; 981-8585
629 Forest Avenue. Staten island. NY 10310

WHERE ARE THEY NOW?

I am a long-time subscriber to your magazine and a big fan of Canadian music. My
favourite Canadian band since 1986 was Eye Eye. [ was saddened by the death of Mark
Caporal and enjoyed reading his occasional columns in your magazine. [ had assumed

the band disbanded after his death.

Recently, 1 by chance picked up Lost & Profound’s latest release on a trip to Toronto
and found the answer to where one of Eye Eye’s members ended up. [ was thrilled to
see your feature on Andy Ryan in the February issue. Is Eye Eye still recording? I think
Bill Wood is one of the best vocalists ['ve ever heard and wondered if he has continued
to sing. I was fortunate to see Eye Eye in 1986 in Windsor, ON.

Plcase pass on to Mr. Ryan that I'm a fan of his work, including his new production
talents. I'd appreciate an address or any information if possible. Thanks so much for

your excellent magazine

Ep: We passed Leah’s letter on to A ndy
Ryan, who gave us some information on his
recent aclivities.

Presently, Eye Lye as a band is no longer
together, but its members are hardly silent!
Singer Bill Wood has a band called Ghost
Town, and just released an independent
CD) entitled Cricket Serenade. The release
was recorded at The Playroom, the studio
owned by Andy Ryan, and Andy not only
engineered the recording, but also Played all
electric guitars on the album.

cheers from Arizona!

Leah Miller, Mesa, Arizona

Andy is curvently engineering a CD) for
another hand called David Deacon and the
Word, offering his guitar chops to that
recording as well; and if that isn’t enough
to keep the man busy, he’s also writi ngsongs
with Terry Tompkins (Lost & Profound)
Jor future recording by female singer Rique
Francs.

You may write to Andy Ryan c/o The
Playroom, 605 Kennedy Rd., Scarborough,
ON MIK 2B2.

—
THE URGE TO COMPETE

[ am a guitarist who often buys your magazine. I recently bought the Music Directory
Canada that is advertised in your magazine and it is excellent.

My only regret is that the section reserved to contests and competitions is very thin.
The reason [ am writing to you now is that I would like to know if there is a book or
list specifically for different contests throughout Canada.

Eb: The Music Directory Canada lists all
compelitions that are held annually across
Canada by the major music and arts
associations. 1lowever, there are new
national and regional competitions heing
established regularly, as well as ‘one-time-
only’ and local music competitions beyond
the scope of a nation-wide directory. |
suggest you refer o our ‘Breaks’ and
‘Calendar of Events’ sections which run in
every issue of Canadian Musician for the
most up-to-date information on newly-
announced competitions. As well, regularly
check out your own local entertainment and
arts weeklies, the music stores in your area,
radio stations and local A.F.of M., SOCAN
office and similar industry associations,
which akways have information on contests
and events which are open (o musicians.

Join your local music association (there is
a complete  listing  of  music-related
assoctalions across Canada in the Music
Directory Canada). Most have a regular
newsletter (like SOCAN’s Words & Music
or the Pactfic Music Industry Association’s
Pacific News) that gives detailed
information on local happenings. As well
as keeping up-to-date, you'lt gain a whole
network of friends with similar interests and

Christian De Tillieux, Qutremont, PQ

help support the promotion and development
of music-related activities in your area.

SOCAN’s Quebec office is located at 600
Maisonneuve W., #500, Montreal, rg
1I3A 3]2 (514) 844-8377, FAX (514) 849-
8446, and your local A.F. of M. office is the
Quebec Musician’s Guild (Local 406),
1000 St. Antoine St. W., #615, Montreal,
PQII3C3R7(514) 876-1100, FAX (514)
876-1106. Good Luck!

WRITE TO US!
ADDRESS YOUR LETTERS TOD :

FEEDBACK,

C/0 CANADIAN MUSICIAN,

67 MOwWAT AvVE., #350,

ToroNTO, ON MB6K 3E3
FEEDBACK FAX: (416) 533-1630

WE RECEIVE VIA MODEM
COMPUSERVE ID#:
(HEAD OFFICE) OR
570,1056 (TORONTO OFFICE)

E - MaiL
YOU CAN ALSO SEND YOUR
E-MAIL LETTERS TO THE ATTENTION
OF SHAUNA KENNEDY ON THE
FOLLOWING BBS COMMUNICATIONS
SERVICES:
SAVED BY TECHNDLOGY
BBS (416) 964-MIDI
MACINTOSH AWARENESS
GROUP IN CANADA (MAGIDC)
(416) 288-1767
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LOW-NOISE = === === =
INPUT STAGE -
A wide range gain (60dB max) for
optimum signal to noise ratio, The
Input signal phase can be simply
inverted, & a flip switch swaps the
main & secondary inputs around (no
re-patching required). The bus switch
places the signal from the associated
group on 1o the channel direct output.

+48v is selectable individually on
each mic input when using condenser ¥
microphones or Di boxes.

3

o
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ATTENTION GRABBING
MAIN EQUALISER

From a Soundtracs console you can
expect an EQ section that puts you in '3
total control of the sound & Topaz v
does not disappoint.

Two sweepable mid range
frequencies, (50Hz to kHz & 350Hz to
8kHz) put you right in the bubble &
overlap well with the high (12kHz), &
low (80Hz) filters. - All +15dB.

EQ defeat button removes the
equaliser from the mamn channel.

VERSATILE SECONDARY

SOUNDTRACS |

must provide the following: Superb
audio performance, exceptional
equalisation, versatile monitoring,
comprehensive patching and Ist class
ergonomics.

- All are in abundance in the stunning

dedicated multitrack recording console

N S L T T T Y

Add independent EQ sections for both
inputs, 6 auxiliary sends accessible
between both inputs, 8 groups with
separate outputs as well as a send facility
to the output of every channel, a
comprehensive Master Module, the choice
of 24 or 32 inputs with up to 72 inputs at

mix-down, the ability to handle up to a

EQUALISER = === === o ] new Topaz Project Studio Console from

High & low shelving filters o (s A Soundtracs. 32-track tape recorder without re-
operating at 12kHz & 80z .. |
respectively. I5dB of boost or cut E_]T:I - Unlike other ‘budget mixers’ Topaz is a patching and you have a console that is

provide effective & functional
reshaping - sufficient to sweeten or

dedicated multitrack console with the

set to do more than just become the class

{loerig oy {ify et sgnal, tools to make recording smooth and leader.
6 SWITCHABLE hassle free. it completely re-defines the term
AUX SENDS ======

The 6 pre or post fade auxiliary
sends can be split in almost any way.
Both inputs have one dedicated pre-
fade auxiliary each & can also access
any of the remaining 4 (post fade).

.
THE SECONDARY ) e ' » =)
] A
INPUT STAGE —=====+) mic or line sources, (on long-throw 4 (‘ ~ = Mixdown Tape
‘ « = { Deck
Tgeshacpylsey (LS confrols ] fader). These can be casily = %—
for pan, level, iluminated solo & mute -
in conjunction with a dedicated swapped around at any time, Multi-Track - .
equaliser & access to the auxiliary | y Playback
sends. In addition, all secondary d particularly for the mix-

inputs may be fed to a sterco bus
(monitor mix), separate from the main }

bus, allowing you to create a totally |

The dual input design means you have
two independent inputs on each input
channel strip. One for tape tracks or line

sources, (with rotary fader), and one for

“budget”.

DOUBLE INPUTS DURING MIXDOWN

When routing the tape
outputs through the
channel strip, the

down, without re-patching. \3\\\\\\\\\‘.&
Extra Mic or Line nput > secondary input can be

] used for an additional
mic/line source.

- Giving an incredible
o4 inputs with EQin
mixdown on the
Topaz 32.

independent stereo mix. - It's like
having two mixers in one.

ROUTING & CHANNEL
CONTROLS

- - 1
You can route the main channel
signal to any of the eight audio groups
via the channel pan & ‘or direct to the
main LR outputs using the 100mm B i

fong-throw fader, illuminated channel PROJECT STUDIO CONSO LE

solo & channe! mute.

Distributed in Canada by: omnimediacarpeiation 9653 Cote deLiesse; Durval, PQ HIP 1A3 Tel. (514} 636-9971, Fax (514} 636-5347




IO CANADIAN MUSICIAN

by Terri Humphries

How

ALMOST EVERY INDUSTRY HAS 1718
OWN SERIES OF TRADE SHOWS AND
THE MUSIC INDUSTRY IS NO DIF-
FERENT. ENERY YEAR, THERE ARE
HUNDREDS OF TRADE SHOWS, CON\-
FERENCES AND SEMINARS HELD
AROUND THE WORLD THNT FOCL S
ON VARJIOUS ASPECTS OF THIE EN-
TERTAYINVENT BUSINESS, KNOWING
HOW TO MAKFE

THESE EVENTS

WORK FOR YOU CAN GIVE YOU W\

EDGEIN THIS VERY COMPETTTIVE

INDUSTRY. ..

Do YOUR RESEARCH

I U's not enough to forward a cheque for your registra-

tion fee and show up for the first panel. Making the
most of any conference requires some planning and re-
search. Many shows focus on specific aspects of the
business of entertainment. and if you are going to be
spending hundreds of dollars. the information and con-
tacts you make should be useful to vour occupation.

Get the conference package and materials as carly as
possible. Frequently. carly-hooking discounts are avail-
able and you can save between 20-50% by being or-
ganized. Also, conference organizers negotiate discounts
for delegates with specific airlines. hotels and rental car
agencies. and this information is included in the bro-
chure package. Any money you can save on the upfront
costs of attending a show is money that you can direct
hack into your company (or to the hotel bar). Develop
a strategy to make as many qguality contacts as possible.
Get the most bang for your conference buck.

Most conference brochures list the panels that will
he discussed. panel participants. who will be giving the
keynote address, what outside activities are planned and

who has atended in the past. Many panels will be of

flittle use to your area of interest but others will provide
opportunities to meet legendary managers. musicians,
Journalists, A&R directors, publishers. cte. who offer
brilliant and amusing insights into the real-world work-
ings of the biz.

Many industry associations plan membership meet-
ings to coincide with conferences. These mectings are
not always listed in the conference materials, so a quick
call 1o the appropriate associations (SOCAN. Interna-
tional Manager’s Forum. Black Music Association
Canada. cte.) could provide you with the necessary de
tails of their membership events.

To

PLAN AHEAD

Evcry(mc has gone on vacation
or a business trip. and at some
point in their lives. they ve forgot
ten a toothbrush or comb. No prob-
lem ... every big city has a conven-
ience store or pharmacy where you
can pick up these essentials cheapty.
Ever notice an all-night print shop
that offers professional business
cards at reasonable rates with a 12-
hour turnaround guarantee? |
thought not. Make sure you have
sufficient supplies of all your pro-
motional materials business
cards. band bios. demo tapes.
resumes, ¢te. — and pack them for
the conference. If. by chance. you
run out of product or (gasp) lose it

en route. get the business cards of

those you intended to give materi-
als and mail out packages as soon
as you get back to your office.
Invest in a business card holder
prior to your first conference.
You'll collect many business cards
at cach conference you attend and
they're casily lost just another
small picce of paper 10 toss. You
may as well organize your business
card collection from the start so you
can find these people casily months
down the road. A good habit to de
velop is writing notes on the back
of business cards to help trigger

WoRK

i

Erence

A

your memory about initial conver-
sations you've had with cach person
(where you met them. what services
they provide. who they work with).
Personalize your contacts with your
colleagues: you'll get better call-
back results.

If it is at all financially feasible.
reserve a room at the conference
centre hotel. Most delegates. even
those who live in-town, stay at the
hotel for the duration of the confer-
ence. Non-panel schimoozing activi-
ties occur after seminars and show-
cases. and you'll want to be centrally
located to hear about them. Agency
parties. record label meet-and-greets
and concert promoter schmoozes are
generally held in company hotel
suites and location information is
frequently passed out in lounges,
hallways and after the seminars.
Also. by staying in the hotel. you'll
run into other delegates more fre-
quently. giving you an extra oppor-
tunity to speak with them. On a more
practical note. it is always better to
have a convenient location to store
your materials than in a car parked
in an over-priced parking lot eight
blocks from the conference centre
and who wants to weave their way
home at 4:00 am after 18 hours of
conferencing and schimoozing?




Imagine Getting

Slammed In The Chest With
A Sledgehammer.

Now that you know

what kind of low end these

amps have, let’s talk about why.

Crown amplifiers are engineered with a
damping factor in excess of 1000 (10 Hz
t0 200 Hz) while most amps are lucky
to manage 50 to 100 over the same
frequency range. The result of this high
damping factor is incredible speaker
control for some of the tightest, bone
rattling bass you've ever fell.

®Crown

POWERTECH 2

Low end isnt the only reason 10
love these amps. Listen to the other end of
the spectrum and you'll hear highs that are
arystal clear, revealing every nuance of your
music. In other words, sonic purity, with no

coloration—as heard only through a Crown.

No other amplifier is as faithful to live
and recorded sound as Crown. That's why
we're found in the racks of the largest tours
and the hottest recording studios worldwide
But don't take our word for it. Compare the

sound of a Crown amp head-to-head with
the competition and hear it for yourself

For complete information on Crown
amplifiers, including a free copy of our
informative brochure Amplifier Specifications
Facts & Fiction, see your Crown Dealer or,
within Canada, call 1-514-636-9971

| crown

Guaranteed Excellence

omnimedia
9653 Cote de Liesse, Dorvol, Quebec H9P 1A3
Tel {514) 636.9971 Fox (514) 636 5347
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* "designed and created to-provide extra- s

. ordinary audio specifications and a i
tremendous number of inputs (38) .
within an extremely small footprint.
Inclusive of the.38 inputs are 8
powerful mic/line. inputs, 8 tape/line

* inputs with direct tape outputs and

inputs, PFL/ solo in place, a loudness button for .
the head-phone bus and more . . . Dual half/rack
ports add to the overall flexibility of the STAR
SYSTEM allowing for the insertion of exclusive

S SYSTEM

The new STUDIOMASTER STAR SYSTEM is trulyan .

* - innovation in design and technoldgy. It was specifically

=

-
10 stereo line inputs.
" The 8 main channels are 'normalled’
and routable through the LR bus via LR-
direct channel switching for‘sub-grouping
.of channels and /or for routing through BRI S i - :
the dual full parametric EQ's available at X : e~ — -
the LR bus. . ] - L e Ty
- — e
Ten additional stereo inputs, 4 with e - = ?/"’// e
EQ, allow for a'variety of line inputs, - o A
effects returns etc . . . to be connected. N, A e ¥
Both RCA‘and 1/4 inch (pro) inputs have begn V% : -
provided on the 4 equalised stereo inputs, (2 with %
RIAA) and are switchable from the front panel allowing
you {o easily select between line sources at the 1/4 pro a
inputs and Hi Fi sources such as CD's, tape, turntables, .
etc . .. at the RCA inputs. . The STAR SYSTEMS' comprehensive facilities and
= incredible audio specifications are typically found
Additional features and specifications include inserts, . on consoles costing considerably more and make it
channel mutes, input swap switching, dual 2 track tape an ideal choice for digital multi-track recording,
facility, overall bus mutes for tape and stereo line _ = keyboards, sound reinforcement and broadcast.

Compare for yourself!

Superb audio specifications include:

STAR SYSTEM audio processors including a stereo Dynamic range: ~ 108dB
compressor, stereo gate, parametric EQ,digital Signal to noise ratio:  92dB
reverb and digital delay. THD: 0.0025%
E.l.N. (mic input) 129dB
Frequency response: 20Hz to 20kHz
a5 iy (+ 0/- 0.5dB )
L /‘Mfmﬂ//
| 4= J- -~ i) ‘ Studiomaster Group White Radiio Limited
] 4 - Q@EFFEL Chaul End Lane Luton LU4 8EZ 940 Gateway Drive
= S Bedfordshire, England Burlington, ON L7L 5K7
. FAX (0582) 494343 FAX (905) 632-6981
Call or write for a FREE detailed STAR brochure. Phone (0582) 570370 Phone (905) 632-6984

The STUDIOMASTER STAR SYSTEM is currently available at an authorised STUDIOMASTER pro audio dealer near you!

World Radio History




ARRIVE PREPARED |
Ynu'\'c done all the necessary rescarch
and pre-planning for the conference.
You know belore you get 1o the hotel who
you are likely 1o run into. who you want
to speak to. what you should be talking 10
them about and what panels you are in-

Music Books Plus! brand-nesy, Call or write today

cnding 1o sit in on. Time to hit the con- jam-packed cataloguie is now

lltlllzlllmf :‘;:‘C“:Il‘”_ ‘ i R s la\-‘ail}able Ifyou’re%l(mking for for your FREE COpy!
Make sure vou bring pens. a pad ol pa- info on: directorics, business, 1-800-265-8481

per and. it possible. a tape recorder to cach SOMSIVIIN 138 \IIDI, e FAX (905) 641-1648

ol the panels. The information you get chaits, recording, audio (all day, every day,

y : : e roduction, nudtimedia, . .
1o hese discussions is invaluable to pro ! 1
om these discussions s imvalua software nanuals, all night, every night)

anning vour busine e [ av- : : . .
pl nning your Ill?ll\k‘\\ moves and ha instructional videos...the list “
ing it on record lor tuture reference can goes on wid on and on,

save you a fot of time and errors in judge- .
ment. Write dosvn any thoughts or gues- 23 Hannover Dr, #7, St. Catharines, ON LZW 1A3
tions that come to mind during the panel. - — — — — —
Usually. a question-and-answer session fol-
lows the panel discussion. Don’t hesitate
10 approach members of the panel with a
further question. Most are more than will-
ing 10 give you a few moments ol their
time. and it’s an excellent opportunity 10

exchange business cards. When you’re one Ofa ldnd’ people try tO .(X)py you’ ’
Take some time 1o attend the exhibition But theres On]y one Flea, and On]y one G,alhen-Krueger. |

halls at conferences. Hundreds ol differ-

ent companies directly or indirectly in-
volved in the industry set up display booths ‘
and offer demonstrations. product informa- - |
tion and discounts on goods or services. |

You will also mect some people who make
the big decisions in these companies. You
could walk away with a feature story for
vour band in a national publication or a
sponsorship opportunity with a pro audio
company. At the very least. you've hroad-

ened your base ol contacts in the music
business and piched up a few free samples ’

|
|
|
|
|
==l

and stickers.

This is the music industry. What con
ference would be complete without musi
cal entertainment? Band showcases give
vou the opportunity to mecet industry in-
siders in a4 more social setting. Record
company personnel. managers. publicists.
agents and journalists congregate at the
clubs featuring the buzz bands. Wouldn't
it be advisable 1o be there yourselt? Buy
the A&R rep a drink (or two) and you
could have a friend for lite ... |

BREAKS

A thrilling ride ina Cessna 172 was
only the beginning for Sharon Cham-
pagne ol Belwood, ON. winner of Cana- ‘
dian Musician™s *Win a Trip for Two to
the Junos™ contest.

Champagne flew into Toronto Island
Airport March 17 10 begin a four-day od-
vssey into the heart of the Canadian mu-
sic seene. Among her many prizes were
two executive passes for Canadian Music
Week. where she attended numerous semi- ‘ i
nars, the Industry Awards Dinner and the @ GALLIEN_KRUEGER .
Celebrity Rock "n” Bowl Her prize ulso
included tickets 10 the Junos. With tormal | L 8% cApE0A: vogugeiesfgo UNgP 550 GRANITE COURT - PTAEER NGl t gV
wear from Toronto’s Carson Palmer |
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SWHI . Canada’s MIDI
- " & Digital Audio |
Specialists!

SALES - TRADES - RENTALS - REPAIRS
FINANCING - SPECIAL SERVICES

- MIDI Music Production - Prodye!
Keyhoards & Sound Modules ’ Lines:

General MIDI Instruments ﬂiu"ilt?:;?nn

MIDI soitware for Mac, PC & Atari CPUS |

- MIDI Intgrfaces for Mac & PCCPUS | E-agic
’ Sound Libraries & Expansion Boards | Emu

Canada's original MIDI relail Specislists! | Kull(ll;f'wﬂe,l

2 |
Digital Audio Production Systems  Jir™%™
i Digital Tape Recorders & Synchronizers {1

Digital Signal Processing Devices Oncode
Mixers & Recording Consoles | "mﬂgm
Macintosh Computers i Roland
Macintosh CPUS & Storage Systems  Stinsery

" Moritors & Disply Systems
’ Printers & Peripherals

il this plus the best technical supart available anywhere) ‘ . «'

SavED BY TECHNOLOGY

10 Breadalbane St. e Toronto ONeM4Y 1C3

| 4169286434 Fax: 4169280262

GHALET STUDID

“Rush » BiPbaked Lot oy

King Apparatus-=Mpist™>
Sesame SU_'Bgl .

« 24 Track Analog
« Automated Console
« Digital Hard Disk

" Apart From The Main Bullmnu :
» Poul/Sauna/Private Bathroom
.» Maid & Chef Service Available
» Atfordable Rate Packages

Chalet Studio
RR#4, Claremont, ON" L1Y :1A1
(905) 649-1360-FAX (905)'649-2951
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BREAKS

Canadian Musician
contest winner,
Sharon Champagne ...

Formals. Champagne looked stunning for
her first-ever Juno Awards. Champagne
and her guest stayed at Toronto’s Harbour
Castle Westin, their 24th floor room of-
fering an incredible view of the city and
Lake Ontario. Also included in her prize
package were 25 CDs of her choice from
Sam the Record Man. a tour of
MuchMusic. membership on the Canadian
Musician Rock "n” Bow! team and limou-
sine service for Juno night.

Champagne. a mother of two. attended
Montreal’s Trebas Institute of Recording
Arts and has an extensive background in
the music business. During her stay. she
had opportunity to meet many influential
people who could one day help her realize
her dream of becoming a talent promoter.

"I metan enormous number of people.”
sard Champagne of her experience. "It was
overwhelming and exhausting. but at the
same time, it was exhilarating!™

. Music West. runs from May 13-15,
1994 in Vancouver, BC. The annual festi-
val and conference features over 200 per-
formers and is an opportunity for new art-
ists to meet and showcase for talent scouts.
This year. there will be a special Country
Showcase (produced in cooperation with
the B.C. Country Music Association)
added to the diverse festival.

As well as numerous conference semi-
nars featuring panclists (rom all arcas of
the music business, Music West will have
an Ml exhibitor arca for musicians to check
out the latest in new products and tech-
nology. The Music Show boasts a larger-
than-ever roster of musical instrument ex-
hibitors this year. Planned is a full week-
end program of Master Musician clinics
featuring artists like drummer Chad Smith
of the Red Hot Chili Peppers. who will
host the second annual Pear! Players Chal
lenge. Also appearing will be recording art-
ist Thomas Dolby. leading the Music
Show’™s voyage into the realm of future
technology.

For more information. contact: Music
West, 21 Water St.. #306. Vancouver. BC
VOB TAT (604) 684-9338. FAX (604) 684
9337.

. Canada’s Vintage Guitar Show will
take place June 18-19. 1994 ot the Tam
Heather Country Club. 730 Military Trail,
Scarborough. ON,

Stringed instruments of all types will be
displayed. and the show will attract manu-
tfacturers. distributors, dealers and collec-
tors who will be buying. selling and trad-
ing instruments. Bring an instrument for
sale or trade and get a discount on the ad
mission price!

For exhibit information. contact:
dra Music. PO Box 135, Pickering,
LIV 2R2 Ph/EFAX (905) 420-9582.

. Musicians on the West Coast would
be wise to join Pacific Music Industry
Association. The association is devoted to
providing business and educational oppor
tunitics for the music industry. and applies
to the government tor lunding of special
projects including the Demo Listen Derby,
cducational seminars and the Pacific Mu-
sic News newsletter.

Membership is $30/year and benefits in
clude discounts on many goods and serv-
ices ranging from music books to audio
duplication. You will also receive their Pa-
cific Music News newsletter.

For more information. contact: Pacific
Music Industry Association. 400-177 W.
7th Ave.. Vancouver. BC VSY IL8 (604)
873-1914. FAX (604) 876-4104. c-muil:
pmia@ship.net.

. The Toronto
Musician’s Asso-
ciation (TMA) has
released the 1994/
95 edition of See
The Music. their
live music talent di-
rectory. An impor-
tant tool for anyone
planning a special
event of any kind.
See The Music ts
available free by
calling the Toronto
Musician’s Association at (416) 421-1020.

- Guitarists using Fender-Lace Sensors
will be interested to know that there is now
an ¢-mail address for obtaining technical
support. Fender-Lace Sensor users can
clectronically mail their name., return ¢
mail or home address and technical ques-
tion or comment directly to the manufac
turer. and receive their response from an
Actodyne engineer. Most questions re-
ceived in this fashion can be answered
within a few hours,

Actodyne’s technicual support can be
reached via its Global Internet e-mail ad-
dress: EFNDRLCE@AOIL.COM
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. The 3rd annual Georgia Strait Guitar

Workshop is being held June 3-5. 1994w
Camp Alexandra. Crescent Beach, BC. A
number of guest instructors including Julic
Blue. Andreas Schuld. Rucben Gurr and
Flip Breskin will be on hand 1o lead
courses in such disciplines as guitar tech
nique. songwriting. vocal train
ing and improvisation. For
more information on the work
shop. contact Granville Airton
at (604) 2606-8321 or Barry
Truter at (604 327-7811 after
6:00 p.m.

. Ontario’s performing arts
showcuse and conference, On-
tario Contact "94. will be held
this year at the Ramada Hotel
Toronto Downtown and the
Ryerson Theatre from October
26-29. 1994,

Performances in theatre.
dance. music and mime will be
showcased. and workshops and
panel discussions are planned to help art-
ists and presenters develop the knowledge
and skills needed to plan and present per
formances for adult and young audiences.

For more information or (o register, con
tact the Ontario Arts Council Touring OF
fice at (800) 387-0058.

M

. Three unsigned acts were in the spot- |
light as Canadian Musician celebrated its
15th Anniversary with a party held March
9. ut The Left Bank. Toronto. ON. Past and
present columnists as well as a number of
Canadian musicians including Lee Aaron.
Kim Mitchell.

members of the Barenaked

Ladics, David Gogo. Gil Moore (Triumph)

[.ee

and Sil Simone (Tom Cochrane.
Auron) came out to enjoy the music of sur-
render dorothy, Anhai and Pigfarm. Thanks
to everyone who helped make this event a
success, and especially to those that braved
the unexpected blizzard to share this spe-
cial day with us,

EVENT SCHEDULE

MuUSIC WEST
Vancouver, BC
May 13-15, 1994
(604) 684-9338

UNDERCURRENTS
Cleveland, OH
May 18-21, 1994
(216) 241-1902

CANADA’S
VINTAGE GUITAR
SHOW
Pickering, ON
June 18-19, 1994
(905) 420-9582

DU MAURIER
LTD. DOWNTOWN
JAZZ FESTIVAL
Toronto, ON
June 24-July 3, 1994
(416) 363-8717

NEW MusIC
SEMINAR
New York, NY
July 19-23, 1994
(212) 473-4343

BEACHES INTER-
NATIONAL JAZZ
FESTIVAL
Toronto, ON
July 20-24, 1994
(416) 690-9186

SALMON VALLEY
MuUSIC FESTIVAL
Salmon Valley, BC
July 29-31, 1994
(604) 971-2220

IAFROCuUBANISMO!
Banff, AB
August 26-
September 4, 1994
(800) 565-9989

FOUNDATIONS
FORUM
Burbank, CA
September 8-10,
1994
(212) 645-1360

A
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PHILADELPHIA
Music
CONFERENCE
Philadelphia. PA
September 22-25,
1994
(215) 426-4109

ONTARIO
CONTACT ‘949
Toronto, ON
October 26-29, 1994
(800) 387-0058

CMJ 1994
Music
MARATHON
New York., NY
November, 1994
(dates TBA)
(516) 466-6000
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Musitech™
GUITAR PRODUCTS

EXCLUSIVE CANADIAN DISTRIBUTION
WES-CAN MUSIC SUPPLIES
1481 STAYTE RD.

WHITE ROCK, BC V4B 4Z3
(604) 538-6666, FAX (604) 538-9414
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Takamine Sant¢ta
Fe PSF-45€ Acoustic

by Marc €ooper

TAKAMINE IS A NAME LONG THOUGHT OF AS ONE THAT STANDS FOR QUALITY AND
EXCELLENCE IN ACOUSTIC GUITARS. THEY CONTINUE THAT EXCELLENCE WITH A NEW
SERIES OF GUITARS CALLED THE TAKAMINE SANTA FE.

akamine guitars are hand-built in

the Takamine Valley. located in the

forest region of central Japan. The
climate there is ideal for the aging and dry-
ing of woods used in building these gui-
tars, The Santa Fe series was inspired by
the American Southwest with its artwork
designs reminiscent of the Pueblo Indian
culture of New Mexico and Arizona.

There are six different models in the se-
ries. They are the PSF-48C Cutaway
Acoustic/Electric. the most expensive of
the series which has a specially braced and
graduated solid spruce top with rosewood
back and sides and fingerboard inlays cut
from green abalone: the ESF-93 Cutaway
Acoustic/Electric. which features a solid
cedar top and silky ouak back and sides: the
PSE-45C (my review below): the ESF-40C
Cutaway Acoustic/Electric. which has a
mahogany body and fcatures a graphic EQ
system with treble. mid and bass controls:
the ESF-40 Acoustic/Electric: and the SF-
40 Acoustic.

As I stated carlier. the model that [
played was the PSF-45C Cutaway Acous-
tic/Electric. From the moment [ took it out
of the box, 1 knew this was going to be a
beautiful guitar to look at and a joy to play.
[t's simply gorgeous!

I don’t always gush over an acoustic.
but this guitar is very classy and, even be-
fore I'plugged itin, unplugged it was warm
and very casy to play when it came to run-
ning my fingers up and down the tretboard.

How many times have you ever gone
into & music store and played a guitar that
was intonated properly and set up right?
Rarely! Even with this guitar pulled out of
the box and without a set-up. after tuning it
up. the instrument played great.

The action. which they claim to be a
“standard action”™ was very comtortable
and intonated excellently. It didn’t hurt the
fingers whatsoever. The cutaway made it
casy to access all 21 frets and the neck
wasn’t too chunky. so access up and down
the fretboard was very good. The cedar top

produced a very open sound and the
rosewood back and sides gave it excellent
low- end clarity. The mid-sized body was
cool and wasn’t too big or awkward. Some
beautiful features I noticed were the natu-
ral turquoise fingerboard inlays which.
again, gave it that cool Indian culture feel.

On the PSE-48C and ESF-93 models.
the inlay continues right up the fretboard.
The black crow rosette around the sound
hole is handmade of padauk. cbony and
maple. and is hand-inlaid. This feature is
present on the PSF-45C and the other two
models [ just mentioned.

Like I said. this is one classy guitar.

The PSF-45C is fitted with the new
Accuracoustic Pickup System that incor-
porates six individual vibration-sensitive
pickups. The Accuracoustic on-board elec-
tronics system features active high and low
pass filters in addition to a parametric band
that can contour any frequency between
100 Hz and 10 kHz. and offers a 16dB cut
or boost. It also comes with a pop up vol-
ume control and battery check as well as
an external battery access. making it very
easy to change the battery quickly.

How did it sound when [ plugged it in?
Kicking! [t was gorgeous! [thad a real full-
bodied sound that was awesome. The com-
bined 1C and FET circuitry added very lit-
tle noise and a great acoustic tone. I thor-
oughly enjoyed this guitar and found it to
rate high. Indeed. this PSF-45C Takamine
Santa Fe guitar was hotter than a jalapeno
and definitely cooler than mountain snow!
Highly recommended.

For more information. contact: B&J
Music. 409 King St. W., Toronto, ON M5V
IK4 (416) 596-8361. FAX (416) 596-
8822,

Muare Cooper is a guitarist/singer/songwriter
with his own band. Coop De Ville. He has
written six instructional guitar books, CDs and
tapes for MLE.OW. Inc. As well. Mare
conducts workshops for M.E.OW. and clinics
for Vantage Guitars, Digitech and DOD.
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Studio, a place to create, a place to let your

soul run free. That's the Hamer Studio, an

instrument that feels just right, and speaks your
language: a little vintage, a little modern, a lot of
instrument for the money. Crafted in our Chicago
area workshop with the details only a hand-made
Hamer can boast, the Studio is warm Honduras
Mahogany with a glowing arched top, carved from
some of the most amazing figured maple avail-
able anywhere. The fingerboard of hand selected
rosewood is meticulously fretted with 22 medi-
um oval frets for a feel that’s as comfortable /
as an old friend. The natmaliegsj?m i:.z_. <
that Hamer builds into every in

is captured by a p" of 1C

< s

humbuckers,
— . _ - :—M

perform in el

e = =

" nique. So:.i._f" €

_— . e gt S eSS
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ntil April
of 1985,
%aul Reed
Smith manulactur-

ed. on average. ten gui-
tars per year. Each of these guitars was
handerafted by Paul and his assistant. John
Ingram. They worked for ten years in a 150
square foot workshop in an [8th century
building in Annapolis. Maryland. Today.
Paul Recd Smith cusily produces that
number of guitars in a day through his high-
tech factory where many of the tools and
machines arc custom designed and built by
Paul and his mentor and co-inventor. Fric
Pritchard.

His highly-crafted guitars and basses are
sought by professionals and amateurs alike.
but they are designed with the professional
in mind and this is reflected in the instru-
ment’s quality and attention to detail. The
PRS guitars that arec owned by many of the
industry’s top musicians (Carlos Santana,
Ted Nugent, Alex Lifeson, Buddy Guy and
Al DiMeola. among others) are all bought
and paid for by the musicians themselves
the best Kind of endorsement. When you
strap on this guitar, it feels as though itis an
extension of you. a neat little package that
will sercam like a banshee or mellow with
the most (and just about everything in be-
tween).

What was important to the master builder
was 1o manulacture a guitar that, ofT the
shelf. felt and sounded like a vintage guitar
but was firmly rooted in the present.

In this review. we take a look at the PRS
Custom 22, The demo maodel that came o
me has a beautifully figured tiger stripe na-

ple top stained in emerald green. The rest of

the guitar is painted black for a very nice

approach to two-tone colour. The back of

the guitar is mahogany. as is the neck.

Custom 22
Electric Guitar

by Peter Horvath

DURING THE FIRST TEN YEARS THAT PAUL REED SMITH SPENT
PERFECTING HIS CRAFT OF GUITAR BUILDING, HE ALSO TOOK
TIME TO RE-EXAMINE EVERY ASPECT OF GUITAR BUILDING
AND REDESIGNED WHAT HE FELT WAS NECESSARY, WHETHER
IT WAS A STRAP BUTTON, PICKUP OR SANDING MACHINE.
PAUL LOOKED AT THE SCALE LENGTH, FINISH AND SOUND OF
HIS UNIQUE DESIGN AND APPLIED HIS OWN RIGOROUS

STANDARDS AND CONCEPTS TO IT.

One of the first things that vou notice
when you pick up this guitar is the feel of
the finish, how it fecls unlike any new
guitar finish. It feels as though it has had
a number of years 1o dry out. In fact. the
paint is baked on to help get that old fin-
ish feel (fully dried) and the finish’'s
chemistry is. of course. a highly guarded
secret. Paul believes that a finish should
interact with a guitar, not hinder its per
formance in terms of sustain and the tone
ol the instrument. New finishes tend to
act as a damper to the instrument that
they are applied 1o, since it takes a
number of years for a finish to fully dry
and harden.

There comes a time in cach creative
person’s lite. a time when their family
decides that it can no longer exist in pov-
erty. With an average of ten guitars be-
ing manufuctured annually. the financial
return was minimal once rent and the as-
sistant’s wages were factored in. So. it
was decided that Paul cither hang up his
tools or dive deeper into his craft. In Paul
Reed Smith’s quest to manulacture the
best possible guitar in numbers that al
lowed a decent living wage. it was obyi-
ous that he had to set up a small produc
tion line o increase the output. The chal
lenge was to do it without diminishing
quality.

Paul enlisted the skills of Eric
Pritchard 1o help design and build guitar
manufacturing machinery. He moved his
shop out of the 50 square foot space
and into a 10.500 square foot unit that is
large enough to house all his machinery,
storage. paint and drying rooms. One of
Paul’s own inventions is a sanding ma-
chine that gives the edge of the finger
board a beautifully rounded edge tha
feels like a well-played. worn-in guitar.

Eric Pritchard. being an electrical engineer
and machinist, decided that in the design
of machinery for the production line. he
would draw heavily from metal working
technology. thus enabling very fine toler-
ances and the concept of the three dimen-
sional copying machine.

A master model guitar body is Juid down
on one side of the machine and a blank
body on the other side. The machine then
cuts into the blank body the carved. arched
top and all the holes for switches and knobs
as well as the neck joint. AN cutting and
boring is kept to a tolerance of 4/1.000ths
of an inch and the arch of the wp is kept 1o
a tolerance of 5/10.000ths of an inch. This
machine has proven to be crucial to produc-
tion and can precisely cut 15 o 20 guitars
in an cight hour shift. That's a whole lot
more guitars that Mr. Smith could produce
in a year and with much greater precision
and consistency than is available by hand-
building methods.

Another of the subtly radical changes
made to this modern guitar is the utiliza-
tion of a 25" scale. which is slightly shorter
than a Stratocuster’s 25-1/2" scale and
slightly longer than a Les Paul's 24-3/4"
scale. The shorter scale length guitars of-
fer a darker. beefier tone than a longer
scale guitar, which offers a tone that has u
lot of character and bite. In the Paul Reed
Smith guitar, there are as many similarities
as there are dilferences in tone. string ten-
sion and feel between these three instru-
ments, There is an undeniable Tamiliarity
with the PRS that is almost uncanny for an
off-the-shelf guitar, and that really makes
this one a lot of fun o play.

When | picked up this guitar. | thought
to myself that the neck on the guitar was so
lat that T was just going to hate it. You see.
I have an affinity for stender to very thin
necks. find that the fatter guitar necks get
in the way of themselves and basically
slow down the whole process of playing
(cheek out an older Explorer for instance).
As it turns out. the neck on this guitar felt
extremely comfortable even though it was
a handful. Why does it feel so good? Well,
another interesting aspect of PRS necks is
their edge. The edge of the neck has been
sanded by one of Mr. Smith’s gloriously
inventive machines so that there is no sharp
edge or frets hanging out the side to catch
yourself on. Consequently, the neck has a
worn-in feel to it and adds 1o the vintage,
olf-the-shelf idea of this guitar.

[t doesn’t stop there. Also included in
the redesign of the guitar at large is the
lowly strap button: the new design makes
itdifficult for the guitar to fall off the strap.
especially when jumping manically about
the stage. The new button is nearly the size
of wquarter. so it may be difficult 1o get a
strap on. but it is equally difficult for it to
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slip off.

Tuning machines weren't spared the
French curves cither. They were rede-
signed so that a broken string could be re-
placed in moments and scttle into tune in
the shortest time possible. Gone are the
days of multiple wraps around the sting
post that slip the string out of tune because
itisn't properly wrapped around the tuner.

Plugging the Paul Reed Smith into an
amp was definitely an car-opening experi-
ence. [ couldn’t figure out how a five-posi-
tion switch was utilized by a two pickup
guitar but. of course. these aren’t regular
pickups. Although they look like your
standard humbucking pickup. they are dif’
ferent. The PRS people have found a way
to not just recreate vintage pickup sounds,
but create a whole new sound with their
different models — there are ten to choose
from.

The Custom 22 test guitar has a Dragon
bass and Dragon treble pickup. Each coil
of the pickup is used for various tones.
whether they are used as single coil or
humbucking. With different configurations

[ would be sceptical of
its overall playability
and sound, but after
just a few minutes with
the Custom 22. I was
turned into another
convert of the PRS way.

chosen by the five-position rotary switch,
a wide variety of sounds are available. Per-
sonally. T would like to see a switch that
offers more than five configurations. since
some of my favourite ones are unavailable
here like two humbuckers together.
Some of the options availuble are single
coils in series, single coils in parallel, the
two outside coils and cither of the full
humbuckers alone. Still, this provides for
a wide variety of tones.

The Custom 22 that was shipped to me
came with a stop tailpiece. not the tremolo
unit that most of his guitars are made with.
This stop tailpicce is a non-adjustable type.
This means that fine adjustments of into-
nation are not available. I find it hard to
believe that all intonation problems can be
solved with a bridge that can be compen-
sated only as whole. I'm sure that there are
one or two gauges of strings that would
work ideally for this bridge. but the intona-
tion of a string changes as it ages (1 keep
mine on for a month at a time), making the
process of keeping precisely tuned a bur-
den. At the least. this bridge is a comfort-
able place to keep your hand and allows
much subtlety in string muting techniques.

The shape of the guitar is consistent
throughout the whole line of PRS guitars,
whether it be one of the bolt-on neck mod-
¢ls or the outrageously priced. built-to-or-
der Dragon. and is one of the sexiest shapes

on the market. Its shape is reminiscent of

just about every popular electric guitar
built, yet it is a totally original design.
Overall, | was impressed by the quality
of the craftsmanship that this guitar has. It
is a very playable guitar that sounds great
and looks good. too. With this many inno-
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vations on a guitar. | would be sceptical of

its overall playability and sound. but alter

just a few minutes with the Custom 22,1 was

tumed into another convert of the PRS way.
For more information. contact: M.E.

Specialties. 29 Ascolda Blvd.. Scarbor

ough. ON M1J 2N6 (416) 431-1574, FAX

(416) 431-1060.

Peter Horvatli owns Liberty Street Recording

Studios in Toronto, ON.

multi-effects

Win an SGX-2000

Heard Around the World!

Name:

How to enter: Take this coupon to your local ART dealer. Try out any ART product
in the store and the dealer will validate your entry. Send your validated entry form
to the address below. One SGX-2000 Express or Nightbass will be awarded 1o the
lucky winner on August 22, 1994. All entries must arrive before August 15, 1994.
Twenty secondary prizes of ART T-shirts or hats will also be awarded.

Address:

Phone:

Send entry to: Yorkville Sound 550 Granite Court, Pickering, Ontario Canada L1W 3Y8

« Newfoundland ¢ Ottawa
A.L. Collis & Son

* Quebec City
Le Musicien D'oz

* Montreal
Steve’s Music, ltalmelody,
Centre Musical Ahuntsic

* Toronto

Wall Sound, Steve’s Music,
Domenic’s Music

* Toronto to Vancouver
Long & McQuade

The Twelith Fret

ART Dealers include:

* Burlington
Lakeshore Music
¢+ London
John Bellone’s
* Hamilton
J. L. Sound
* Edmonton
Allstar Show Industries
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Sorelle

Saidman
Y.

Everything
He Does

A rare look at Bryan
Adams up close and
back stage. You've
heard about the
controversy that
surrounds this book,
make sure you get
your own copy and
judge for yourself.

RDOO1 $16.00
plus $4.00 s&h and 7% GST

Call and order today at:

1-800-265-8481

{24 hours a day, 7 days a week)

MUSIC BOOKS

A
23 Hamnover Or., #1,
§t. Catharines, ON L2W |A3
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State OfThe Art
-~ €F 150 Studio Monitor

by Peter |. Moore

l

|

FROM THE OTTAWA LABS OF STATE OF THE ART COMES A NEW “NEAR FIELD" MONITOR,
THE CF 150. S.O.T.A. ARE KNOWN AND RESPECTED FOR THEIR LARGE STUDIO MONITORS
SUCH As THE CF 750 AND CF 500 (WHICH | OWN). WITH THE CF 150, THEY HAVE
TOSSED THEIR HAT INTO A VERY CROWDED RING FULL OF MANY HIGH-PROFILE CONTEND-
ERS WITH HUGE ADVERTISING BUDGETS. | HAVE LISTENED TO OTHER MANUFACTURERS'
ATTEMPTS AT ‘SMALL' DESIGN AND HAVE BEEN VERY DISAPPOINTED. SO | WAS SOMEWHAT

SCEPTICAL WHEN ASKED TO DO THIS REVIEW.

he beautitul setting for the listening

test was at Le Studio Morin Heights

where I'm currently producing the
Terez Montcalm album for BMG. Hlere |
have my pair of scit-powered Genelec
1031 As, which I always take with me for
outside projects, along with the studio’s
NSTOMs. Quested 412MKils, Acoustic
Research ARI8s. IBLs and Auratones.
When the CF 150s arrived. they definitely
had the S.O.T.A. look — flat black finish
and chamfered corners. They are a passive
CTOSSOvVer (wo-way. consisting of o 1"
metal dome tweeter with phase correction
plug and an 8" woofer housed in a forward
vented cabinet measuring 17" H x 10" W x
14.5" D, exactly wice the depth of an
NSTOM (so be careful when you put them
on the meter bridge).

On first audition. 1 set them up on
stands in a mid-field position and found
them 1o be fairly efficient. producing a
convincing bass response while maintain-
ing their spectral balance at almost all lis-
tening levels. In playing back some of my
own work, they scemed to lack some up-
per mid-range but I wasn™t sure if that was
the single malt scotch or listening fatigue.
What 1 found pleasing is that they Keep
with the S.O.T.A. tradition of amazing
stereo imaging, a quality that the designer,
Claude Vortier (the CF in CF 150y, has

always been able o deliver. Placement of
clements in the sound stage is very accu-
rate. allowing more creative freedom for
panning and sctting up delay times. some-
thing not found on Yamaha NS10s. This
attention 1o a phase-coherent design is a
big plus for the CF 150.

On second audition. 1 had the CF 150s
side-by-side with the Genelec 1031As on
the meter bridge of the SSL 4056G con-
sole. Well. this is where it gets interesting
because I had Paul Milner (mix engineer)
switch between the two and had (rouble
telling them apart from a distance. Feeling
a litde embarrassed. [ sat in the listening
window and did some serious A/B com-
parisons (balanced the levels between the
two sets of speakers and positioned the
tweeters at the same height)y. Now, 1 am
fond of the Genelees and trust them for
tracking and mixing and was pleasantly
surprised at how close the CF 150s were.
The Genelees were only better in the very
low end. probably due to the self-powered
bi-amp advantage. and had a greater over
all punch. The CF 150 upper mid range
wis only recessed slightly comparatively.
much less than [ had originally perceived.
The middle to low bass is very smooth and
had a gentle roll-off in the very low end.
They almost go low enough 1o do a proper
Kick/Bass relationship, but if you have the
option to go upstairs (large main monitors).
I would do it.

in conclusion. I feel the CF 150 offers
one of the best values in a near field moni-
tor in the SES00 and under category (less
than half the price of the Genelees., but they
are self-powered). If you have a home stu
dio or find yoursell working in many dit-
ferent studios. you'd be well advised 10
cheek out these near fields.

For more information. contact: Adcom
Electronies Lid.. 310 Judson St.. #1. To-
ronto. ON M8Z 5T6 (416) 251 3355, FAX
(416) 251-3977.

Peter Moore is a Toromo-based producer and
mastering engineer who heads MBI Produc-
tions. He is well-known for his work witl the
Cowboy Junkies. Wild Strawherries and
numerons other recording acts.
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Hughes & Kettner
Tubeman Plus

SOME TIME AGO, HUGHES & KETTNER
INTRODUCED A GREAT IDEA FOR A
COMPACT, AUTHENTIC TUBE PREAMP THAT
WAS THE SIZE OF A VIDEO CASSETTE
CALLED THE TUBEMAN. IT WAS FEATURED A
YEAR AND A HALF AGO IN CANADIAN
MUSICIAN. IN CONTINUING WITH THEIR
DESIGN, H&K HAVE NOW INTRODUCED
THE TUBEMAN PLUS, A STANDARD 19"
RACKMOUNTED VERSION OF ITS
PREDECESSOR, BUT WITH EXPANDED
FEATURES THAT ARE GEARED TOWARDS
LIVE PERFORMANCES AND BETTER CON-
TROL IN THE STUDIO.

by Marc €ooper

irst off, the Tubeman Plus acts as a

tube preamp (there are two tubes in

this unit). tube recording amp and as
a tube AMP-EXPANDER preamp. There
are three different channels that give you
four options: Clean: Crunch: lLead 1: and
with the flick of a button. Lead 2. Along
with these options, they include a separate
master volume knob for the clean channel.
a separate master volume knob for the
crunch channel and a separate master vol-
ume knob for your lead channel. This is
excellent for having total control over dif
ferent volume scttings: so il you want to
switch from a crunchy rhythm at one vol-
ume to a screaming lead at max. it can be
done instantancously by stepping on the
separate stageboard that is included with
the Tubeman Plus.

Also on the front panel is included a
gain knob for the clean/crunch channels
and a lead gain knob for the lead channcls.

There are four bands of EQ: active bass,
passive mid and treble and an active pres
ence control. There is also a mid boost
switch that you can casily access on the
front.

Though the unit 1 tried didn’t have any
MIDI implementation. H&K does mention
that an optional MSMI MIDI module is
availuble and it takes just a few minutes to
install in the rear panel (you don’t have to
solder anything together). There is a MIDI
lcarn button located on the front panel.
Once the MIDI module has been installed.
this button is used to save your current
sound setting.

Beside the spot where you can install
the MIDI module on the rear pancl. you
have a five DIN-pin plug for where you

mics can still improve. This is the point made by seven
new TG-X models introduced by beyerdynamic. All
new models feature high SPL capabilities and excellent

sound pattern specifically tailored
to its applications and designed
to render studio quality in the

toughest touring environment higT performancesses

microphones

We know it won't be tong

before the rigors of touring
wear out your other mics.

So. why not check out our
new TG-X mics NOW,
before the "sticks”
hit the fan

at their best on female
vocals or miking
instruments

The TG-X 50 d
is designedto  ~

bring back the
kick into the

kick drum
mic

The TG-X 30 & -
TGX-35 have
ultra slim flexible
goosenecks with
omnidiractional
and cardioid

&

“h

Get all the latest news on TG-X touring microphones from
tc electronics Itd., 540 Firing, Baie d'Urfe, Qc H9X 3T2
or phone (514) 457-4044, fax 514-457-5524

TG-X 60 & 80 are mainly N
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with two 1/4" outputs that cach have a spe-
cific application. "To Power Amp’ is de-
signed to direetly connect to a power am-
plifier with speaker cabinets. thus acting
as a full-fledged preamp. In the bypass
mode. this output is muted. The other 174"
output indicates either “To Guitar Amp” or
“To Mixer'. Either of these is activated by
a button on the rear panel. “To Guitar
Amp’ is designed to connect to the input

Music Books Plus! brand-new, Call or write today
jam-packed catalogue is now

available. If you're looking for for your FREE COpy!
info on: directories, business, 1_800_265_8481
songwriting, gear, MIDI, hit

charts, recording, audio f ;}lx d(:;')se)\?e‘lr]);]clifys

production, multimedia, : :
software manuals, all night, every night)

instructional videos...the list M
goes on and on and on. of another preamp or guitar amp (thus
23 Hannover Dr., #7, St. Catharines, ON L2W 1A3 making it the tube AMP-EXPANDER
- I I _ -— | preamp). “To Mixer’ is designed to con-
nect to the mixing board. multi-effects
processor or tape recorder. In the bypass
mode. this output supplies the original in-
strument signal.

The Tubeman Plus is equipped with an

Quality,
| 4 external AC adaptor that | didn’t really like
l/(llllg/ | because it kept falling out of my power
¢ distribution rack that I plug all of my rack

elfects into. A separate AC cable that you
could plug in or out from the back of the
Tubemun Plus would have been a better
| choice in my opinion.

I tried the Tubeman Plus as a preamp
on its own and it kicked! The clean sounds
were glassy and the crunch sound had a
great blues edge to it. The lead sound was
wailing and definitely had a British slant
1o it. Switching to the Lead 2 mode gave
me more bottom end and compression and
some increase in sustain, though 1 pre-
ferred the Lead 1 channel. While engaging
in the Crunch channel. | noticed it was
very dynamic. | could very easily control
the overdrive with my guitar’s volume pot.

Where |oved this unit the most was in
the Amp Expander mode. Placed in front
of my guitar rig. the Tubeman Plus really
added a hot dimension. 1 didn’t think that
was possible. because 1 already love my
set up: but it gave me some casy access
onstage to add or delete anything I wanted
to preamp-wise. The added tube crunch or
searing lead juiced up my sound and added
some more rich harmonic overtones.

Another bonus is on the stageboard. It
lights red when you have selected the lead
channel or the clean/crunch channel. 1t's
very casy to see (on the front panel. the
lead channel is indicated by a red LED:
the crunch channel is indicated by a yel-
low LED: and the bypass is indicated by a
areen LLED).

Overall. 1 found the Tubeman Plus to
be an excellent. well thought out piece of
gear that could definitely be added to any
guitarist’s arsenal as a very useful tool.

Highly recommended.

_~ | For more information. contact: B&)
Yorkville Music. 469 King St. W.. Toronto, ON
M5V TK4 (416) 596-8361. FAX (416)
596-8822.
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JUMP START YOUR CAREER...

SPONSORED BY:

ey GET IN THE FACE OF KEY
7! INTERNATIONAL AND NATIONAL
AR REPS. AGENTS, PROMOTERS,
MANAGERS, RADIO, RETAILERS
AND INDEPENDENT LABELS.

3 G, TG B T SET, TGS, SN RN R Tl

CANADIAN MUSIC WEEK invites all Canadian
musicians to submit your demo package and bio
by November 30, 1994 to be considered for a
showcase in the Annual Canadian Music
Festival, March 20 - March 26, 1995 - Toronto.

DON'T MISS THIS OPPORTUNITY TO:

J') SHOWCASE in front of top music industry
representatives during the excitement of pre-Juno week.

ar') INTERACT with over 400 performing artists.

ab IMPROVE YOUR CREATIVE & BUSINESS
SKILLS with a complimentary delegate pass to the
7 : Canadian Music & Multi Media Show, March 20-26
. " ; at the Metro Toronto Convention Centre.
SIEEQB“* b ¥ access to over 1500 key national and

international music industry executives;

@ ¥ participate in over 20 panel discussion,

seminars and workshops, and demonstrations;

o automatic submission to demo critique
sessions; and

¥ access to the latest music technology,
[ products and services with over 100 exhibitors
PROGRAMS OF TH
DEPARTMENT OF .
CANADIAN HERITAGE

To submit an act for consideration in the Canadian Music Festival, please include

] " ~ - photo, presskit and a mximum of 3 sangs on cassette/ CL/ video along with $ 20.00
1 ) o~ registration fee per submission payable to:
£ canADIAN]Y CANADIAN MUSIC FESTIVAL INC.

‘ P.O. BOX 91015 666 BURNHAMTHORPE RD. ETOBICOKE, ONTARIO, CANADA M9C 2Z0
TEL (416) 695-9236 FAX (416) 695-9239

ATTENTION: JODIE FERNEYHOUGH
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n my last column, I talked about the

value of technique and that speed is a

by-product of accuracy. In this month’s
column, 1 want to address some other is-
sues that T feel are cessential for any bud-
ding guitarist to investigate.

I can’t stress enough how important it
is to be able to know the language of mu-
sic, to be comfortable with your guitar. to
be able to walk around the fingerboard and
not stumble your way through (etc., etc. . .
you get the picture). At the risk of sound-
ing a little cosmic. I want to state that a
good goal could be 0 become one with
your guitar.

I started teaching tull-time in 1987 and
since that time, through classes, clinics, pri-
vate lessons. through my Guitar Vocabu-
lary guitar books, I've talked to thousands
of students all over the world. I've scen
more than one student come o me, go and
whip off their latest Van Halen two-hand-
ed tapped riff. but then couldn’t play
through a basic 12-bar blues.

I've watched players try to emulate Vin-
nie Moore. Yngwic Malmsteen or Al Di
Mecola with speed licks, but do not know
what a minor scale or harmonic minor scale
is (or, for that matter, what a minor pro-
gression 1s).

I've been frustrated in the past with gui-
tar books that showed you how to play like
your latest hero but didn’t spend time giv-
ing you the material to allow you to devel-
op your own vocabulary. Let me state that
I think learning from others (their licks.
their approach, etc.) is important, but ulti-
mately. developing your own “voice™ is
what it will take to set you apart.

Several years ago, 1 started writing down
my material in hopes of putting together
some books to help guitarists learn the lan-
guage. In 1991, M.E.O.W. Inc. (Music Ed-
ucation Workshop) was formed and the
Guitar Vocabulary series was born.

My intention was to supply guitarists
with the language so that they could start
to create and develop their own voice. /
believe it's up to you to supply the motiva-
tion. You can’t depend on anyone else but
yourself for your musical growth.

cale,
Chord &

pe gio
uémy

oca

In my next few columns. I want to deal
with threc areas that will help you learn the
language of music and start you on the road
to knowing your fretboard. Let's start with
scales. I'm going to use Pentatonic scales
as examples (you can apply these ideas to
literally every other scale).

First off, a pentatonic scale is a five-
note scale and a very common scale choice
used in most styles of music. I'll use C-
major pentatonic and C-minor pentatonic
for the examples.

tern with the root, you would be limiting
yourself to mostly one-octave patterns that
would exist on only a few strings, the ex-
ception being patterns three and four. Also,
when it comes to improvising. you may not
want to start on the root but some other
interval so cach pattern shows where all
the notes exist (for that scale) in that pat-
tern arca.

Transposing these patterns is casy. Just
locate the new root notes that you want to
move to and shift the same pattern to where

D E G A C
The notes ond the intervals in a C-major pentatonic scale are: root major 2 mojor 3 perfect 5 major 6  oclave
0 00O [+]
3F 5F 8F 12F ¢ 4
Pattern Patiern Pattern Pattern Pattern
4
C E-flat F G B-flot C
The notes ond the intervals in a C-minor pentotonic scale are:  root  minar 3 perfect 4 perfect 5 minor 7 oclave
[+]
' ] l {10F) K
3F PERK) O] nE b
Pattern Pattern Pattern Pattern Pattern
1 3 4 5

If you're unfamiliar with what an inter-
val is, | recommend Barbera Wharram's
Elementary Rudiments of Music. When it
comes to finding these scales on the fret-
board. there are five distinct patterns that
exist. Most guitarists are familiar with pat-
tern three of the major pentatonic scale and
pattern four of the minor pentatonic scale.
By learning all five patterns, you will find
yourself playing these scales all the way
up (or down) the neck for 12 frets. Then
the patterns start again.

This can help familiarize you with the
fretboard and also develops new licks out
of patterns you might not have previously
played. Each pattern connects with the next
one. Knowing this helps when you have to
transpose to other keys.

The black dots on the guitar neck dia-
grams indicate the root notes of the scale.
You might ask why each pattern doesn't
start with the root. If you started cach pat-

the new root notes are located. If you don't
know the names of the notes on the fret-
board. I suggest you learn that first.

By learning these five patterns of pen-
tatonic scales. this will unlock other com-
mon mysterics. namely corresponding
chord and arpeggio patterns that you can
play with based on these five finger pat-
terns. This will work for almost any chord
type. arpeggio type and scale type. In my
next column. we'll look at the chord con-
nection.

Hamilton, ON-based Mare Cooper fronts Coop De
Ville and has authored several goitar instructional
hooks and tapes for MAE.OW. e, As well. Mare
conducts workshops for M.E.O.W. and clivics for
Vantage guitars. and is an international clinician
Jor DOD and DigiTech products. Mare was the
Sirst place winner of this year's Hot Guitarist
competition held at the National Association ot
Music Merchants (NAMM) convention in

Analieim. CA. ‘"
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he Analog Anonymous crowd hush-

es as you step to the podium. 1. .. 1

am here because, well. because [ play
a Moog synthesizer.”

An cruption of applause. some tears and
a whole lot of group hugging suddenly oc-
curs. “However.” you continue. 1 don’t
play it because I'm a retro kind of guy and
dig its sounds: 1 play it and have done so
for years because [ love its feel ™

The crowd falls threateningly silent.
some actually grumble. You try and ex-
plain your actions but they want nothing
short of your head.

“Feel?!™ they shout. “*My Casio VL-tone
with the calculator had more feel! Off with
his head!™

This is mostlv a fictitious story. | say
mostly because the antiquated analog synth
has long been the bane and/or laughing
stock of the keyboard community. This
month’s column will try to expound the
beauty and virtues of the ol” analogger be-
yond the mere sounds that the beast makes.

But First, The Facts

The analog synth. particularly the Moog.
has undergone a renaissance of Tate. thanks
to the techno-retro bloom of the late "80s/
carly "90s. Synth lines were finally allowed
1o expand beyond the Bon Jovi string patch
that dominated the early to mid-"80s. A
good example of this rejuvenated synth
styling is the 1991 debut dise by the Brand
New Heavies on the Delicious Vinyl label.

This renaissance is a mixed blessing.
however. While it's nice to see the analog
synth receiving a resurgence in popularity.
it ain’t so nice to watch the synths (or their
parts) go up in price. Also. the shtick-lac-
tor has grown so that. for some. the synth’s
presence on stage or in the liner notes is
more inportant than its sounds. These peo-
ple are missing out on the vast potential for
sonie exploration hidden within these
synths as well as an clusive spirituality that
can sometimes exist between a player and
his analog board. These potentials can only
be tapped by utilizing the following three
facets exclusive to analog synths.

(ONTROL

While lacking an actual touch sensitivity.

analog synths offer quite a lot in terms of
user control. All the knobs and dials are
up front and easily accessible. allowing for
immediate tailoring by the player. As a re-
sult. the synth becomes an expressive in-
strument. much like the clarinet or the
trumpet. Attack. tone. pitch and depth of
texture can all be instantly altered to suit
the proper expression required. While mod-
ern synths may copy actual synth sounds
well. the control offered for user manipu-
lation is nil. This is due to the packaging
of all parameters within the confines of two
buttons and a slider. as well as to the phas-
ing out of the non-spring loaded pitch
wheel. Listen to George Duke’s synth solo
on Frank Zappa's “Inca Roads™ (off 19745
One Size Fits All) for a good example of
strong synth control and its expanded mu-
sical boundaries.

TIMBRE

Digital synths and samplers can copy an
analog synth. but imperfectly. That is. they
can recreate what is happening at any one
microsecond in the generation of a sound:
however. they can’t reproduce the quirks
and cccentricities that make up the body
of all analog synths. What you get with a
sampled sound is the personality present
within the sampling time. The analog synth
is a much more complex character than
that. Check out Richard Wright's ARP solo
in Pink Floyd's “Dogs™ (off Animals. 1977)
for a good example of the complexities pos-
sible within an analog tone. Digital imita-
tions of analog merely sound like imita-
tions. because analog sets out not to ap-
proximate another sound. but to create one
entirely new and diftferent.

PHYSICAL FEATURES

The evolution of the physical design of the
synthesizer parallels that of the American
automobile — big and clunky. impervious
to most external threats, sleek. smooth and
smart interior with sleek. smooth and
wimpy exterior,

Example one: Tonce borrowed a friend’s
keyboard (which shall remain nameless. but
whose initials are M 1) and had the misfor-
tune to pack it the wrong way in its sleep-
ing bag case. The result? A sorry. scratched

mess. Since it went from my car to my
house. the damage wasn’t from road wear
but rather from the chintzy exterior gloss
that scratched off easier than a bad iron-
on.

Example two: Before building a case
for it. [ dropped my Moog Prodigy on a
Kingston sidewalk. catching it on the re-
bound. The exterior damage was next to
nothing and the interior damage was less
than that!

Apart from saving one’s clumsy butt
before a gig. the analog synth’s armour al-
lows the player expanded freedom of ex-
pression. That is. it allows one the option
of opening up and letting “er rip! While it’s
still only responding to your commands.
the intensity generated from a broadened
range of expression seems to transcend the
barrier between player and instrument,
melding your lifeblood with its machinery.
Besides. who can resist the real wood side
pancls?

However. if you're playing the ol job
at the Airport Ramada. such a synergy is
probably not required. Obviously. today’s
digital crop suit the purpose of efficient
and economic sound recreation better. As
its own instrument with its own sound. how-
cver. the analog synth wasn™t and isn’t giv-
en a fair shake. Most people prefer to re-
member the analog synth for its prog-rock
French horn sounds and stratospheric string
lines a la “Come Sail Away™. rather than
for the originality it could have brought as
its own instrument. Hopefully. this renais-
sance of analog sound can help bring about
a renaissance of analog purpose — the cre-
ation and exploration of new and original
synthesizer sounds. Questions? Comments?
I"d love to hear “em.

For neat. original uses of analog synths
within a pop/rock context. check out:

George Duke. Faces In Reflection. 1974
Pink Floyd. Dark Side Of The Moon. 1973
Any Frank Zappa album 1969-1981

I addition to being the kexboardist for
Whetherman Groove Tube, damie Shields has
lent his stvlings to sucl groups as Dig Circus,
Sheliering Sky and The Hopping Penguins.
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sponeta®ne*®ous .yocins-os

adj. [LLat. spontaneus < Lat. sponte,voluntarily.]
1. Occuring without apparent external cause : SELF
GENERATED. 2. Impulsive : unpremeditated.
3.Unconstrained and unstudied in behavior.

sponetaenec*ous

(spon-ta'ne-ss

com . bus ® tion(kam—bﬁs'chan)

n. [ME combustion < LLat. combustio < Lat.
comburere, to burn up : com- (intensive) +
urere, to burn.] 1. The process of burning
2. Chem. A rapid chemical change, esp.
oxidation, that produces heat and light.

comebusetion

kam-bus 'chan)

the explosive reaction that takes place when
a musician discovers the Roland GR-09 Guitar Synth.

[R2Roland Canada Music Ltd.

5480 Parkwood Way, Richmond, B.C. V6V 2M4
Phone: (604) 270-6626 Fax: (604) 270-6552
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THE

[ZINGRAINING
PROCESS

n the five years that I've been teaching

bass. ['ve learned a great deal about

many things. Maybe the most impor-
tant thing ['ve come to understand is learn-
ing itself.

In order to teach something well. you
need to have a grasp on what needs to be
taught and how it has to be taught. When
vou're taking up uan instrument. you
shouldn’t be putting information in short
term storage 1o spew out on an exam and
be done with (as you probably did in grade
10 calculus). You want to take in knowl-
edge that will be useful to you in a musical
way and have it stay with you forever.

But how do you learn things permanent-
Iy and in a way that things hecome second
nature”? When you look at a great musician
play. you notice that what they do scems
effortless. Are they thinking about tech-
nique and theory as they play? The answer
is usually no. not much. That's because
the knowledge they are using is habitual,
second nature, instinctive — or. as | prefer
1o call it “engrained™.

When you first learn to play. it’s an
awkward thing. You have to struggle. much
less concentrate, just to string a few notes
together. 1Us like learning to drive stand-
ard — you've got so many things to think
about that you inevitably stall the car. But
gradually  you accumulate  information
about what steps you need to follow in or-
der to execute the undertaken task.

All this information is piled into your
brain and hopefully. brought to the surface
when required. The more it is used in a
practical way. the more it is engrained.
Successtul application is what really makes
you [earn things. If you never use the
knowledge. it will never be engrained and
likely lost quickly. That's probably the big-
gest reason for learning practical things.

Not everything that is engrained is ac-
tively “learned™. There are a lot of things

that you do instinctively partly by
chance. partly because of your own per-
sonal physical identity. Nobody told you
to do them or not to do them. they just
happen and they become comtortable after
a while. These “things™ — habits — have
been engrained through repetition. Just
about anything becomes casy if you do it
cnough times.

When bass players start taking lessons,
their technique is a hodgepodge of good
and bad habits. Some of the habits are the
result of active learning from books and
teachers and videos and Canadian Musi-
cian magazine. and most ol these are hope-
fully good. Some of the good habits are
there by chance. Some of the good habits
can even be self-taught. in the case of the
brighter people who give some thought to
what they re doing. Then. there’s the bad
habits. They come from anywhere. even
professionals, because no one’s immune to

misinformation. Bad habits, in the case of

technique. include anything that hinders the
quality or consistency ol your tone., wastes
energy that would otherwise contribute to
chops and endurance or limits your gener
al facility and agility on the instrument. Yes,
there are some habits that are neither “good”
nor “bad’. but these are actually very rare.

The task in learning good technique in-
volves replacing the bad habits with good
habits. IU's not casy. It can be done if you
get the right information about what you
should be doing and if you have the will.
time and focus to engrain the information
through consistently repeated application
(practice).

So how is good technigque engrained?
First of all. your problems have to be diag-
nosed. This part usually requires a good
buss teacher who has a solid understand-
ing of technigque. You need to know spe-
cifically what your problems are. For ex-
ample. maybe alternating fingers is incon-

sistent in the right hand — you don’t rest
your thumb on the E-string against the pick-
up when you should and your left hand
pinky comes too far oft the fingerboard.

Then you need to Jearn (or figure ouwt
yourselt) specific exercises that develop
these particular aspects of technique. one
by one. in isolation. The more competition
your hrain has for attention. the less you're
going to engrain anything. If’ you have to
train your right hand thumb to move be-
tween the top of the pick-up and the E-
string position. practice simple exercises
that have you playing E. A and D strings.
Bult. if you practice scales off the A string.
for example. you're not practising shifting
thumb positions because your thumb will
(should) always be on the E-string.

By practising specific exercises target-
ed at your technigue problems. you're go-
ing to get rid of your bad habits efficiently
because you're forcibly engraining good
technique. [Us really a lot like treating an
illness with a correct diagnosis and appro-
priate treatment, Luckily there are no hass
technique discases without cures! Eventu-
ally (hopetully) your technique will encom-
pass only good hubits that have heen deep-
Iy engrained. meaning that not only do you
have great technique (and the tone, chops,
endurance and musical “sophistication™
that comes with it). but also that you can
play without having to concentrate at all
on what your fingers are doing. If theory.
harmony. rhythm and other essential cle-
ments in the “bassist brain™ are also en
grained. you'll be liberated! You'll have
all of your conscious thoughts free for feel.
groove. emotion. performance and convic
tion.

Peter Murray is a bass teacher. sesston musician and

producer who plays with the Toronto-based act

surrender dorothy
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REUISSION

!

n this issue’s column. T have decided 0
take our good old friend the paradiddle
(RLRR LRLL)}. to show you a few ex-
amples of how you can play and express
this pattern in a variety of tasteful ways,
The best way to approach cach example is
to get comfortable with the sticking pat-
tern on the drum or cymbal they are as-

Jet] Salom

signed. After that is achieved. add the bass
drum.

All of the following examples are in
4/4 time and are played in the sticking man-
ner RLRR LRLL. They continue to re-
peat that pattern throughout the bar. Re-
member to start oft slow and most of all.
have some fun!

> > > >

EXAMPLE 1 : For the first example, you
may keep time with guarter notes on your
hi-hat. Also. you can apply a double bass
single stroke sixteen note pattern under
the paradiddle.

EXAMPLE 2 : To play this example
ettectively and groove, play all the notes
X that are on the snare drum quietly. except
for those notes which are accented.

> > > >
EXAMPLE 3 : This example is known as
I v, (Jh G &) GIOOJO &L TWO SURFACE RIDING. There are
X XX X X K (X [ X XX

many bass drum patterns that you can
apply to this example.

@ & @
> > > > > > > > > ~ >
EXAMPLE 4 : This example is a drum fill.
The goal. in order to make this example
. _m ~ groove, is to focus on playing the accents
. F accurately. You can also keep time with
quarter notes on your hi-hat,
= > > > Jeff Salem is a studio and live drummer who has
RLRR LARLL L. RR played with Saints & Sinners and Coop De Ville.,

EXAMPLE § : This pattern is known as a
q linear displace groove. Concentrate on

. playing the accents accurately.

-

You can catch him at one of his CDM

instructional clinics. promoting his Complete
Drum Method series being held across Canada.
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Questions & Answers

Q

n a continuation of my February €M

column. I will answer some questions

that have often been put to me. | invite
readers to send in their own questions, in
care of this magazine. to be answered in
future instalments.

“What kind of trumpet should I buy?”
I have always said that assuming good
working order. the difference between one
trumpet and another is smaller than the dit-
ference in the chops’ (lips”) response from
one day to another.

This leads to a few observations I've
found that are shared by many players:

1. Many horns feel good in the music store

when trying them for the first time.

. Many of those siume horns don’t feel so

great two weeks later.

3. No matter how different a horn sounds
initially. if you continue to play it. you
will sound like you again in short order.
This leads to the conclusion that the

choice of a horn should not be made on the

basis of 15 minutes playing in a room the
size of a closet in the music store.

The best approach is to borrow the horn
for a while and take it out on gigs with
you. For this, you need a good relationship
with your local dealer.

You should respect the valuable serv-
ice the dealer is providing you with by tak-
ing care of the horn and returning it in new
condition, so that they are perhaps willing
to lend you another.

Professional players can be the bane of
the music retailer’s existence since. in their
search tor the horn that solves all problems
(which. of course. doesn’t exist). they may
try horns endlessly before parting with the
relatively paltry sum for a new instrument.

“What should you look for?”

First. examine the construction. The most
obvious thing is the valves. Once oiled up.
they should teel silky smooth. Since many
manutacturers are making excellent valves
these days. there is no reason to accept
valves that are substandard. hoping they
will break in. Beyond that. look tor well-
fitted slides and nicely finished solder
joints. There are small differences in the
way a horn feels in your hands and this
might be a consideration for some.

19
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PART I1

“How does it play?”

There are two factors regarding how it feels
and how it sounds. In determining how it
feels. 1 look for evenness throughout all
registers first. As you slot a two-octave C
scale. do the notes smoothly flow from one
to another or do you feel a constantly
changing resistance on your chops? In my
normal practice routine. 1 leave a tuner on
the stand in front of me all the time so that
I develop a feel for which notes tend to be
high or low on my horn. Thus, 1 can com-
pare the pitch of a different horn in the
same manner. You must be blowing
straight down the centre of notes in order
to really hear the pitch of a horn. This is
only i rough approximation, as pitch is de-
termined more by your playing than by the
tuning slide. but | can find meaningtul dif-
ferences between horns in their intonation.

Another thing to look for is the “slot-
ting” of notes. Some horns tend to lock in
the notes more than others.

“How aboul fast tonguing?”
I always try some double and triple tongu-
ing on a new horn as I find that is a good
test for response.

“How about the high register?”
Anyone who visits a brass conference
where the instrument manufacturers have
their products on display can’thelp but no-
tice the room full of trumpet players
screaming high notes on one horn after an-
other. The temptation is unavoidable. as we
would all like to pick up a horn and have
the ability to play never-ending double Cs,
Unfortunately. it you can’t do that now on
your horn, you won't be able to do it on
another. either.

Now concern yourselt with how the
horn sounds. The lightweight. thin bell
horns which used to be tavoured for
screaming lead playing have fallen out of
fuvour somewhat these days. with many
players preferring horns with more weight
on their instruments. This can be seen on
heavywall construction, heavy bells. heavy
valve caps. heavy mouthpieces (or stand-
ard mouthpicces with add-on weights), ribs
on the bell or maybe the ultimate: the sev-
en pound Monette custom-made  jobs
played by Wynton Marsalis and others. The

heavier horns tend to have more body and
fullness to the sound. as well as being dark-
er. (Another determining factor in the dark-
ness of the sound is the copper content in
the brass. Higher copper content is called
gold or red brass and is darker in sound
and colour.) Heavier horns tend also to have
the ability to play very loud and still main-
tain the character of the sound without be-
coming shrill. 1 play a heavywall Yamaha
with a large. gold. brass bell and a Bach
heavy gold-brass 43. While these two horns
are different, their overall character is sim-
ilar and they will both work in many situa-
tions.

Bore size is a variable with horns. While
the majority of players play a medium-large
(ML) bore, a player who likes to push a lot
of air through may prefer an L bore or a
player who wants a small. intimate sound
might prefer an M. Some horns start out M
at the leadpipe but progress to a large at
the bell, to give the resistance of a smaller
bore with the bigger sound of a larger bore.

Another aspect of a horn is its ability o
project. This is impossible to determine
from behind the mouthpiece. For this rea-
son. it is important to have others listen to
you from out front. and also to hear other
players try the horn while you listen. In
fact, hearing other players try a horn tells
you more about how it sounds than playing
it yourself.

At a time when the playing opportuni-
ties for brass players have been sharply di-
minished, there are more instrument man-
ufacturers making great horns than ever
before. | find the pro players to be playing
largely Bachs and Yamahas. the latter es-
pecially notable for their exceptional con-
sistency from the student range on up. but
there are many fine horns out there and
you should have no problem driving your-
self crazy trying to choose.

Next issue. [ will delve into the other
half of our equipment: the mouthpicece.

Chase Sanborn is a freelance irumpet player und
teacher in Foronto., He has toured with Ray
Charles and is currenmtly active as a jazz and/or
Tead trumpet plaver.
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Recording

lechniques

for

SAXOPHONE

cre are some technigues and ideas

you may find useful for home re-

cording. Many of them will apply
to other instruments as well. Whether you
do it yourself or record in a studio or at
live performances. it's essential that you
know how to get your best sound on tape.
Don’t assume that the engineer will know
exactly how to get if for you — you will
have to work together.

Microphones
There are a number of different mics that
will work well for sax. Condenser mics dif-
fer from dynamic mics in that they usually
require a battery (or phantom power sup-
plicd from the mixer) and have a broader
pickup pattern, which makes them less use-
ful onstage because they tend to feed back.
They provide a flatter response, meaning
that all frequencies are presented more
cqually. whereas dynamics are often “col-
oured” to bring out voice tones.

When recording with a condenser mic.
you can “back off” with it at eye level up o
three feet away from your face or “close
mic’. keeping it aimed near the bottom of
the left hand over the bell as you would
performing live. Most of us have discov-
ered not to aim it down the bell as this can
do some severe damage when you let go
with a low B-fTat. Your choice of mic, play-
ing style and recording set-up will deter-
mine just where to place it. If you are re-
cording yourself. get a serap tape to pop in
the deck to experiment with. You'll need it
later to set the equalization.

The Neumann U7 is the industry stand-
ard voice mic and sounds great on sax. If
its high price ($1.000+) is out of range.
you might consider a Sennheiser 441, 1t°s
a dynamic mic with a flatter response than
those designed for live vocal use. Even the
Shure SMS57 and SMS8 can work well. but
you'll need to EQ a litle (read on). The
one | use in my home studio is the AKG
C1000S. 1 like it because of its low price
(around $300). good sound quality and ver-
satility. It brings out all the warm sax tones
I can’t live without and works well with
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voice as well as other instruments (c.g..
acoustic guitar and drum overhead). It can
also be used live. but don’t expect to get a
lot back through the monitor.

Compressor

The next link in the recording chain is the
compressor. The compressor will bring up
the volume on the soft parts and prevent
the signal from getting too hot on the loud
parts. It also allows you a little freedom of
movement so you don’t have to be glued
in place while doing your takes. I get the
best results in my home studio when plug-
ging the mic directly into the compressor
and the compressor direetly into the deck.
If you don’t have a compressor. plug the
mic directly into the deck. Whenever pos-
sible. eliminate any unnecessary circuitry
1o get the cleanest signal on tape. The track
will go through the board to get remixed
and this is where you should apply EQ and
cffects.

The dbx 163X is a nearly foolproot com-
pressor with only a level set and compres-
sion slider to worry about. Once the level
is adjusted (usually about -10). use your
scrap tape to determine where the slider
goes. With the sax. around -21 is usually
about right. You want just enough so that
everything you play gets recorded at a good
level without sounding too processed.

Equalizing

Using the direct approach will require that
you apply EQ during mixdown. I find that
with the right mic, 1 usually don’t need to
change anything. but if you are working
with overdrive guitars and thick synth
patches, you might need a little help to
bring the sax out. If you have sweepable
mid-range. you can boost SK for those up-
per-mid voice tones. If you are using a dy-
namic mic like a Shure SM57 or SM58. be
sure and boost the 300-350 lower mid-
range a bit to warm up the tone. These mics
drop off in that register. leaving the sax
sounding pretty tinny. Use your scrap tape
1o record your sax alone and experiment.

Reverb

Reverb is lipstick for the saxophone — a
different mood. a different shade. What
works with one ensemble clashes with an-
other. Of course. too much looks cheap.

Always add reverb post (during mix-
down). This way. you gel it in stereo and.
because of the delicate nature of the over-
tones, they can get casily obscured if they
are recorded on the multi-track. Most proc-
essors have a wide selection of presets to
choose from. Because of the saxophones
voice-like quality. the hall and vocal plates
work very well in many situations. For
funkicr. more Sanborn-like sound. try the
small club settings. You can use way more
signal with these to achieve that kind of
boxiness that sounds great where you don’t
wunt an audible trail.

If you've ever tried to emulate those
recordings where the sax is swimming in a
huge reverb. you will have discovered by
adding that much, it sounds like it’s down
at the end of the hall. So. how do we keep
the horn “in your face” (upfront) and get
that hugeness? Here's the seeret: use a large
hall setting and set the pre-delay parame-
ter to around 250 ms. This allows a quarter
of a second of everything you play to go
on dry before the effect Kicks in. It works
beautifully on ballads and gives the horn a
truly magnificent sound.

Here's u mixdown technique they use
on the big-money recordings that can work
well for the home recordist. Say you have
an cight bar intro, then in you come. Use
the pan controls at about 5 1o 1 o'clock on
the whole mix so that it is just about mono.
When the sax comes in. pan down to full
stereo. This is a subtle effect but will give
the listener the impression that something
magical occurred just as you started play-
ing.

Keep the magic coming!
Peaul Wainweieht is a freelance alto aud sopran
sax player living in Victovia. BC. 1iv group, Latin
Transier. is well knowu for theiv ved hot salsa

fusion. He has cecorded extensively in Canada aud
Furope. Aswell e records at howe swith a MIDI

derrack studio ‘"
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FPRIZES IFNCLUIDE:

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

SRAAINNID PRIZE:

The winner receives $5,000 cash and will have their song published and professionally recorded
by all star session musicians produced by Terry Brown, released by MCA Records, and promoted
nationally. 1st runner up receives $3,000 cash and 2nd runner up receives $2,000.

HFHOCONAY T ErNANTER:

1) Send cassette of one song, including lyric sheets along with name, address and
phone number 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 12, 1994.

4) Contestants must be 19 years of age or older.

For more information, contact THE SONGWRITERS ASSOCIATION OF CANADA at (416) 924-7664

e @ STANDARD RADIO INC.
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SURVIVAL
FOR SINGERS

n this column. I'd like to speak to young
singers who are just starting in the busi-
ness. doing gigs or thinking about it.

I"ve been singing and recording for over
ten years: throughout that time I've picked
up tricks that have helped me. but I believe
the best thing you can do for yoursell'is 1o
study singing with a good
voice teacher, learn prop ‘—
er technique and explore
your vocal range. Having
said that, T°d like 1o go
on to less technical as-
pects of being a singer.

My first gig was at
Joe's Truck  Stop on
Highway 27 with my
band Senseless. We were
a weekend cover band
and | was by far the
“areenest’” member. hav
ing only sung in front of
a mirror. The first night
was exciting it was packed to the raft-
ers. fights broke out, toilets overtlowed and
we got an encore. The second night |
showed up with no voice left. I managed to
make it through the night sounding like a
Canada goose on a southern flight. That's
when I started my campaign to learn how
to survive singing in foud bands and pre-
SCIVe my voice.

The first thing 1 realized was that | had
to find my own voice and stop trying 1o
sound like other singers. [ wasn’t going (o
be Janis Joplin “cause there already was
onc. So | stopped trying 1o mimic others
and started to getin touch with what 1 did
as asinger. [ started singing songs in a com-
fortable key for me. even it it was different
from the record. and I chose songs that had

an emotional connection for me (even il

they weren't popular). [experimented with
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different styles. found what Tloved and was
good at and stuck with it. The voice is the
sound ol our soul. and it was important for
me to discover who | was in terms of sing-
ing. | believe everyone can sing because
i's atrue expression of who we are. If vou
have a somewhat “strange™ voice. don’t be

Avoid alcohol. It dehydrates the
vocal chords and can make you
Kinda stupid [so that by the end

of the night you’re agreeing to a
gig in Petawawa for five bucks).

dismayed it could turn out to he your

strongest selling point. One of the best ways

of discovering your own voice is 1o write
your own material. then bend and mould it
ina way that works for you.

As singers. we often perform under crap-
py circumstances (you Know. no monitors,
no soundcheck. Toud band. lots of smoke,
drunks screaming in your face. you scream-
ing back) and sorry to say it. but this scene
will probably repeat itself” a million times
throughout your carcer. What our job is. is
to adapt it survive it. roll with the punch-
es and have some fun.

Here™s some tips from my own person-
al treasure-trove of survival skills:

J Get lots of sleep. Let your bandmates
party the night away. but you go home
and rest. Your instrument is vour body
and it you're tired. you'll hear it

?/a/e.i

< Avoid alcohol. Tt dehydrates the vocal
chords and can make you Kinda stupid
(so that by the end of the night you're
agreeing to a gig in Petawawa for five
bucks).

- Get the band 10 turn down (good luck!)
s0 you can hear yourself in the moni-
tors.

d Drink lots of water throughout the day
and nmight.

' Avoid dairy products as they produce
lung-slugs and throat barnacles at the
Most inappropriate times.,

U Do a warm-up before the gig, either with
a vocal tape or singing songs with a gui-
Lar.

< Use a humidifier or steam machine in
your room when sleeping. or turn the
shower on hot for steam.

< Psyche yourselt up mentally before the
gig (say to yoursell. “They re gonna love
me. I'm gonna sing my ass of1. this will
be the best gig yet™).

< Ty the "Master Cleanser™ tor hoarse-
ness or anything that ails you. Combine
a glass of warm water, 1/2 a lemon. |
thlsp. of maple syrup and as much cay-
enne pepper as you can stand.

< Say your prayers. go out. have some fun
and Kick some ass!

Remember. there will always be anoth-
er gig. another stage and another chance to
do your thing: so il you have a shitty gig
(or even a slew of them). don’t give up.
The key to having a career as a singer is
perseverance and commitment. With that
in mind. go get “em!

Lori Yates has long been knoven as a
“sparhplug™ on Toronto™s Queen St West club
seene, Her new Virgin/l2M 1 refease. Breaking

Point, is o superl collection of rocking country

and bluesy pop nnes, Lori is currentiy

preparing for a cross-country tour
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We do. Introducing The Guitarist! Shure’s new affordable wireless system that will
unleash the best sound your guitar can deliver. We designed it from the inside out

w cspecially for guitars. So you get the freedom you need on stage with
THE GUITARIST sound that's every bit as good as your wired rig. It’s a ready-to-play
system that works with any guitar cable. You get a tull 18 hours o{almttcry lite, and with
Shure’s exclusive MARCAD " intelligent circuitry, you get unsurpassed
freedom from dropout. Plus you get the legendary reliability of Shure. Allata
price that will actually leave cash in your pocket. So get what it takes
to really cut loose.

SHURE W I RELESS SYSTEMS
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by Tim Moshansky
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L HE WEST COAST AND VANCOL VIER,
IN PARTICULAR, HAS ALWAYS HELD
A CERTAIN FASCINATION FOR PEOPLE
ANYWEHERE EAST OF THE ROCKIES. AS
A BOY GROWING UP ON THE DRY, DUSTY

PRAIRIES, VANCOUVER REPRESENTED

FREEDOM, PHYSICAL BEAUFY — [N

N()\\«, AFTER HAVING

SHORT, PARADISE

LIVED HERE (AND IN VICTORIA) FOR

ALL OF MY ADULT LIFE, I HAVE GROWN

ACCUSTOMED TO THE FRESHNESS IN

TIIE AIR, THE NURTURING QUALITY OF

THE SEA AND THE

AND, AND THE EF-

FECT THIS ENVIRONMENT HAS HAD ON

MY CREATIVITY.

1 RECENTLY HAD A CHANCE TO TALK

IO SEVERAL PROMINENT WEST COAST

MUSICIANS TO GET A SENSE OF WHERE

THEY’RE AT IN THEIR CAREERS AND

HOW LIVING ON THE COAST HAS AF-

FECTED THEIR MUSES.
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o listen to Loreena McKennitt's music is to enter another world. A world

of pagans and priests, snake charmers and sufis — hidden treasures at once

sensual and sacred. Like no other Canadian artist, she uncarths these treas:
ures for all to see. With Celtic harp and clarion voice, she draws us into her medie
val web and takes us with her on her journeys of discovery. “When I make a record.”
she says. “I'm not really interested in compiling eight or ten tracks of just my point
of view. I really want to throw spotlights on certain aspects of history or culture or
religion that bring about more questions than answers.”
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The impression [ used to have of Stephen
Fearing was that he was a “folk™ singer and
perhaps because of that. T had never really
given his music a chance. Then 1 got a copy
of his recent disc. The Assassin § Apprentice
(True North/Sony). and realized that there
was volumes more to this singer/songwriter
than | had so narrow-mindedly imagined.
The album, with its soothing textures. Juxu-
rious poetry and haunting melodies captured
my car at once and brought to mind Peter
Gabriel more than what [ had imagined folk
to be.

“1've never felt really comfortable with
the folk music label” Fearing agrees. L have
my own definition of folk music. but I have
a hard time with the label myself. I don’t like
to be Tumped into that category merely be-
causc | play an acoustic guitar. | don’t think
of mysclf as a tolk musician. | think of my-
sclf as a songwriter who plays an acoustic
guitar.”

Fearing’s finely crafted tunes were re-
corded in Vancouver at Jim Vallance's Ar-
moury Studio with Steve Berlin (Los Lobos)

t he producer’s helm, Scveral guest musi-
cians and singers helped out on the project
mcluding Richard Thompson (guitar). Sal
Ferraras (percussion), Sarah McLachlan (vo-
cals) and long-time cohort Paul Blancy
(bass). Ash Sood (drums and vocals), who
seems to be the Manu Katche of Vancouver’s
recording scene, contributes to the album as
well as many other guest appearances.

Fearing describes how his association
with McLachlan and her band came about.
“I went out of the province opening shows
for Sarah.” he says, “and | doubt 1 would
have had her and Ash come inif it wasn’t for
that. Ash and Dave Kershaw love sitting in.
It wasn’t so much asking them (to be on the
album), it was trying to keep them away from
my project. (laughs)™

Fearing goes into the studio with his lyr-

ics and music pretty well set. records
bedtracks and then gets musicians to come
in and lay down tracks of vocals. guitar. or-
gan. lap steel. percussion. cello, trombone
and other instruments. He is quick to point
out the help of Steve Berlin, who gave many
good suggestions regarding outside players
and preferred 1o keep good. complete takes
rather than chopping everything up. He also
credits bassist Paul Blancey. who helped with
transcribing and arranging many of the
songs.

Lyrics from Fearing’s songs are close
cnough to poetry that they could stand on
their own. A ot of this. he explains, has to
do with the fact that he lived with a poct for
ten years, “1ve always been fairly intimidat-
¢d by the literary world.”™ he says. “but it’s
only in the last couple of years that I've start-
ed to look at my lyries and think more of
them than just lyrics. My lyric writing has
changed. too. If you went back to my last
record. 1 think my lvries are getting a litle
less dense. T eertainly have been criticized in
the past for being very wordy. I'm very picky
in my lyrics: | love the craft of lyric writing.
I love reading other people’s lyrics. When
there's good lyrie writing I can get right off
on it. Shawn Colvin's a good lyricist.

“(Lyric writing) is sort of a mixture of
sitting there and slogging and then every
now and then, something really great comes
along. Very much. the technique of writing
with me is something [ struggle with, like the
internal editor business and self-criticism
thing is really strong in me. | feel like T want
to let go of that a little bit more and “lighten
up” lyrically. not necessarily in the content.
but just not packing so much in”

When writing the music for his songs.
Fearing says he usually has the majority of
the lyries written before attemipting to write
because he gets his musical ideas very
quickly. “Fhe music comes so fast that it will
take a form very quickly. like drying ce-
ment.” he explains. “And then 1 have to write
lyries to music which | find really hard to do.
I much prefer to have a lot of lyric written.”

Fearing uses approximately 30 percent
open tunings and the rest, standard tunings
on his guitars. including a Manzer “Cow-
poke™ cutaway six-string built by Linda
Manzer and a Guild D25 with a Manzer
neck. Often. he drops the low 1 to DL It got
alot 1o do with that sense of playing solo and
wanting to make a very tull sound.” he says.
“I capo a lot in order to accommodate my
vocal range and it also allows me to play
ditferent sounds without using a lot of bars.
so | can get the strings droning.”

After three albums, many miles of travel
and hundreds of performances, Fearing has
stuck it out and created a niche for himself
on the Canadian music scene. He offers this
advice to those. who may be attempting to
pursuc a carcer as a singer/songwriter in to-
day’s music marketplace: “Try to keep your
own thing to yourself as much as you can,
as opposed to. ‘T nced a manager right now.”
or ‘I need a record deal right now’ because
the old systems are falling apart now in the

age of digital recording technology. The
more independent you can be. the better.,
because the chances of you coming up with
something original and finding a way to get
it out there are greater than they used to be.
Especially in the folk world. there™s a need
to be very crafty and creative. If you want to
make a living at it, youve got to be cunning.
you've got to have your shit together with
selling stuff off the stage. You have to work
very hard to get a network of little ¢lubs to
play in across the country. Now. things have
opened up a fot so you have artists like [Lo-
reena McKennitt who are able to be so inde-
pendent. She's an ineredible businesswom-
an.

Fearing hopes to maybe stretch out in the
music world and perhaps even give some
guitar lessons at some point in time. While
creating and performing music are Stephen
Fearing’s main passions and commitments,
he says he wants to have new avenues to re-
lease his creativity and emotions. T want to
try and find ways to move out of putting all
of my ¢ggs into one basket”™ he concludes.
“and at the same time. rediscover the joy that
got me into music in the tirst place.”
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I spoke with Mae Moore at Vancouver's Star-
fish Room where she and her band were pre-
paring for a show in support of her latest
Epic/Sony release. Bohemia. an album that
has done respectably well at home as well as
reaching into the U.S. “AAA™ (Adult Alter-
native Album) radio stations. Originally
from the prairies of Manitoba. Moore attend-
ed art school in Ottawa before moving to the
coast 15 years ago. She agreces that there is
something about living on the coast that
makes it conducive for creative activity.

“I would say my main growth as a musi-
cian has been on the west coast here.” she
says. ™) usicians are by and large very cre-
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ative people and 1 think just the physical en-
vironment of the west coast is great that
way. It works that way for me and I know it
works that way for Sarah (McLachlan). The
ocean has this real introspective effect that
makes us think.

“We scem to be really content in Vancou-
ver as musicians just to be here.” she contin-
ues. “Living in Toronto, it’s almost like the
record companies are always looking over
your shoulder. Here. it’s like a tittle micro-
cosm where people kind of leave you alone
and you're allowed to develop without com-
mercial influence: and as a result of that free-
dom. I think bands rcally blossom. There’s
arcally eclectic music scene here; we've got
everybody here from Bryan Adams, Spirit of
the West, Pure. Sarah McLachlan. Vancou-
ver's not avery big city compared to Toron-
to but the amount of music that comes out
of here is pretty good.”

Moore moved across the pond to Vancou-
ver Island two years ago and found it has
helped her creativity. “When | was living in
Vancouver. friends were constantly phoning
and saying “Let’s go out tonight™” she ex-
plains, “and 1 found when I moved to Victo-
ria. 1 really got more involved in my music
and more focused. Victoria now has a really
strong and supportive artistic community for
visual art, written work and dance as well as
music.”

Listening to Bolhemia, one can sense a
romantic, exotic element that conjures up
images of mist-shrouded istands or going for
a cappuccino in some arty west coast cafe.
Interestingly enough, the album was record-
ed and partly conceived not on Canada’s
west coast but in Australia,

“My publishing company wanted me to
write with somcone,” Moore says, “and sug-
gested Steve Kilbey from The Church: and 1
went down to Australia for a month, just to
see if it would work, and it worked out very
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well. So. we ended up asking Steven if he
would produce.” Kilbey. a multi-instrumen-
talist. played on the album. as did Ash Sood
(Sarah McLachlan) and Gordon Downic
from the Tragically Hip.

Moore attributes a big part of her sound
to her use of open tunings on the acoustic
guitar. She has over 20 different open tunings
that she uses. During a live show. you'll no-
tice she changes guitars a lot. She cites peo-
ple such as Michael Hedges. John Martin
(from Wales) and even groups such as Pearl
Jam that are picking up on the open tuning
thing.

“For me. open tunings really have this
huge sound.” she explains.“I"'ve done shows
solo before with an acoustic guitar and if’
you're just playing in a standard tuning. the
notes don’t hang as well or they don’t cre-
ate the harmonic feeling that you get when
you do play in open tunings. It fills up a lot
of space when you play in open tunings. For
me. it’s more interesting because 1 can ap-
proach the guitar difterently cach time. You
have to create new chords. and for me, that's
really challenging and exciting.

Moore uses two Larrivee acoustic guitars
on tour, with Fishman pickups that sound
“incredible™. She is backed by Rick May
(Sass Jordan, Larry Coryell) on upright
acoustic fretted and fretless bass, and
Stephen Nikleva on guitars and cftects.

Moore considers herself a fairly prolific
writer and says she often just has to guide her
ideas as they come gushing through the flood
gates. She already has most of the material
written for her next afbum.

She admits that suceess in the music busi-
ness in Canada has taken a fot of hard work
and also a fair amount of luck. “There’s a
million musicians across Canada that haven’t
had the lucky breaks that some of us have
had. A lot of times, it comes down to luck.
They could be cqually talented. but a lot of

times, it’s connections or luck or being in the
right place at the right time. A lot of musi-
cians let their frustrations eat away at them
and they don’t remember that the thing that
made them happy in the first place was just
playing. and it tears them up that they haven't
gotten their record deal. | think it's so impor-
tant to remember what gives you happiness.
It's not going to be getting a royalty cheque.
That’s nice. and | can say that because it's
happening to me, but when I write a song.
that’s what makes me feel really happy.”

J=31

Swulslr of buz

I met up with Spirit of the West guitarist, vo-
calist and flautist Geoftrey Kelly on a warm
Vancouver day in March and we went to a
downtown park (complete with rubbies
sleeping on nearby benches) to discuss their
songwriting and reeording approaches for
their new album Fuithlifi. as well as the ef-
fect of the west coast on their lives and ca-
reers.

“Thosce are great little things.” he says,
noticing my microcassette recorder. “They
improved my songwriting immensely. John
(Mann) has one. too. It helps just so you can
remember the chord progression of idcas
that you come up with. Eventually. we'll get
together and go through them all and sort out
the good ideas from the bad ones. It’s good
to start documenting. | keep a little list in the
back of my notebook with what cach idea is.
like a little index. give it a name and where
I came up with it. That always attaches a lit-
tle memory to it; it’s easier to put it in con-
text.

CM: Do your ideas for songs come
out fairly completely?

*John and f sort of work together now, and
we tend to just develop an idea to a certain
point and then move on to something else.
And where we get together, then we complete
the idea. We try and leave room — it’s also
partly laziness — but we leave room for each
other to contribute to the idea. It’s very rare-
ly now that {’ll write a whole song from top
to bottom, just because | know that it’s nice
to collaborate on making it as good as it can
be.

“When it comes time to start actually
turning things into songs, we’ll get togcther




usually with two acoustic guitars and rent a
little space somewhere and work on them
there. We leave a lot of room for the band
(including Vince Ditrich on drums. Sandra
McRae on bass and vocals and Hugh Mc-
Millan on piano, mandolin, Chapman stick
and bass). We just bring in a chord progres-
sion and the lyrics and then everybody kin-
da moulds it and shapes it.”

Is it a natural progression
after six albums to use the studio
more and get a slick, heavy duty
‘production’ sound like on Faithlift2

| think with this record. we really want-
ed to use the studio. In the past. with the
carlier records, we were always conscious
about being able to recreate it live. 1 think
we're feeling now that long after the band
has finished or we move on to different
things, we wanted the record to be every-
thing it could be and not necessarily keep it
as stripped down. For some songs that means
kind of going for it. production-wise. using
lots of background vocals and whatever.”

CM: Does that make it more
challenging, playing it live?

“It does: it just makes it a different thing.
Some bands want to be able to nail the record
exactly like it is, but I think we make up for
it in other ways. Sometimes people like hear-
ing it stripped back a little bit.”

CM: How did producer Michael
Phillip Wojewoda help in creating
SOTW’s ‘new’ sound on Faithlift?

*I think he really brought us together.
Unanimously, he pooled our talents and he's
one of those people who is really good at
bolstering your confidence. He'd also know
when he was pushing a little bit too far, as
far as ability or your patience. He just has a
great sense of when to case off and when to
make you feel really good about what you
had just done. He's a musician as well. and
that is very helpful. He’s been on the other
sidc of the glass. He was very laid back. The
whole album had a real lazy feel in making
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CM: How did the song “God'’s
Apprentice” come about?

“The overall scope of the song is about the
abuse of power; and in this case, it’s religious
power, and I think the incident we're refer-
ring to is the Mount Cashel situation with the
abuse of the orphans there. We always liked
the word ‘apprentice’, and it seemed very
fitting for one of these people who are do-
ing the work of God, at least in their eyes, and
abusing it completely. Musically. it’s manic
and disturbing. We don’t really play that song
much live; we can’t seem to bring ourselves
to that point where we were when we record-
edit”

Like many of the artists ! talked to, Spir-
it uses open tunings almost exclusively on

Faithlift. *We use open D tuning with capos
({DADGAD). Occasionally. we'll tune a cou-
ple of strings difterently and we just capo up
to wherever John's voice is strongest.

“Some of our songs are quite dour, lyri-
cally. as we love juxtaposing a very bright
melody against it. That's another one of our
favourite approaches. I think it's amazing to
look out (while performing) and see people
really getting oft on the melody. In the end.
it they go out and buy the record and listen
to the words, they realize what's going on.
IU's very easy to browbeat people into accept-
ing issues or looking at issues. but if you can
do itin that kind of manner. they come to the
issuc more on their own terms.”

CM: Would you say that Vancouver
has an identifiable “acoustic” sound?

I think we do have a scene here with
heavier bands. but it hasn’t developed as
much as it has in Toronto. You have to really
look for it. I guess when you think of our
main scene. like Sarah McLachlan or 54-40
or Ginger. ity a bit more of a lighter tone.
Just looking at artists who have been reason-
ably successtul from here, you couldn’tover-
look the fact that acoustic music is very
much appreciated here. Maybe more so than
in the cast; and out in the Maritimes and
Newtfoundland. it’s very much appreciated as
well.”

CM: How do you feel about
people calling your music Celtic or
folk-rock?

“We dont really want to be pigeon-holed.
For a while, we felt that we had a bit of a
noosc around our necks and that folk was
kind of a four-letter word. Celtic is one thing
thats so identifiable in what we do. although
its not a really big part of itanymore. It's still
there, but [ would never put the word Celtic
first. There's as much or more clectric gui-
tar as there is accordion or flute or whistle
on the record. So, if you break it down that
way, were more of a rock band or a pop band
than we are a folk band or a Celtic band.
Hugh described us once as “heavy folk™. |
liked that onc.

CM: Do your surroundings influ-
ence your music?

“Yeah. | think it does. *Death on the
Beach™ is very Gulf Island-like and it was
partly conceived on Hornby (Island). Over
the years, there's certainly been a lot of songs
that have drawn trom life here. Certainly
being on the coast is a factor: knowing that
the ocean is there is a great pcace of mind.
it’s a nice feeling to know that you can just
jump on a boat or a ferry and get out on the
ocean.”

Spirit of the West will be spending thc
majority of the summer jumping on boats,
planes and automobiles touring in support of
their new album. including a month-long
tour of Germany and select dates in Europe
and the U.S. Depending on how things go,

they 1l probably be back in the studio in Jan-
uary 1995 to record a new album. In the
meantime. look for them at a number of
Canadian venues throughout the year.

omz Hursss Blus

Formed in 1978 in Edmonton, Alberta, One
Horse Blue is a good example of a band that
has stuck to their guns and survived in the
music business by applying themselves mu-
sically in whatever way they can. The band
actually disbanded in 1981, and was then, in
1986, reformed in Vancouver by founding
members Rocko Vaugeois (vocals, drums
and acoustic guitar) and Michael Shellard
{vocals, guitar and harmonica}) along with
newcomers Gord Maxwell (vocals, bass) and
Larry Pink (keyboards).

As well as playing and recording in One
Horse Blue. the band members stay busy
doing things like engineering and producing
other acts. writing songs for publishing
deals. session work. soundtrack and jingle
work and playing solo acts around town. |
managed to squeeze in an interview with
Rocko Vaugeois in between sets at North
Van's Spirals Cafe, where he has a solo
acoustic guitar show every Tuesday when the
band’s not on the road. During the day. he
works in his own and other studios enginecr-
ing and producing hopeful new acts.

One Horse Blue enjoyed a fair amount of
success in the late “70s with songs like “Cry
Out for the Sun™, “Deliver Me™ and “One
Horse Blue™, but then started to fizzle out
duc in large part to the upswing of punk and
disco and to the rigours and realitics of play-
ing in a band. “We sort of got caught in the
“crash of the urban cowboy™.” Vaugeois re-
calls. “We weren't really rock and we weren't
really country at the time. We were country
rock and it just wasn't working.™

The band split up and independently
moved out to Vancouver and gained some
other musical experiences under their belts
betore deciding to reform in the late *80s.
Vaugeois admits that there is somcething
about Vancouver that attracts so many mu-
sicians, and feels it has helped the new One
Horse Blue tremendously.

“There’s a huge amount of musicians that
have come out of the prairie provinces,” he
explains. “and they all scem to migrate ci-
ther to Vancouver or Toronto. it's sort of a
decision you make, which way you’re going
to go. cast or west. | was always more attract-
ed to the west. It was closer. it has a nice cli-
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mate. It's a melting pot here, you know? A
melting pot of talent. The cream rises to the
top. and it’s easier to find something when
you need it, like a good dobro player. In Ed-
monton, there might be one or two guys you
can call: in Vancouver, there’s a list of guys.”

The band released a mini CD in 1990,
won Group of the Year from the B.C. Coun-
try Music Association threc years in a row
and got noticed by Nashvilles Brian Fer-
riman, who signed a management and re-
cording deal with the band. Ferriman has
high praise for the band, calling them the
“finest contemporary vocal band (he’s) ever
heard.” The band was recently nominated for
a Juno for Best Country act.

One listen to the album and you can sense
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the skill with which these gentlemen craft
songs and melodies to suit their outstanding
three-part harmonies, reminiscent of The
Eagles. Pure Prairic League and Crosby,
Stills and Nash. Produced by Vancouver stu-
dio hound Bill Buckingham, the album has
the integrity of musicians who have been
there, done that and got the t-shirt. “We've
been at it a long time, so we've got a lot of
angles covered that we didn't have in "78."
says Vaugeois with a laugh.

All of the recording was done in Vancou-
ver in a myriad of local studios, including
Mushroom, Blue Wave and Soundwerks. A
lot of the pre-production was done in Vau-
geois’ home studio. which help cut down
costs. “It’s great.” he says, “because you can
work without any pressure of the clock go-
ing tick, tick, tick at $100 an hour. The more
prepared you can be when you go in, the
better.”™ According to Vaugeois, the decision
to enlist the services of Bill Buckingham was
based on his technical ability and musician-
ship, as weil as to be a mediator between the
technology and the band.

“We're all producers,” he says with a
chuckle. *So we needed somebody to be the
link between the technical end of it which
1 kind of have a handle on as well. but not
as much as Bill does. 1 didn’t know at first
how musically in-depth he was, but I'll tell
you, he surprised me. He's very in tune.” The
album features guest spots from many local
musicians, including Andreas Schuld, Brent
Shindell, Charlic Hasce and Rob Steiniger.

After the album had been recorded and
released. Jim Foster joined up with the band
in July, 1993. Many of you will remember
him from his "80s hit, “X-Ray Eyes™. Foster
has alrcady begun writing songs with the
band as well as playing dobro and mandolin
onstage with them.

Vaugeois says the band has a lot of mate-
rial written for the next album. and has real-
istic hopes that it will be a big success here
in Canada as well as the States and Asia, a
market that is apparently booming for “hig
vocal sing-along music™. In the meantime,
Vaugeois and the rest of the band intend to
keep on doing what they love and not get too
serious about things. “We try to be intelli-
gent writers without being too clever and too
sophisticated,” Vaugeois says just before his
next solo set is about to start. “We want our
music to change maybe the way somebody
feels about something, or to strike an emo-
tion. That’s what songs are supposed to do.
That’s the beauty of songwriting. Onc of all
of our favourite things to do is to write the
song. Recording it after that's hell, usually,
but writing the song is so gratifying for all
of us. That’s why we do it
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Freelance writer and musician Tim Moshansky
lives in the beautiful city of Vancouver, B.C.
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et’s go back to '89; not the Yukon gold rush, but a gold rush here in Toronto
for a smart spankin’ new artist, the recently discovered Maestro Fresh-Wes.
Picked off the air by veteran rapper Stevie B after performing on CITY-TV’s Flec-
tric Circus, Maestro Fresh-Wes’s Symphony In Effect was recorded and released
and Wes’s killer track, “Let Your Backbone Slide”, took over the dance floors,
shot to number one and sold 50,000 copies. Walking away from the Junos with
two of the acrylic prizes (one for Best Rap Recording and Best Video for “Drop
the Needle”), Wes’ future seemed assured. “Black Tie Affair” was released in
1991, but Canadian radio’s complexion had changed and many shied away from
spinnin’ this new rap disc. As strong as his first release, both this and a subsequent EP suffered
from the lack of a strong radio identity for dance and rap music. Both releases showed that Wes
was growing — a force to be reckoned with. His smooth, intelligent style shied away from the
usual theatrics of the genre and instead, he offered his own insights, not just the stylistic regurge
spew so many wannabe rappers droozle into the market, with its gangs, guns, hoods and boasts
of unending virility. The musical tracks had more in common with, well, music than a mind-
numbing, monotonous pounding. Carefully arranged, they went somewhere!
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t's 1994 now, and all that is somewhere else
— somewhere in Brooklyn, New York.
Tucked away in that neighbourhood, Maes-
tro Fresh-Wes' two Juno Awards stare back
at him from across the room, reminding
him of where he's from. He’s got a new re-
lease now on Attic Records here in Cana-
da, called Naaah, Dis Kid Can't Be From
Canada?!l. Chock tull of his insight, wit and impec-
cable style (he's not called Maestro for nothing, you
know . . .), it jumps to life in an incredibly infectious
manner. From the opening track, “I'm Drinkin’ Milk
Now” (‘bout growing up in the business) through the
two singles so far (“line Tune Da Mic” and “Certs Wid
Out Da’ Retsyn”), it's the sound of a man who has
arrived.

But it's not easy. Apart from the move, says Wes,
“This record was a lotta work, man, a lotta work! Hip-
hop is so diverse now that certain people’s gonna like
certain types of grooves better than others; so it all boils
down to the fact that every group is different, yet each
has its own original thing. You got Onyx, you got Wu
Tan Clan; and on the other side you got Pharcyde, Tribe
Called Quest — then you got Showbiz & AG. It's di-
verse, but it's all hip-hop, man; it's all under the same
umbrella! What 1 tried to do on the record was mix
many different styles, you know . .. “Milk” is different
from “Check My Vernacular”, which is different from
“Certs” or “Brown Sugar” — it's all difierent flavours. It
works from a concept and then just gathers texture on
the way. Word.

“} really feel confident with my lyrics, so | dont
really feel | have to throw a lot of theatrics and dramat-
ics and all that. I'm not talking about shit | never done
in my lifle — I'm not a gangsta! | never really had to
live like that, so | can’t really rhyme about that — about
killin' people and shit like that; shootin’ bitches, and
dissin’that — it ain’tme. I got skills; this is hip-hop. The
brothers who motivated me kicked skills back in the
days of ‘82. This is ‘94 now, so what happened to lyri-
cal skills, man? It's all such bullshit. f you're real with
that and it's true, | love it — and you are real; but at the
same time, a lot of people are just jumping on that
‘hard-core’ perspective of hip-hop because it's selling
a lot of records. Lot of brothers talking ‘bout loading
Glocks and they can't even load a VCR!

“The track that took me a long time to write was
“Dat’s My Nigga!!”. I spent a long time with that, it was
like, a PROJECT, you know? “Certs” also took a while

building it and mixing it and putting elements in and
out, and all the different horn samples and stuft. i had a
fittte problem with that, but it came together smooth. |
like “I'm Drinkin’ Milk Now” ‘cause it was different for
me to make a jazz record out of different sounds and
stulf.” All honking saxes and threatening bass line over-
laicl with Wes” own smooth style, it is deservedly the
album opener.

How exactly does all this “building” happen? "Well,”
confides Wes, “} come up with the music. Alot of times,
I'Il come up with the concept first and then the music.
Now when I say music, I might find bass lines and horns
and stutf first, and then try and find drums to go with it
What most producers do, which I should be doing, is
10 get my drums on point first, and then build around
that. If | have a bass line, the first thing | hear is horns,
or | might hear other elements within that bass line.
Maybe just a snare instead of building a whole drum
track. For me, horns are easy to find, to hook up; I think
I got a knack for that. What | gotta work on more is
building my drum tracks.”

Always building, always working towards building
a better rap — but that's not all he’s working on.

Profile. It's a big one to work, but Wes has the skills.
Being from Canada is a plus, too; he's tairly unique as
an ambassador of Canadian rap in the country, nay the
neighbourhood with the most rappers per square foot.

“There's a lot of competition, but [ don't care; | say ‘I
don’t give a fuck, I'm here, man!’ That shit ain’t secin’
me — I'm here! That's how confident | am. | just came
from rhymin’ on the street here with these kids | just
met, you know; they just said how they heard my shit
on the radio. Feels good, you know? [ just try to show
my brothers over here (in the U.S.A)) that there are rap-
pers with valid skills from "up there’, you dig? A lot of
them are really shocked when they first hear me rhyme
that I'm from Canada; there aren’ttoo many groups that
have penetrated here — they usually haven't heard
anybody from Canada.”

They usually haven’t heard anyone from Canada?
What's the problem here? Is it the way the radio mar-
ket has gone? Is it the Canadian music market?

“Hey! Let's not talk about the market,” says Wes,
concentrating on the positive, “let’s just talk about the
talent. There are a lot of talented brothers and sisters
up there (in Canada) with serious skills. You got pro-
ducers with flavours and stuft, and they’re all wonder-
ing ‘what’s the market saying?” But I'm saying now that
your beats is cool and now that your rhymes is cool,
what's the next move? Well, the next move is 1o try to
get paid with that — ‘cause you can have a library of
beats and a catalogue of rhymes and still not be paying
the bills. What's all that worth then?

“I'm happy with my album so far. I just found out |
got charted in a couple of major rap charts throughout
America. Cool! I've been getting played on some MA-
JOR radio stations over here. | mean, college been play-
ing me for a while, and “Fine Tune Da Mic” got a little
play on the commercial stations; but now, “Certs Wi
Out Da Retsyn” is getting some play on the commer-
cial stations in New York, and 1 eel good ‘cause that's
a track that I produced; it's all me. The scarcity of
dance-oriented radio stations was definitely a problem
for me in Canada. Definitely. But I'm just the type of
brother who'll overcome obstacles if | can. That's what
I been trying to do — overcome obstacles. And you
know, that’s one thing in which | made a mark as a
black artist coming out of Canada. My first single did
really well, it really blew me away —in Canada — you
know what I'm saying? But we have to be real with this;
at the same time, you have to ask yourselt, “What's the
next move?” | was making lateral moves instead of ver-
tical. So it was time for me to move vertically, That's
what | tried to do.”

Some in Canada may snipe at Maestro Fresh-Wes
for being “the Bryan Adams of Canadian hip-hop” with
his U.S. move, but he's done some serious thinking
about that.

“Let me tell you something about my business. You
got to circulate, you got to get paid, man. Why should
an artist be starving? He has to get paid — later for that.
I don’t blame Bryan Adams, man. He do what he have
to do, got paid, he represented Canada, blew up in Can-
ada, what else is there for him to do? Stay in Canada?
Alone? He's gotta go other places too! Look at Shabba
Ranks! Shabba Ranks blew up in Jamaica, and now he's
tryin’ lo venture out to other spots. The guy’s just trying,
1o get paid. That's like saying Michael J. Fox sold out or
whatever. Come on! Y'all gotta get paid, you know what
I'm saying? (laughs) Let’s be real with this, man! This is
a business we're in. Entertainment is a business. Why
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should an artist be starving
just so someone can say
‘he’s  patriotic’ and  be
broke? Those guys are just
trying to get paid, that's all
I'm trying to do. | get paid
to do my thing, man. | rep-
resent it. My Tirst album
went platinum in Canada
no black artist ever did that
before. So that was cool,
and | thank my fans and
everything, and that's great
because i1 it wasnt for
them, | wouldn’t be able to
do what I'm doing; but at
the same time, | got to move
to the next level.”

Moving towards the next
fevel hasn’t made him com-
pletely forsake Canada.
Wes plans to tour here in
May/lune of 94 and still
likes recording here. In fact,
“Fine Tune Da Mic” and
“Makin” for the Rough”
were recorded at Wellesley
Sound here in good old T.O.
“The rest of the album,” says
Wes, “was done at Power
Play in New York City. |ike
working there. K-Cut put
me onto that studio. | was
like the engineer there; I like
the vibe there, | been wor
kin’ there for a while. I'll be

checkin’ different studios too, but I like
working there. Plus, Showbiz worked
over there 1oo, coincidentally. It's cool,
it’s a good experience for now. | really
feel I'm just startin” out now. In Cana-
da, that was good tor Canada, but over
here, people are starting to getto know
me now — that's why | called my al-
bum Naaah, Dis Kid Can’t Be From
Canada?!l, "cause | want to represent
and fet people know right away where
I’'m from. Right off the bat. And it’s not
like 'm perpetratin’ that from some
place else; 'm from Toronto, let peo-
ple know that, man. You know, you
can’t put a boundary on talent, you
can’t puta boundary on soul; I've been
saying that for years. That’s where I'm
from.”

Being trom Toronto does give him a
clean image, one he deserves and one
he's proud of. Though the PMRC may
sticker his work, that's all right with
him. What isn’t all right is when other
rappers dis him or try to devalue his
work because he’s never lived hard’.

"People try to tell me | ain‘t got skills!
You can’ttry totell me | don’t got skills
just ‘cause | never killed nobody! Eve-
rybody’s capable of something. A lot
of people go through that in hip-hop
and | can hear who's real andl it’s scary
how real that is; but don't 1alk about
killin” people because real murderers,
they ain’t trying to get props, man, and
get their face out there. They're just

trying to be down low. Some of the
brothers be on some bullshit! And eve-
rybody’s tryin’ to be satanic now. Eve-
rybody’s satanic now and it’s cool; I'm
just sayin”it's not me! I'm just trying to
be real to mysell. When | wake up in
the morning and I look in the mirror, |
cansmile’cause [ know | ain't iake the
funk. I'm not going to speak of stuff that
Inever did. I talk about stuff I've expe-
rienced like “Drinkin’ Milk”
that's just about me growing up in the
entertainment business. | sec more shit
now than | did three years ago, and |
still don’t say “Black, Black, Black” just
to push it down your throats; it just
happens to be part of my experience;
part of my culture. Hip-hop is a cul-
ture. You can’tjust listen to “Walk This
Way"” by Run-DMC and Aerosmith
and think you're into hip-hop. This is
a culture. This is real. It’s something
that gets learned. Word.”

And getting learned is just what
Maestro Fresh-Wes is up to at the
moment. Honing his ever-evolving
style by moving to the next level. In the
words of the man himselr, “Thats hip-
hop, man. [ love it! That's my culture!”
as it to say, geography doesn’t matter;
it's just the great old story of an artist
and his skills.

Word, indeed!

Freclance writer Geottrey Davis is
based in Toronto, ON.
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On her latest release. The Mask And The Mirror. McKennitt has turned
her spotlight to a wider spectrum of influences, but the rays stifl shine
through a Celtic lens. "This recording began with an image of a night mar
ket in Spain — not that I'd ever been to one. but somehow there was enough
of a picture haunting me that I was driven to find out morc about it.” Spain’s
place in the evolution of western civilization made it a crossroads of Euro
pean culture. and McKennitt draws on its rich history to paint her sonic pic
tures, “There were pilgrimage routes which stretched from all corners of
Europe to this place (Spain).” she explains. "with monasteries. inns and rest
ing places set up along the way. These routes. which were at their most ac
tive between 1000 and 1398, became tremendously influential in the cross
fertilization of the Judaic. Christian and Islamic cultures, including the
fields of music. literature, mathematics and astronomy.”

Famous for doing things her own way {she was a successful indic artist
before the Barenaked Ladies were out of high school). McKennitt has her
own ideas on how to use the studio environment. The latest release was large
ly recorded in her farm house near Stratford. Ontario (they also used To
ronto’s McClear Place and Peter Gabricl's Real World Studios in England).
“We used her dining room for our control room.” explains engineer Jeff
Wolpert. "We covered the walls with some curtains that we got from the
props department of the Stratford Festival. It created a nice atmosphere and
also helped dampen the sound a little.” With the installation of some tasty
gear. including as 24-track Studer A 820 with integral Dolby SR and a CAD
console. a studio was born.

The non-traditional surroundings lent themselves to Loreena’s unortho-
dox approach to monitoring her voice. "For myself. personally. I cannot
work with headphones on.” she says. "For some reason | need to hear a cer
tain amount of my voice acoustically. It's sort of a crosscheck system be:
tween what | hear and what I'm feeling tn my throat. That's also the reason
I choose not to have a vocal monitor right beside me {in live performance).

I rely more on the side fills. the idea being

to re-create the exact same sound that’s
going to the house.” It's a logi-
cal extension of the tech-
niques Lorcena developed
in her carly days of sing-
ing. "In choral training.
singing 1n a choir, you
develop a sense of the
whole, You have to
listen to vour neigh
bour. blending 1n
with that person’s
voice. In the band
conteat, | strive to
try and get a feel for
the whole psychologi-
cal picture as opposed to
people being off in their
own limited sound envi-
ronment.”
In the studio. McKennitt
cuts her vocals in the control
room listening to the reference
monitors, a situation that cre-
ates its own sct of difficulties,
Wolpert explains. "She sets up right
behind me so we're both listening to
the same thing. This technique has two
main problems; first. there’s feedback
and the other is bleed. You have to be care-
ful you don't have anything in the monitor
mix that you don't want on the final track. The
advantage is that she has an incredible sense of
pitch when she’s not using headphones and
she’s much more comfortable.”
The quality of the results speak for
themselves. On The Mask And The
Mirror. Loreena’s voice is decidedly front
and centre. embellished with the lush reverbs
that have become her trademark. The produc-

tion team went to great lengths to find the right microphones to capture
the many subtleties in Loreena’s voice. "We used two different spectacular
mics.” gushes Wolpert. "Onc was an original AKG C-12 tube mic, circa 1938,
but to find another mic. we did a Jittle research. There's a guv in Los Ange
les named Steven Paul. He's kind of the Stradivarius of microphone build
ers. Very few people build mics from scratch but he rebiilds them, His trick
is he replaces the stock diaphragm with one that’s much thinner and more
sensttive and he also rewires them with pure silver wire
and stuff. He told us he had just developed a mod
for the new AKG C 12 reissue called "The Tube'.
The standard diaphragm on the thing 1s about 6
microns {a micron is 1/1000 of an inch) and his
mod took 1t to about .9 microns — which
is getting about as thin as air {laughs).
We ended up doing most of the vocals

on that mic, a very delicate piece of
gear. Loreena liked it so much. she
bought it.”

No discussion of McKenmtt's cre-
ative process would be complete with
out mention of Brian Hughes. A rc
cording artist in his own right (he has
two solo releases on Justin Time Records
and a third duc this fall). the virtuoso gui
tarist 1s a Jong-time collaborator of McKen-
nitts and early sounding hoard for her ideas.
Hughes was integral to the overall sound of
The Mask And The Mirror. which he co-pro
duced with McKennitt, "When we cut beds for the
tunes,” he savs, "often it would be just Loreena and
myself in the studio. She would usually play a kevboard pad and sing the
song and | would strum along on guitar. Then, when we got a take we liked.
Rick {Lazar) would come in and we'd build the song up with him percus
sion-wisc.”

For many of the songs. straight-ahead guitar was not appropriate. “The
album’s opening cut. “The Mystic’s Dream™ was built up at Real World.”
Hughes continues. “On that onc. [ qust did more ambient kind of stuff which
helped keep it really moody. and built it around a doumbck loop that we
used for the rhythm part of the tune.” Technology also played a role in dis
guising Brian’s input. "There's some weird sounds that don't sound like gui
tar at all. like a bent note [ plaved on the K Bow we pitched down an octave
through an ANS delay. We sampled 1t and laid 1t in and it sort of sounds
like a big cow or something {laughs).” This experimental attitude is an
important part of the duo’s working process. “"With Lorecna. she scems 1o
know, somewhere in her head, what she wants the final result to sound like.
It's a question of trying things; sometimes it's hit and miss and sometimes
vou get exactly what vou want but vou discover things along the wav.”

From the Uillian pipes in “The Two Trees™ to the sound of Lorccna
blowing into the pipe of a church organ in "Prospero’s Specch”. the album’s

medicval soundscapes arc laced with exotic instrumentation. “The oudh is
an example of an instrument I've been using a lot of latelv.” savs Hughes.
“It's like a fretless 10-string lute (from East India) with the middle four
strings doubled. I used i1t on "The Mystic's Dream™. Bassist George Koh
ler, who has toured with McKennitt. lent a unique flavour to the song "Full
Circle”. "The instrument playing the melody at the beginning s an esray.”
Hughes explains. "George has always been into exotic things and this wasa
ncw thing that he'd got. so we thought we'd try it out. It's about the size of
a viola but it Jooks more like a sitar. You play 1t upright with a bow like a
cello. sitting on the floor.”

Most satisfving to McKennitt was the inclusion of the little known
instrument, the hurdv-gurdv. "I was rcally thrilled to find this hurdy gurdy
player when we were at Real World. The fellow’s name 1s Nigel Eaton from
a band called Blozabella. A real young guy — all hip in black — and he plays
this medieval French instrument {laughs). You have to listen very careful
lv on the song "Santiago™: there's a drone and this rhythmic sound both pro
duced by it.” The ancient axe, described tn the dictionary as — a stringed
instrument shaped like a lute or guitar whose strings are sct vibrating by a
rosined wheel turned by a crank at one end” — was sought after for more
than its unique sound. "Over the past few years.” she says, "I've learned that
the structure of ancient music was really built on three clements, These ¢l
ements are embodicd in the hurdy gurdy and they include drones and
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A DARP DAU'S DIGHT

livery working musician has had o deal with life on the road.
But for Lorcena McKennite, the demands can approach the out-
rageous. Speaking from her hotel room in Spain — the first stop
on her current tour — Loreena gives us some insight into the
reality of the road for her.

“A lot depends on which country we're in. Spain scems to
be an entity unto itself in Europe as far as what time shows start
and what time dinners happen, so our daily schedule is a chal-
lenging one. Because | manage my own affairs (she runs her own
label, books her own dates and oversees her publicity and mer-
chandising). | generally have my breakfast, lunch and sometimes
even my dinner in my room while I'm doing phone calls. When
it comes to my voice, for me, the most important thing is rest
because with the material that 'm working on now, it’s more vo-
cally demanding range-wise than any material that 've per-
formed before. It also helps if 'm in good physical shape: vou're
almost like a professional athlete. Of course, with all the travel,
rest and exercise are two of the most difficult things to ger on
the road, but they're also the most essential.”™

With her days full of business, pre-gig preparation often re-
ceives shorr shrift. “Fxceprt for at sound check, I vocally don't
warm up. I wouldn’t suggest that to everyone, though. T'he fact
that I don’t is more a function of time and I'll choose to do some-
thing clse that I really need to do over warming up. Having had
the good fortune of having studied classically, T understand sing-
ing properly. | recognize that when I'm in danger of damaging
it, [ can pull back a bit or whatever | have to do to protect it.”

It’s safe to say that Loreena’s life on the road is a long way
from the cliche limo in the swimming pool” outing of vour clas-
sic rock band. But then, nothing about Loreena has ever been

cliche

F

thythm. The drone philosophically represents the universality of all
things. so the instrument has associations much larger than its musical
function. both spiritual and sacred.”

With all the ancient instrumentation on the record. it took modern
technology to take the show on the road. The touring hand consists of
McKennitt. Hughes and Rick Lazar joined by Steve Lucas on hass. Kiki
Misumi on cello and hackground vocals and . . . a triggered MIDI in
terface. "I went into the studio and sampled all the weird instruments
and sounds off the multi-track.” explains Hughes. “and all of the per
cussion that Rick had played. Onstage. he triggers all of it with a KAT
pad and foot pedals. He's still got his full array of acoustic drums hut
it enables him to play things like talking drum fills without having to
physically pick onc up and strap it on which would he impossible to
do. Regrettably. we can't take ten people out on the road. so we just tried
to make 1t sound the hest it could.”

The hand’s hest is now heing heard far and wide. They've just begun
an extensive touring schedule that
will see them in more than eight
countries hefore they re through.
It seems clear the former St. Law
rence Market busker is fast he
coming a world renowned per
forming artist. With the respect
of her peers, her fans and her busi
ness partners, she is changing a lot
of expectations in an industry that
is largely built on falsc oncs.

From 15th century shrines to
record company hoardrooms. Lo-
reena McKennitt is truly 2 mod
ern day renaissance woman,

Toronto-bused freelunce writer lan
Menzies plays with Sheltering Sky.
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As a guitar columnist for Canadian Musician, I've always liked to tap into
what’s happening with guitarists in Canada and around the world. | want-
ed to take tab on the state of guitar in 1994. It’s 39 years since Elvis first
came on the scene, The Fender Stratocaster is celebrating its 40 year
anniversary (still one of the most enduring, sought after guitars even to-
day) and Jimi Hendrix has been dead 24 years; but still, guitar music and
guitarists are at the front lines of music again more than ever.

Tube amplifiers are screaming at full volume and guitarists how have a
big desire to go back and search their roots to seek out all of their earlier
influences, the pioneering guitarists who started it for so many of us.

| interviewed nine very happening guitar players from very different walks
of life. Some, like Steve Morse, Danny Gatton and Colin James are veter-
ans in this business. Others, like newcomers Kevin Briggs, David Gogo and
Gary Hoey bring to this article fresh insights. Players like Roy Ashen, Phil
X and Sil Simone have made names for themselves just from their sheer
talent and phenomenal playing techniques. One thing about all of them ...
they are all killer guitarists that play their asses off!

Some of these players I've become friends with over time, others 've
just gotten to know. | was fortunate to take some lessons with Steve Morse
years ago when | was at GIT back in '81. Last year, at Music West '93, |
got to play with Danny Gatton, Joe Walsh, Seymour Duncan and Greg Bis-

sonette, which was a real thrill. | took lots of mental notes that night.
As you are reading this, I'll be just coming back from a guitar clinic tour
overseas in Taiwan, China and Indonesia, so I'll have lots to report in my

next guitar column.

Enjoy, as | did, the thoughts and ideas from these nine individually gift-

ed players.

CM: When did you start playing
guitar and how old were you when
you started playing clubs?

Roy Ashen: "l started at six years of
age. | was 13 when | first performed in a
club. It was a major club in Houston, Tex-
as and the owner had hired us from a
demao tape, not knowing we were so young
and just kids. When he saw us setting up,
he thought we were the roadies. Needless
to say, he freaked when he found out that
we were the age we were. After failing to
get another band to replace us, he let us
go onstage as the opening act before the
headliner, strictly warning us to hang out
in his office before and after the show. We
went over very well, | guess because of our
age and the fact that we could play.”

Gary Hoey: “| started playing at 10
years of age. My sister’s bayfriend played
the blues and | was fascinated by the gui-
tar and the music. He taught me basic
guitar. By 15, | was playing high schoal
dances and halls and a couple of years lat-
er in clubs. | could only go in the club at
show time.”

David Gogo: “Basically, | picked it up
around five years old after hearing my
Oad's records of Elvis and others. | got
more serious around nine or ten and by
16, | was playing bars throughout the west
coast and the prairie provinces.”

Kevin Briggs: “| didn't get into guitar
really until | was 16. | started out on sax
first but then made the switch to guitar
and by 17, | was out playing in bars. | re-

member getting caught for being underage
and not having a permit to play in a bar and
our band got fired.”

Phil X: “I was five when my dad said,
‘Here. This is a guitar.” He wanted me to
play and because | saw guys doing it on TV,
| thought it was cool. | started playing in
bars when | was 16. | had a band with no
bass player and two guitar players, so the
other guitar player bought a bass for $50
and has been playing bass ever since. In
fact, he's quite good. Anyway, there was
nathing that gave me the same buzz as
doing what | loved to do in front of people
who appreciated it. Needless to say, I'm
addicted.”

Colin James: "In my parents home,
there was always music playing. My older
brother played as did my sister. At 13, |
was given a beautiful handmade acoustic.
By 16, | was getting into the blues, all kinds
like Oelta, Chicago blues and folk music. |
used to go every year to the Winnipeg Folk
Festival. It was sort of a pilgrimage.”

Sil Simone: “l started playing at eight
years old and by 12 or 13, | was taking
lessons. When | was 16 years of age, |
was out doing the cover band thing, learn-
ing as much as | could.”

Steve Morse: ‘I didn't come from a
particularly musical background but around
11, | got an acoustic guitar and started
taking lessons far $1.50 an hour. By 12,
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| was playing an electric guitar, doing all
ages shows in clubs. | started out doing
cover material. Around 15, | got serious
about the instrument and started writing
originals and thinking about my future in
music.”

Danny Gatton: | first got started
around nine years of age. | took lessons
right away for about two years, learning my
theory and reading, stuff I've forgotten
about now, though these lessons definite-
ly kept me into playing guitar and started
a foundation. By 12, | started learning
things by ear and by 14, | was in clubs play-
ing guitar. Back then, they didn’t care that
you were so young; they just didn't serve
you. At 13, | picked up a banjo and start-
ed learning that, too.”

CM: Who were your influences
early on?

Colin James: “Big Dave MclLean was a
big influence on me. He is still at it in Win-
nipeg. Laots of blues and folk artists, like El-
more James, Honey Boy Edwards, Raobert
Johnson, Taj Mahal, Howling Walf, Calin
Linden, who | first met at age 13, Stevie
Ray Vaughan, Chariie Christian, B.B. King,
Fats Waller and Django Rheinhardt. Too
many guys to mention.”

Kevin Briggs: "Jimmy Page and Van
Halen were big early influences. Pat Meth-
eny, Jim Hall, Mike Stern, John Scofield —
the hip jazz guys. Also Oavid Gilmour and
then, later on, Steve Vai and Joe Satriani.
Even after that, Stevie Ray Vaughan be-
came an influence.”

Danny Gatton: "Definitely Les Paul. The
magic of his sound thrilled me and | tried
to emulate his sound. Jazz, country and
bluegrass players always have had an in-
fluence on me. Billy Butler, Scotty Moore,
James Burton, Cliff Gallup and lots of oth-
er players.”

Sil Simone: "For chordal influences, I'd
have to say Bill Evans and Allan Holds-
worth. For melodic sense, Miles Davis.
Solo-wise, from Jimi Hendrix to blues guys
like Ry Cooder.”

David Gogo: “Elvis, B.B. King, Cream,
Jimi Hendrix, Led Zeppelin, the Stones,
Otis Redding, Bab Dylan, Steve Cropper,
Canned Heat, Van Morrison — you know,
all the greats.”

Steve Morse: "Church music and Bach
chorals. My father was a Presbyterian
minister. Early on, I'd say Chuck Berry and
the Beatles sound-wise. Guitar-wise, Jim-
my Page, Jeff Beck and John MclLaughlin
were big influences.”

Roy Ashen: “I'd say Alex Lifeson, Andy
Summer, Trevor Rabin, Jimi Hendrix, Jeff
Beck, Jimmy Page, Eddie Van Halen, Eric
Johnson and Allan Holdsworth.”

Phil X: “The first solo | heard when |
actually knew what a solo was, was "Ho-
tel California” and | fell in love with that

sound. It was Joe Walsh and the other
guy. From that paint on it was Ted Nugent,
Eddie Van Halen, Ulrich Roth and a
Bouzouki player named Manaolis Hiotis.”

Gary Hoey: "Definitely Hendrix and
Beck. Alsa, Johnny and Edgar Winter, Rick
Derringer and lots of blues players like
Muddy Waters, B.B. King, Stevie
Ray and Albert King.”

CM: What do you consider
are your strong points when
it comes to playing the
guitar?

David Gogo: "I think I'd be pre-
tentious in answering this question ¢
too extensively. | guess my way of
approaching the guitar, which is
fiery. The way | attack and assault
the guitar.”

Roy Ashen: "My ability to create a
mood. For instance, | use my eight finger
hammer-on style to enhance the tune and
create a mood more so than to do the
guitar hera thing.”

Kevin Briggs: "I try to play for the song
and enhance the song, and not just walil
away on technique for technique's sake
alone.”

Sil Simone: "l use a lot of interesting
chordal voicings to create a unique sound
Probably more than anything else, | just
play the way | play.”

Colin James: "l try to always play with
a lot of feel and | look for hot spots to add

excitement. | like to create tension in my

playing to create a fiery solo.”

Steve Morse: "l would say variety. | play
many different styles and especially when
it comes to songwriting, | strive to always
have a lot of variety in the music."

Gary Hoey: “| believe I've developed a
good balance of technique and emation in
my playing. I've also learned to make use
of a lot of melody.”

Danny Gatton: "My strong point is that
| cover a lot of styles. I'm
not @ master of any one
style but I've absorbed
many different styles and
it all comes out in my play-
ing.”

Phil X: "Whether I'm |
playing rhythm or lead, |
think | have a percussive
style . . . very aggressive.
| can also go from helicop-
ter attack to a flowing
stream in a blink. It also
comes in handy to have a sonically weird
imagination.”

Rick PESHKO

CM: What would you like to
improve in your playing?

Steve Morse: "I'd like to develop differ-
ent styles, such as Indian folk music. I'd

COLIN JAMES

Colin James, certainly not a stranger to
Canadian and worldwide audiences, released
his third album in 1993 while in between re-
cording his next rock outing. Sound confus-
ing? Well, he took time off to record and blow
off some steam with Colin James and the Lit-
tle Big Band, an album

" ae, full of blues and swing-
ing jump tunes from
the '40s and '50s. It

was recorded very
quickly with a stellar
line up of blues experts
— Reese Wynans
(Stevie Ray Vaughan's
keyboardist), Chuck
, Leavell (Rolling Stones,
H Allam Bros. keyboard-
Sae SgUIERIARA ist), the Room Full of
Blues horn section and drummer, Colin’s own
sax man, Johnny Ferreira and a hot session
bass player from Vancouver. This is arguably
Colin's best work to date and it reeks of au-
thenticity. He has successfully captured this
time period and recently, when | caught up
with him live, he delivered the goods and the
crowd delivered their applause tenfold.
Colin’s earlier releases, Colin James and
Sudden Stop have made him a Canadian star.
His first album was the fastest selling debut in
Canada’s history. In 1991, he headlined the
Montreal Blues ‘91 Festival which included
Otis Rush, Albert Collins, Buddy Guy, Albert
King, Pop Staples and Bo Diddley. In 1992,
he made a guest appearance on The Chief-
tains’ Another Country album. Colin is cur-
rently playing guitar on a new album by
French rock & roll legend, Johnny Hallyday.

SIL SIMONE

Silvio Michael Simone, lead guitarist for
rock artist Tom Cochrane, watched things start
to get hectic when Cochrane released Mad,
Mad World. Sil was hired on at the beginning
of that tour in 1991 and it didn't
stop until September 1993. Sales
of the atbum in Canada have
reached just over 900,000.

Sil has been involved in the
Canadian music scene for quite
some time. Years ago, he was a
member of Simon Chase. He's a
very busy session player and jug-
gles his time between live dates
with Lee Aaron, Robbie Rox and
others. He is also a busy guitar
teacher with an instructional cas-
sette and book out on the market entitled
Sweeping the Nation, which focuses in on
sweeping techniques and licks. His excellent
rhythm skills and soloing chops make him an
all-around in-demand gunslinger who also
yearns to break out and do his own thing.
Currently, Sil is preparing to record his own
CD that should be out by the end of this year.
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also like to further develop more polyphonic
stuff and get more fluid with intervallic
jumps.”

Phil X: "There are so many! Sometimes
when | get hyper, | have terrible timing. |
think I'm getting better, but there's tons of
room for improvement. I'd like to keep bad
notes down to 20 per night (Ha ha). I'd
also like to be able to read and write mu-
sic; although, | would only apply that when
there was a total absence of feel.”

Kevin Briggs: "My reading skills. It's
something | don't use all the time anymore
and I'd like to brush up on it.”

David Gogo: "I'd fike to learn more licks
and increase my number of licks. I'd like to
also really improve my chordal rhythms.
When | listen to Jimi Hendrix, he was the
best.”

Sil Simone: "There are three areas I'd
like to improve. One, the physical and how
you say it; two, develop more harmonic
sense; and three, I'd like to deepen my
emotional and spiritual sense.”

Danny Gatton: "'d like to practice my
technique again but I'm so busy these days
that | don't have that kind of time. My tech-
nical chops were better years ago than
they are today.”

Colin James: "I'd like to improve my
knowledge of chords mare and try to be
more melodic.”

Roy Ashen: "To continue to learn differ-
ent styles. Also to get better at throwing
away any preconceived notion of what to
play on guitar, or what can be played on
guitar.”

Gary Hoey: "I've come to relax with my
playing and where it is. | focus more on the
writing and the music now.”

CM: Fill in the blanks. A good
guitar solo should . . .

Phil X: ". . . paint a picture. | know eve-
rybody says 'Take you on a journey’ and it's
true, but it's a short trip if it's eight bars.
I think it should make you smile, frown, get
angry, sit back, relax, jump up and down.
A great solo makes me laugh like a good
joke. It should get a reaction.”

Danny Gatton: ". . . include lots of
melody. | think any guitarist should listen
to Les Paul's playing or listen to an early
recording of Bill Doggett. Their solos were
so melodic.”

Sil Simone: ". . . be a voyage or a des-
tination. It should take you somewhere.”

Colin James: “. . . be from the heart.
Look at guys like Stevie Ray or Albert Col-
lins; they were amazing at playing heartfelt
solos.”

Gary Hoey: “. . . enhance the song. It
should complement the song and capture
a mood.”

Steve Morse: “. . . at least, be as good
as the melody. That's not an easy thing to
do.”
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Roy Ashen: . include passion! All
the technigue in the waorld won't make you
passianate. | think you can't be all passion
without some technigue either. Learn to
say something
with your solo.
Also, dynamics
are so important.”

David Gogo:

. be about im-
provisation. Don't
overplay! Say what
you have to say ,
then move on.
Sometimes I'll take
48 bars to say
something, some-
times ['ll take eight bars and then that's it;
| move on.”

Kevin Briggs: ". . . reinforce the song.
I think it should also make a statement and
have a strong melody. | can't forget pas-
sion as well."

KEVIN WESTENBERG

CM: And what about rhythm
playing?

Sil Simone: "It should set up a groove.
Your rhythm playing should be able to
stand by itself. Having a good understand-
ing of time and how to manipulate it is
important.”

Roy Ashen: "Rhythm playing is as im-
portant. Being percussive and creating a
mood is something that isn't done enough.
Above all, experiment.”

Danny Gatton: "It's important to learn
a8s many styles as you can. I'd also say
learning how to comp chords. It's interest-
ing that you asked me that because I'm
about to have my second instructional vid-
eo released called
Rhythm Guitar for
the Lead Guitarist.

Gary Hoey: "lt's
the most overlooked
part of playing! It
should fit the music
and groove for days! |
Having a good foun-
dation of chords is "j
essential.”

Phil X: "Rhythm
playing should make
you wanna dance. It should also surprise
you once in a while . Hey, he didn't do
that in the first verse . . .". Stuff like that.
It should also complement the vocal or
lead instrument.”

Steve Morse: "Well, first off, just lis-
ten to John Lennon or Pete Townsend.
They're brilliant rhythm players. They learned
how to play to the song. I think you should
play to the sound also. If it's a distorted
sound, you'll use less strings and different
voicings to complement the sound you're
using. There’s so much expressmn you can
do with just a couple of strings.”

DaviD (GoGo

Newcomer David Gogo has released his
first major label album on EMI Music Canada
backed up by the power hitting, solid drum-
ming of Jorn Anderson (Alannah Myles,
David Wilcox) and tight bass work of Steve
Webster (Alannah Myles, Billy [dol). David
Gogo has created a wildly loud, rocking
bluesy album that at one moment is remi-
niscent of Jimi Hendrix, then B.B. King,
; then Cream, then Albert Collins. He
comes across as a rocker who got weaned
on the blues and both these elements
i come spewing out all over the place.

| first heard about David while | was
recording my own album at Phase One
studios where he was recording, too. At that
time, the engineer wouldn’t let me hear any-
thing or even tell me about the tunes and
didn’t say much about him. When | inter-
viewed David, he told me that he was signed
on his guitar playing and vocal ability, and
had to learn how to write great songs. Guitar
playing-wise, he certainly attacks his Strat with
real fire and, after | witnessed him live, I'm
convinced he is the real thing and will be
around for a long time. Backing David Gogo
live is drummer Jorn Anderson again and
bassist Todd Sacerty from the west coast who
thumps out loud, mean, muscular bass lines
that complement David’s no-nonsense, in-yer-
face playing style.

Roy ASHEN

Los Angeles-based guitarist Roy
Ashen is no stranger to Canadian Mu-
sician for in ‘93, Roy was one of the
players dazzling and educating aspir-
ing guitarists with his innovative eight
. finger hammer-on playing style at the
guitar and bass clinic The Axemen
Cometh. A GIT instructor at Musician’s
Institute in Hollywood, Roy has taught
thousands of guitarists about eight fin-
ger techniques, songwriting and crea-

- tivity studies. Roy’s phenomenal play-
ing style has kept him busy as a clinician and
educator across Canada, the U.S., Japan and
Europe. He's also a columnist and contribut-
ing editor to Guitar World magazine.

Currently, Roy performs regularly with his
band, Ashen, described as a cross between
The Police, Jimi Hendrix and Stevie Wonder.
They are currently finishing up a CD. Roy’s
playing style has even garnered him acco-
lades from such notable guitar heroes as Brian
May of Queen.




CM: If you could have the
ultimate dream band, who would
be in it?

Kevin Briggs: "Ooh, that's a tough one.
Definitely Joe Satriani on guitar, Stu Hamm
on bass and Will Cathoun from Living Col-
our on drums.”

David Gogo: "I'd want to have John Paul
Jones on the bass and Mitch Mitchell on
drums. If | couldn’t get John Paul Jones,
it would be Billy Cox.”

Danny Gatton: "'d have to say the play-
ers that | played with on my new album;
the baddest B3 player in the world, Joe
Defrancesco, Tim Beiry on drums and
John Previti on bass and acoustic upright.
The only other player, who didn't play on
the album, would be saxophonist Bill Hal-
loman.”

Sil Simone: "This is a really hard one.
Jaco for sure on bass, John Bonham on
drums, Bill Evans on keyboards, Lenny
Breau on rhythm with me taking notes,
Miles Davis on trumpet and Jon Anderson
singing. I'd have Neil Young sub in for Len-
ny Breau every other night. Even though
they are at complete opposite ends of the
playing spectrum, their musical convictions
have both been so strong.”

Colin James: "I'd have Willie Dixon on
bass, Buddy Miles on drums, Keith Rich-
ards and Jimi Hendrix on guitars and Howl-
ing Walf on vocals because he's simply the
best vocalist I've ever heard.”

Roy Ashen: "My first choice would be
Siman Phillips on drums, Mark King on
bass, Stevie Wonder on vocals and Jeff
Beck on guitar. My second choice would
be Geddy, Alex and Neil of Rush. | grew up
learning their music when | was a kid; that
would be a thrill.”

Phil X: "Terry Bozzio on drums, Dave
LaRue on bass, Stevie Wonder on lead
vocals and keyboards, the Tower of Pow-
er haorn section and my wife on background
vocals and percussion.”

Steve Morse: "To be honest with you,
I've never even thought about it. I've been
in a few situations where I've played with
some great players whom | have admired;
but other than that, 've never had that kind
of wish. I'd say The Chieftains because
their music is so beautiful. Dream band-
wise, | couldn't imagine not having Dave
LaRue on bass, the guy is just so great,
and either Steve Smith, Danny Gottlieb or
Michael Walden on drums. This is not so
much of a dream band because l've per-
formed with all of them.”

Gary Hoey: "Tony Franklin, who played
bass on my first record would be my first
choice. If it couldn't be him, it would be Jeff
Berlin; and Terry Bozzio on drums would
be killer. For a vocalist, it would be some-
one who sings passionately like Steve Perry
or Janis Joplin.”

CM: Any advice guitar-wise or
career-wise for the aspiring
guitarist?

Gary Hoey: “In
every step of your mu- o
sical journey, try to
grow from each situa-
tion and learn to enjoy |
it every step of the |
way. | wouldn't change
the good times or the
bad times, the dives
that I've played or the
great concerts or
travelling in a bus in
2D below zero weather. | wouldn't change
it for anything.”

Colin James: "Finding your own sound
is very important. I'd also add don't be
afraid to take from other players and
make it your own.”

Roy Ashen: "Develop a passion and
desire for music and set goals — what-
ever those goals may be. Don't just be a
talker, work your butt off. Last but not
least, develop creatively.”

Sil Simone: "Find out what you want
to do and get a solid understanding of mu-
sic. Waork on creating and above all, en-
joy what you do.”

Kevin Briggs: "Believe in yourself.
Keep going on despite things that don't
always go the way you want them to. Lots
of my friends have stopped playing be-
cause they've lost faith in themselves. Be
true to yourself and try to learn as much
about this industry as you can.”

Steve Morse: "Do it because you love
it and do it from the heart. If you're do-
ing it for the maney, buy a lottery ticket
instead; you'll have better odds.”

Danny Gatton: "l love playing rhythm
guitar in a band maybe more than solo-
ing. I'd say to learn chords and find out
where they fit. Learn to make them taste-
ful. I'd also add that it's so impaortant to
learn this business inside and out and
watch your behind. There's a lot of snakes
in this business.”

Phil X: "There are two things as far as
guitar playing goes that | think are really
important. First is working on your timing.
Whether you're shredding or laying down
a blues riff, your groove is the most im-
portant element. Second is playing with
other peopte. You can practise like crazy
but applying is the old cap on the bottle.
Find out how it works in a live environ-
ment.”

David Gogo: "Do what you like to do
and persevere. Stick to it. | didn't want to
play 'Top 4D" music, so | stuck to the kind
of music that | loved. There have been so
many low paints at times, but | kept at it
and didn't give up. Talking to more expe-
rienced players encouraged me to either
stick it out and do it or get out.”

GLEN LA FERMAN

STEVE MORSE

Steve Morse and Danny Gatton are hardly
newcomers to this scene. They are
simply two of the most influential
guitarists in America. Combined, they
have 67 years of experience between
the two of them and yet, they have
their own very different and unique
styles.

Steve Morse has been in the pub-
lic eye since his ground-breaking rock
fusion band, The Dixie Dregs,
pumped out a series of instrumental
albums in the '70s and early '80s.
Steve struck out on his own in ‘82 with
Jerry Peek on bass and long-time
Dregs cohort Rod Morgenstein on drums. In
'85-86, Steve joined forces with Kansas, re-
leasing two albums.

Despite winning many guitar polls and
having lots of guitarists running back to their
rooms to woodshed his licks, he quit the busi-
ness twice, once in 1982 at the demise of the
Dregs and after the stint with Kansas when he
earned his pilot’s license. But Steve came back,
fueled with a new focus, a new musical direc-
tion and a new band with Dave LaRue on bass
and Van Romaine on drums. High Tension
Wires showed a different side to Steve Morse
with an almost ‘new age’ feel to the album. It
was Southern Steel that brought him back to
the instrumental rock front, displaying once
again his command of many different styles
and searing solo abilities.

To date, Steve Morse has recorded 13 al-
bums (not including the two with Kansas). He
has recorded on several other artists’ albums
such as Michael Manring’s recently released
Thonk and Dweezil Zappa's upcoming release.
Steve also has several videos and instructional
books that REH Publications have published.

PHIL X

Toronto-based guitarist Phil X played with
Frozen Ghost from 1987-90 and from 1990-
92 played with Aldo Nova. In 1992, Phil joined
Triumph, per-
forming on their
latest release,
Edge of Excess,
and was named
Best Guitarist at
the 1993 Q107
Rock Awards.

One of the
hardest-working
guitarists in the
city, Phil is one of
those players that just loves to perform and
can't leave his instrument alone for very long.
Phil, along with the Big Banana Band, per-
forms at numerous joms he's established
around the Toronto area, giving up-and-
comers a chance in the spotlight. Most recently,
he added his guitar talents to The Bush Doc-
tors’ latest release for Spy Records.
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GARY HOEY
Gary Hoey is a hot new American guitarist emerging on the inter-
national guitar scene. In 1993, with his first major label release Animal
Instinct on Reprise Records/Warner Bros., he managed to reach Bill-
board's No. 5 spot with his single "Hocus Pocus”(originally recorded by
Focus in 1972). Gary released an earlier solo album in ‘89 entitled Get
A Grip and in 1992, releosed the debut album Heavy Bones as a mem-

ber of the band Heavy Bones on Reprise. On Animal Instinct, Tony §

Franklin (The Firm, Blue Murder) ployed bass and Frankie Banali (Quiet
Riot, W.A.S.P, Faster Pussycat} handled drums. Gary has recorded 22
songs for a new album, a film score to the movie Endless Summer 1.

}

MARTY TEMME

Gary epitomizes the '90s modern rocker who is big on technical prowess but balances
his playing with great passion and feeling and squeezes out lots of melody.
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COLIN JAMES
For the Little Big Band:
- Fender Vibroverb/AC 30 Vox amps
- 1989 Fender Stratocaster
- Gretsch Country Gentieman
- Leslie
- Ibanez tube screamer

Rock set-up

- Marshall JCM 800 amp

- Howard Dumble steel string amp
Saldano amp

STEVE MORSE
Recording:
- Mesa Boogie Triaxis preamp
Ampeg V4 head
Digitech TSR-24 multi effects unit
(for acoustics)

Live:
Marshall 100 watt head
Peavey 4x12 cabinet
VTM head and 4x2 cabinet
Digitech DSP-28
Digitech GSP-21
Lexicon delay

Guitars.

- Music Man Steve Morse model
electric
John Buscarino handmade classical
Steinberger 12 string

DaAviD GOGO

Stratocaster with Evans pickups
Reissue Marshall (Plexi head)
4x2 cabinet

two tube screamers

Vox wah

Roger Mayer Octavia

Super Vibe

Leslie

Digital reverb

RoY ASHEN
Mesa Boogie studio preamp; Triaxis
preamp
290 Power amp
Mesa Boogie 2x12 cabinets
Eventide H3000 SE Harmonizer
Godin electric and acoustic guitars




PHIL X

- Marshall JCM 800 100 watts
- Marshall 4x12 with vintage 25s
BOSS averdrive

- Crybaby wah wah

- Morley Wah-SP

- Freiheit custom guitars
Fender Strat HR

Gibson Les Paul Jr.

(all guitars fitted with Seymour
Ouncan pickups)

KEevIN BRIGGS
- Laney 100 watt head
- Marshall 4x12 cabinet
- Oigitech GSP-21
- Vox wah
BOSS Super averdrive
- Electro-Harmonix talk box
1986 Charvel model 4
Fender Stratocaster with hum
bucker (in bridge pasition)

DANNY GATTON
Fender Vibra King
- Fender Twins
- Fender Tweed bassman
- Leslie
1990 Fender Oanny Gatton
maodel Telecaster with Joe
Barden pickups
- Fender Stratocaster (studio)
Gibson J-200 acoustic
- Gibson ES-50 (first guitar Oan-
ny ever owned)

GARY HOEY
- VHT Pitbull head
- Soldano head
Rocktron Cameleon preamp
- Racktron Intellifex
Rocktron Intelliverb
Hamer Oayton guitar
- Hamer Chaperell

SIL SIMONE
Marshall JMP | preamp
- Marshall Power amp

v - Fender Twin
Alesis Quadraverb
- Gibson Les Paul
Fender Stratocaster
Charvel electric

DANNY GATTON

Danny Gatton was a best kept secret until
the '80s when Guitar Player magazine be-
stowed on him the title of “World’s Best Un-
known Guitarist”. Aficionados knew of him
from his two early albums, Unfinished Busi-
ness and Redneck Jazz (available through NRG
Records, PO Box 100, Alpharetta, Georgia,
30201). His major debut on Electra Entertain-
ment entitled 88 Elmira St. and the sophomore
release Cruisin’ Deuces were solid outings that
displayed consistent playing and impeccable
musicianship, but failed to garner enough
sales and he was subsequently dropped by
the label.

Danny has a new
album out in May on
the BIG MO label en-
titted Relentless. Al-
| ways wanting to do an
album with a B-3
. player, he got his
chance with the "bad-
dest B-3 player in the
world”, Joey DeFran-
cesco. This album, ac-
cording to Danny, is
totally relentless, very
raw and will cut you to the bone. Having had
the privilege of being on stage with Danny
Gatton at Music West ‘93 in Vancouver, I'd
say Danny is completely relentless and has
enough mind-numbing chops and tricks to
keep any guitarist glued to the stage watch-
ing every move he makes. Danny also has
two videos out on Hot Licks Video including
his latest, Rhythm Guitar for the Lead Guitar-
ist.

ROBERT KITTiLA

,. KEVIN BRIGGS
\\. Kevin Briggs is an up
- and coming hard rock gui-

« tarist who hails from Ham-
% r{‘:\é i:oné ONd..No sfrqnger to

. e Canadian music scene,
\ in 1992, thousands of peo-
ple got to witness his dex-
terity on MuchMusic as Kevin placed second
in the Canada-wide Yamaha Labatt’s Guitar
Warz contest.

Kevin is currently writing a computer-based
guitar instructional program for PG Music, the
creators of “Band in a Box”. He is also hard at
work preparing to release his first all-instru-
mental independent CD that should be out by
July. | was fortunate to hear three of the cuts
for the disc and they are smoking! Kevin is a
serious player with monster chops and a wild

imagination reminiscent somewhat of Steve
Vai.

PAT CiPRIANI

YORKVILLE S
550 Granite

Pickering
LIWEYE
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New ENTRY LEVEL

TRACE AcousTic ComMBOS
The new Trace Elliot TA35R and TA35CR combas provide afforda-
ble performance in a highly versatile and portable package. True
acoustic instrument qualities are perfectly reproduced by way of
Trace Elliot’s Dynamic Correction principle, which compares the signal
at the input stage with the signal being presented to the speakers

and ‘corrects’ any differences.

With a proven 2 x 5" speaker configuration and a 35 watts RMS
output potent enough to deal with the majority of smaller gigs or solo
performances, the two new models share many of the facilities of
their bigger relatives. Two independent channels are provided with
a master Balance slider control adjusting the blend between chan-
nels when both are in use. Each channel has its own Gain and Low,/
High EQ trim controls plus a Notch Filter for dialing out unwanted
feedback. Switchable input gains for each channel allow the TA35
models’ compatibility with any active or piezo pickup configuration,
while a three-stage LED is included for accurate judgement of the
instrument’s optimum input gain setting. As a finishing touch, a phase
reversal switch is included for tonal variation and further protection

against feedback for each channel.

While both combos share these preamp facilities, variations ex-

By Paul Sanderson
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MUSICIANS
& The Law
In CANADA

Y

I By Paul Sanderson

—

This is the only legal reference book
written specifically tor the Canadian
Music Industry. Updated and revised
for 1993, Musicians & the Laze in
Canada covers every aspect of the
music business, from live perform-
ance 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: Music Books Plus.

23 Hannover Dr. Unit 7. St. Catharines
ON L2W 1A3. Credit Card holders
can call toll free 1 800-265-8481 for
immediate service. VISA, MasterCard and
American Express accepted
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‘ For full specifications on this and other SoundTech products, please write to B
|
|
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ist in terms of on-board effects. Both models feature a
warm-sounding spring reverb, but the TA35CR also offers
a variable Chorus facility for added tona! colours. The
TA35R, meanwhile, offers more direct contral over the
actual tone of its reverb function

For more information, contact: The Russ Heinl Group,
10471 Resthaven Dr., #24, Sidney, BC V8L 3H6 (604)
656-5133, FAX (604) 656-5137

We really went overboard

when we designed our new X234 and X345
crossovers! Check out the balanced XLR inputs and
outputs, band pass mutes and overlapping frequency selections.
) Add a dedicated, mono summed, subwoofer output and selectable

] stereo or mono operation and yvou have an incredible package
’ Compare features, compare price. SoundTech means value! }

e ey
PROFESSIONAL AUDIO

y & Hawkes (C
279 Yorkland Blvd., Willowdale, ON, M2J 157 Tel. (416) 491-1900 FAX (416) 491-8377

A234 ¢ Stereo 2-way, Mono 3 or d-way
’ | Active Crossover

X345« Sterea 3-way, Mono 4 or S-wvay
Active Crossover

da) Ltd., \
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HuGHES & KETTNER
TuBeMaAN PLUS

Hughes & Kettner has announced the introduction of TubeMan Plus — a perform-
ance-oriented version of the TubeMan recording amp/preamp. TubeMan Plus was
developed by Hughes & Kettner in response to customer demand for a rack mount-
ed, footswitchable version of the TubeMan with MIDI capabilities.

TubeMan Plus incorporates the latest TubeMan gain and tone technology and is
constructed in a sturdy 19" steel rack housing. TubeMan Plus features footswitch-
able channel selection [metal footswitch inciuded), Hughes & Kettner's famous Red
Box cabinet simulator output, guitar level outputs and line level outputs. Channel fea-
tures include Clean, Crunch and Lead channels with a separate Lead Made switch.
TubeMan Plus also incorporates Hughes & Kettner's optional MSM-1 MIDI modufe.
The MIDI module allows all switching functions via a MIDI contraller.

For more information, contact: B&J Music, 469 King St. W., Toronto, ON M3V
1K4 (416) 596-8361, FAX (416) 598 8822.

GROOVE TUBES STP-GII

Groove Tubes has announced the release of its Studio Tube Preamp for Guitar II.
Groove Tubes' very first product introduction was the STPG in 19835. The original STPG
incorporated GT's patented Speaker Emulator circuit design which converted the power
section of the amp (1-6V6 Duet, similar to a Deluxe Reverb) into a direct recording
preamp. The Speaker Emulator circuitry captures all the feel and response of playing
an amp cranked up, very different from the feel and sound of a distorted preamp de-
sign. The original STPG is perhaps one of the most recorded guitar preamp/amp
products ever and has been the sound of top recording artists like Billy Gibbons, Chet
Atkins, Chuck Berry, David Lindley, Alan Holdsworth, Mike Rutherford, David Gilmour
and many others.

The new STPG Il has the
same classic sound of its legen-
dary predecessor and now of-
fers several new features which
expand the tonal possibilities for
direct recording and increase
the production paossibilities for
live recording.

New for the STPG Il is the
selectable output stage feature, which switches between madern Class A/B design
and the older style Class A design (used in the early '50s Tweed Fender and the fa-
mous Vox AC3D amps). The STPG II's power stage can use either the EL34 or the
BVBHD power tube and will generate 35 watts RMS into 8 ohms in the Class A/B
mode, or 24 watts RMS into 8 ohms in the Class A mode.

Also new is GT's Paralle! Effects Loop, with balance control between the original
tube preamp signal and the effects signal chain, much like the loops on the "Big Boards”
used in the studio.

For more information, contact: Groove Tubes, 12866 Foothill Bivd. , Sylmar, CA
91342 (818) 361-450D, FAX (818) 365-9884.

D’ADDARIO INTRODUCES PREMIER END AND
BRIDGE PINS

in a continued effort towards providing the
musical consumer with superior quality prod-
ucts, D'Addario 1s expanding its line to include
fine crafted end pins and bridge pins.
The pins are constructed from ebony,
a dark hardwood yielded by various Old
World dicotyledonous trees. These pins
are a must for any musician bent on us-
ing only the best accessories on their
acoustic guitar. The pins come in solid eb-

ony or with either abalone or mother-of-
pearl inlays. They are available in sets of
seven bridge pins and an end pin, sets of
12 bridge pins and an end pin or bulk
packs of 10D in any of the three styles.
For more information, contact:
D’'Addario Canada, 50 West Wilmot St.,
#13, Richmond Hill, ON L4B 1M5 (9D5)
889-D116, FAX (SDS) 889-8998.
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BOSS CusTOMIZABLE PEDAL EFFECTS |
BOSS has introduced ; ‘
the ME-X Expandable ' .
Multiple Effects
Board, combining a
multi-effects proces-
sor and three open
slots to accommo-
date any combination
of BOSS compact
pedals into a sturdy
pedal board.

The built-in multi-
effects processor in-
cludes eight digital ef- |
fects and performs six simultaneous effects while incorporating any
three BOSS compact effect pedals through programmable effects |
loops. This allows electric and acoustic guitar players to hand pick their
favourite pedals and create unique effect combinations, with alt the }

ease-of-use of familiar pedals.

Fully programmable, the multi-effects section includes a 3-band EQ
with adjustable mid frequency, a Noise Suppressor, Chorus, Flanger, ‘
Pitch Shifter, Reverb and unique Tempo Delay that lets a user set a
delay of up to 1600 ms by tapping in the tempo with a foot pedal.
The ME-X features 25 user-programmable patches and a Manual
patch to store configurations. Many parameters can be controlled with |
an expression pedal for powerful real-time control.

Fully enclosed and ruggedly constructed for road travel, the ME-X ,
protects both its internal processor and the three integrated compact
pedals. A built-in guitar tuner provides quick and easy tuning. ’

For more information, contact: Roland Canada Music, 5480 Park-
wood Way, Richmond, BC VBV 2M4 (604) 270-6626, FAX (604) ‘
270-6552.

GEAR&GADGETS

TAKAMINE G SERIES NIATURALS

The Takamine G Series guitars have been extremely well
received by dealers and consumers alike. Now the com-
pany takes the exciting range of acoustic and acoustic-
electric guitars into the already-proven Takamine Natu-
ral Series by introducing two styles of guitars.

The G-10, EG-10 and EG-10C feature mahogany
backs and sides and cedar tops in acoustic, acoustic-
electric and acoustic-electric cutaway models.

The rosewood version is available in an acoustic-elec-
tric [EG-15) and acoustic-electric cutaway (EG-15C).

For more information, contact: B&J Music, 463 King
St. W., Toronto, ON M5V 1K4 (416) 596-8361, FAX
(4186) 596-8822.
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Bruce Cockburn is a member of Ottawa Local 180.

GIGS

@ RECORDINGS

HEADLINES

RECOGNITION

SUCCESS
RESPECT

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

RoranD GR-09 GuITAR SYNTHESIZER

Roland’'s GR-09 Guitar Synthesizer is an affordable new ad-

dition to the GR-series line of guitar synthesizers. With its

simplicity and incredible sounds, the GR-09 makes it possi- (T TITITITIYS
ble for electric and acoustic guitarists of all levels to easily
enter the world of synthesis. With the ability to expand and
update the GR-09 with sound expansion boards, guitarists
will always be able to keep their sound palettes fresh and
exciting.

Like its big brather, the GR-1, the new GR-08 is a com-
pact floor unit that provides easy operation and access to
its sounds with foot switches. It utilizes the new GK-2A Gui-
tar Synthesizer Oriver, which attaches easily to any steel-
stringed acoustic or electric guitar. The GK-2A Guitar Syn-
thesizer Driver includes all the same features and functions
of the popular GK-2 but the hexaphaonic pickup is smaller.
This means it can fit on virtually any guitar. It's also construct-
ed of a new durable material that is ideal for road use. The
GR-09/GK-2A combination does nat require any knowledge
of MIOI to quickly set up and start playing.

The GR-09 can be expanded to 360 Tones with the ad-
dition of the optional GRIE-1 Expansion Board, which offers
180 new high quality tones. This user-instaltable board pro-
vides 4 Mb of samples which have been hand-picked from
the SR-GR-01 expansion board, including ethnic instruments,
guitars and electric pianos, synth waveforms and many to frustrate users. With the GR-03, a guitarist can sound like a
more. piano, synthesizer, horn or almast any other sound imaginable.

Oigital reverb and charus complete the picture for a high- For mare information, contact: Roland Canada Music, 5480
quality, polished sound. Simple knobs and footswitches con-  Parkwood Way, Richmand, BC VBV 2M4 (604) 270-6626, FAX
tral all tone selection, sound editing, signal processing and (604) 270-6552.

MIDI parameters, and there are na hidden software menus ‘"

l w - mEnr Recordlng Diploma Program
Arts

REAL TIME DUPLICATION Program Recording Arts Program

DIRECT FROM DAT of Canada
1) §

Canada

Call (905) 662-2666

300 Cassettes - Only Sli.’nll
Package is complete and includes design, film and black &
white insert printing. No hidden costs! Taxes extra.

GRAPHIC DESIGN / TYPESETTING /
ON-CASSETTE PRINTING / PACKAGING
MAXELL XI. Il TAPE / CLEAR SHELLS
FAST TURNAROUND

ALL MATERIALS AND WORKMANSHIP GUARANTEED

WE OFFER PROFESSIONAL, FRIENDLY SERVICE TO
INDEPENDENT LABELS AND INDIVIDUALS.

PAN CANADA MAGNETICS LIMITED
1361 HUNTINGWOOD DRIVE UNIT 1
SCARBOROUGH, ONTARIO M1S 3J1
416-299-4666 FAX 416-299-6753

The Recording Arts Program of Canada

CALL TODAY FOR A FREE QUOTE features classic Neve consoles in both our Ontario
1-800-668-9310 and Quebec studios
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F YOu HAVE SOMETHING TO SAy,

SAY IT! Don’t beat around the bush.

Pick a topic and stick to it. Develop
the characters and the story line.

As many of you arc well aware, it’s all
casier said than done. I have spent many
hours rewriting lyrics and changing the feel
of the music to suit the lyric.

The atmosphere of a song should stay
consistent. Always strive then to create a
mood. stir an emotion so the listener can
feel what’s going on. The listener should
be able to relate to a song’s topic, either
through having experienced it themselves
or knowing someonc who has. In addition,
they should be intrigued enough by a good
story to want to hear the next line coming
up. Try not to say the same thing just by
changing the words. Keep the story mov-
ing, advance the plot — that’s the kind of
writing that keeps listeners involved.

Pictures are stronger than words (how
many times have you heard that?). I try to
use colours, objects and descriptive lan-
guage in my own writing. Here is an exam-
ple from the third verse of one of my songs
that demonstrates this concept:

“How Long Before I
Stop Loving You”

©Ack-rack Publishing (SOCAN)

If vou forget to kiss me

Will I forget to care

There’s something really missing
There’s no magic in the air

The couch is sinking lower

On the side that you sit on

The only glow that's in the room
is when the TV's on.

Here's a second example from another
of my songs that shows how to create word-
pictures when you write:

“Corey’s Dream”
© Ack-rack Publishing (SOCAN)

Corey's got his mind on the ranch
It’s his own Alberta gold

He's got the cattle roundup

And he’s heading them on back
home

The sun’s slowly sctting just
bevond the trees

And red fills the sky tonight

With promises and dreams.

I tried to pick examples of my own work
that convey strong, immediately identifia-
ble images — as if you were sitting back
and watching a moving picture.

A problem writers often encounter with
story songs is the tendency to let them go
on too long. Here's where editing comes

in. You'll probably find you can get rid of

some lines that really don’t take the story
anywhere. This takes a lot of patience, as
you always run the risk of upsetting the
balance for the rest of the lines following.
Therefore. keep the story’s length in mind
right from the beginning.

A story song is like a play. It has a set-
ting, characters, a conflict or drama and
the conclusion or payoff — or, at the very
least. a statement or point trying to be made.
These elements all help make the lyric
work.

For inspiration, do yourself a favour and
getout of your everyday environment. Let
your imagination run wild. Get away from

éq Gay/é _/4(‘4ng

the phone. Give yourself two hours some-
where in the day or week just for writing.
You'd be surprised at what you can come
up with.

Develop a songwriter’s antenna for turn-
ing everyday situations into potential song
ideas. Life is full of drama. There's always
something you can draw upon if you keep
your rabbit ears up!

If you've been writing for a long time
already and find yourself in a rut, pull out
all those books you've bought at all those
seminars. Even if you only read one chap-
ter, it may be all you need to re-ignite that
creative spark.

I always bounce my songs off of other
songwriters who can provide an objective
view. At times, this can lead to co-writing
— and ["ve gotten a lot of good songs from
those experiences. Don’t be afraid to ex-
pose your ideas to others. Constructive crit-
icism can make the difference between a
good song and a great one. Because I've
become less protective of my little “babies”,
I've grown up to become a better song-
writer. Above all, don’t forget to have fun!
If an idea isn’t coming along, put it aside
for a while. Come back to it later with a
fresh perspective.

During my career as a professional mu-
sician, I've written in many different styles
for every band I've been in. Times change,
however, and songs become dated. Story
songs are timeless — and the stories they
tell will always appeal to the little kid in
every one of us.

Toronto-hased singe/songwriter Gavle Ackrovd
has written and recorded several songs and also
has been actively involved in staging songwriter
workshops and showceases in the Toronto area.
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How TO MAKE YOUR
‘PARTS’ WORK BETTER

rea[/u’ng tfe

into ] /] |

ID! tracks can be as important to
your recording project as any live
or vocal track you create. The
most glaring mistakes I often hear are bad-
ly produced sequences added to otherwise
good recordings.
The only secret to getting the most out
ol a sequenced part is to listen to. scruti-
nize and re-work all of your virtual tracks
as carefully as you would any other per-
formance you put to the final mix.
If you are doing a MIDI virtual track
emulating any real world instrument. you
have to listen: not only to the sounds you

choose, but have a good understanding of

how that instrument has to be played to
sound convincing. The only way to make
virtual tracks more interesting is to eftec-

tively recreate the nuances and styles of

the original instrument and use it in its prop-
er context.

I"'m going to give you a couple of tricks
["ve tried. I hope they work for you.

Programming drum tracks is the most
important and usually least scrutinized part
of your sequence. You have to remember
one simple rule. Drummers usually only
have nwo hands and nvo feet. 11 you have a
drum part worked out. listen for the great
faux pas. Hitting hats. crash cymbals. toms
and snare at the same time may create a
nice big shot. but it is physically impossi-
ble for even the best real drummer to do
and can sometimes sound unnatural in the
final mix. While building a MIDI drum

track. listen carefully for the number of

rhythm instruments played at the same time
and remember the two hands, two feet rule.

If you want to try a good trick to bring a
little extra zip o a programmed drum
groove, here’s seeret number one. .. snare

tracks

drum ghost strokes. Try assigning the same
snare sound to two different pads on your
drum machine or two different MIDI re
ceive note numbers. Next. you have to roll
the volume way back on the second snare.
Play the main groove using the loud snare
on the 2 and 4 beat strokes and play the
soft snare on an cighth or sixteenth note
groove between the beat and against the
hats or ride cymbal groove. A great (real)
example of the ghost stroke technique is
Phil Gould ol Level 42 fume.

Another goad trick to get decent drum
sounds is to solo the drum machine or sam
pler’s cymbals and toms back through the
near field reference monitors and mic the
monitors as the source 1o go to tape (Real-
iyh.

With good studio mics and a little ex-
perimentation to get the best results. you
will find even average cymbal or tom sam-
ples will have more breath: the room’s nat-
ural ambicence and the slight bleed from
the hard left 1o right panning makes more
natural-sounding drum tracks. This is most
effective il you can mix the miked and the
direct sources to the final mix. As much as
you can. try to isolate and separate drum
sounds in a live off-the-floor mix — there
is always some bleed from mic to mic as
well as some room sound. In a sampled or
drum machine track. that flavour is lost and
the track becomes oo sterile. The miked
source has more motion, and the tlavour of
moving air and mic can make a difference.
Don’t try it with Kick and snare sounds
they need to be clean and crisp in the mix.

If you are trying to effectively recreate
bass guitar tracks. 1 have good program-
mer’s tp number two. This is a difficult
concept to explain, so bear with me.

The first thing you need is a keyboard
that has the ability to split. Now. here’s
what you do with it. Split the keybourd.,
usually between B3 and C4. and assign the
same bass sound to both halves ol the board
(il you are using a controller. assign the
same MIDI channel to both halves).

The next step is to transpose the upper
half down an octave so C4 and up is play-
ing the same tone and pitches as B3 and
down. If you've followed my instructions
so far. you now have the same bass sound
playing in the same octave under your left
and right hands.

I you play a repetitive bass line like a
repeating cighth note "E” from the same
key. the result is: Da (mute) Da (mute) Da
(mute) Da (mute) Da (mute) Da (mute).

If you play the same pitch, alternating
left hand/right hand from E3 and E4. you
get the note events overlapping cach other.
The resultis a smoother DaaaDaaDaaDaa-
DaaDaaDaaDaaDaaDaaDaaDaaDuaa.

This is the best description | can give
you in a magazine. but the result is like an
open string played with up and down pick
strokes smoother. with no sharp mute
when you release the key to re-trigger the
next note. The duplicated note on cvents
also adds a slight flanging effect that sounds
like the changing timbre of a moving string
being re-struck.

The biggest advantage this has over just
adding release time to the bass tone is that
you have the ability to move from overlap-
ping sustained notes to sharp muted notes.

Just as a real bass player does, This tech-

nique also works remarkably well with
acoustic or clectric guitar sounds.
Tim Marshall is a MIDI product specialist and

CANADIAN MUSICIAN

consultant based in Toronto, ON
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Tape Hiss ?

What tape hiss ?

n my last article. [ spoke about analog

tape machine alignment. One important

aspect of analog recording that we cov-
ered in that article was tape hiss. We men-
tioned two ways of decreasing tape hiss
and thereby lowering the noise floor to im-
prove our S/N (signal-to-noise) ratio. One
method was to raise the fluxivity (record-
ing level) of the tape machine. The advan-
tage was that, even if you raised it by only

2dB. that meant a 2dB improvement per

channel. On a four-track. that's an 8dB
improvement in the mix. On a 24-track.
that’s 48dB less noise during the mix. The
other method was increasing tape speed.
Doubling tape speed improves noise specs
by 3dB per channel. A third method. which
was not discussed in the last article but
which I will touch upon briefly here. is
track width.

Doubling track width allows for two
things. The first. and most obvious, is great-
er frequency response and separation be-
tween tracks. The second is an improve-
ment. as with doubling tape speed. of 3dB
per channel of tape hiss. Therefore. a 1/4"
8-track will have 3dB more hiss per chan-
nel than a 172" 8-track. A 1/4" 4-track run-
ning at 15 ips will have noise specs 3dB
per channel better than a /4" 8-track at 15
ips. even though both machines are using
the same width and formulation of tape and
the same fluxivity. Thus. the 1/4" 8-track
will have 3dB more noise per channel as

well as twice as many tracks, tor a total of

24dB more noise.

Pretty gross. eh? Enter Noise Reduc-
tion Systems (NRS) . ..

Ever notice that NR on 1/4" 4-tracks is
usually an option. while on an 8-track. it’s
built-in without your consultation? Now
you know why! Can you imagine what they
had to do with 8-track cassette? With tape
that’s 1/8" wide. running at 3-3/4 ips while
trying to record eight tracks of audio? A
quarter the tape width of an 8-track 1/2"
recorder, running at a quarter the speed . . .
that's. let’s see now, eight tracks x 3dB x 2
for halving the tape speed twice, plus eight
tracks x 3dB x 2 for halving the track width
twice . . . that’s 96dB more noise during
the mix! Oh, Gawd! What do we do?!?

“Press the button marked "NR™. Now.
proceed with your recording.

The first NRS on the market. to my
knowledge. was Dolby A. Because tape hiss
is concentrated in the high frequency range.
it was decided that the audio spectrum
should be divided into four frequency bands
covering lows. low-mid. high-mid and high
frequencies. Each band is treated difterently
according to amount of content and ampli-
tude, using a combination of compression
and equalization. During recording. higher
frequencies are compressed to tape. allow-
ing more level-to-tape during recording.
Upon playback, the process is reversed
through expansion. thereby restoring the
original high frequency content and lower-
ing the noise in the upper frequency spec-
trum. In the lower frequency bands. the
process becomes progressively less radi-
cal. in proportion to the decreasing severi-
ty of the noise problem it is correcting. In
addition, an equalization (EQ) curve is used
to boost high end to tape and is also re-
versed upon decoding or playback. The re-
sult is the restoration of the original high
frequency content and a decrease in high
frequency tape hiss through the compen-
sating high end attenuation circuitry. The
only problem is that this unit costs a big
pile of money and utilizes a 19" rackmount
space.

dbx. soon after. devised dbx 1. a NRS
based on roughly the same principles while
costing considerably less. [ts advantage. in
addition to the price. is that cight of them
fit into a single powered rackmount unit.
cutting down on space. These factors made
it casy to create dbx [l. the semi-pro and
consumer version of the unit. small enough
to fit inside recorders to become the "NR
button™ we know on our home units while
still sounding comparable to its parent.
Dolby. meanwhile, had developed Dolby
B. which we all know and laugh at. It's the
one that utilizes EQ only and seems invar-
iably to remove more high end than it ever
added. making all your recordings sound
like you had a pair of Levis over the mic.
The retaliation was Dolby C. which uses
EQ and compression. improves noise specs
by 10dB over Dolby B and sounds one hell
of a lot better.

One huge difference between semi-pro/
consumer NRS and pro NRS is the intelli-
gence factor. [ntelligent systems process in-
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coming signals only when parameters in-
dicate that noise will be audible unless
something is done about it. In other words.
a loud signal will not be affected by intelli-
gent NRS. The sheer level is sufficient to
mask the tape noise. This explains why 1
bypass NRS when I am recording a death
metal band. but am glad for it during jazz
recordings. Unintelligent NRS processing
is extremely audible during low level. low
frequency or highly transient signal. [ there-
fore recommend disengaging the NRS on
your home unit for the drum tracks, bass
guitar and. perhaps. chunky rhythm gui-
tars. This is. of course. provided that indi-
vidual NRS track control exists on the unit
in question. which rarely occurs in semi-
pro audio. Also. because it is the NRS's
job to reduce noise and not yours. take it a
bit casier on recording levels. What you
see on the VU meter is not necessarily what
is going to tape. Remember. the NRS. as
part of its function. EQs and compresses
the signal, causing higher signal on tape
than what you see. You don’t need that ex-
tra 1 or 2dB on tape that you're pushing
for. The NRS is ridding you of 10 or 12dB
of noise, so don’t worry!

When you take your tape recorder in
for an audio alignment. please ask them to
look at your NRS. should you have any.
What goes in should come out. If your re-
cordings sound any different from using
NRS. it is an indication that your NRS is
decoding differently from the way it is en-
coding. This is akin to recording on a dif-
ferent tape formulation than the one your
muchine is biased for. With the unit by-
passed. 0 VU atthe input of the NRS should
result in 0 VU at the output. regardless of
whether it is encoding or decoding.

This adjustment, however easy it may
sound. can be done only with a pure | kHz
sine wave and an accurate merering de-
vice. Do yourselt a favour and leave it to
someone with such tools at their disposal.
Once you do. you'll thunk yourself for hav-
ing spent the money to get it done.

And me. too.

Eric Abrahams is the owner of Sounds Like Hell
Productions and the distributor of The Hollvwood
Ldge Sound Effects Library.
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The First Frontier

our microphones are the very first

picce of cquipment in the long

chain of the audio path. Hence. it is
of utmost importance that we ensure a good
starting point for our signal 10 originate.

Between stick-wailing drummers and

mic swinging vocalists, our microphones
will be subjected to a lot of physical abuse.
Our budget for mics. direct boxes. stands.
drum clips. cubles. road cases and micro-
phone clips will be $5.000. The first thing
we should do is get some of the smaller
purchases out of the way.

Stands and Clips — $600
When purchasing mic stands. it’s important
that you make a compromise between your
average typical band set up and your worst
case scenario of o large touring act. I1Us al-
ways better to have more stands than not
enough. although you can rent some extras

from your local music store in a pinch. It

you do a little shopping and a bit of barter
ing. you can pick up a good quality mic
stand for around $40. You will need at least
one good-quality round base stand for vour
lead vocalist.

Next. you will need at least four boom
stands for the other vocalists. [ find that the
K&M tripod collapsible-style stands have
stood up the best over the years., although
many of the other manufacturers ofter a stand
of similar quality. A couple of shorter boom
stands will be required to mic up the guitars

and a third would probably come in handy if’

you choose to mic the bass guitar rig.

When it comes to miking drum Kits.
you'll need a couple of real short boom
stands for the kick drum. a couple of tall
hoom stands tor the overhead microphones.
another medium height boom for the hi-hats
and at least six drum clips Tor the toms and
snare drum. 1 like to use mic-cze style drum
clips because of their size. durability and
flexibitity. not to mention the aftfordability
lactor.

Road Cases — $550
The best way to protect your investment is
to purchase good custom cases. You'll need
one case capable of holding at least 20 mi-
crophones with a side compartment for mic
clips and direct boxes. A second case will

be required tor stands and mic cables.

Microphone Cables — $600
We'll need to purchase at least 30 good
quality mic cables. Rodam is a company
that specializes in standard and custom ca-
bles and are one of the bestatit, I have made
the mistake of purchasing cables from sev-
eral other manufacturers that continually
tall short of their promise. Don’t compro-
mise quality for cost. Spend a few extra
bucks to ensure peace of mind.

Direct Boxes — $355

Direct boxes or DIs (direct injectors, as
more commonly referred to) are used to
deliver signals from instruments such as
keyboards, bass guitars. acoustic instru-
ments equipped with pickups or any other
torm of audio signal without amplification.
These come in a few different models, cach
offering various types of features. The two
basic types are passive and active. Withowt
getting into a lot of technicul jibber jabber.
a passive DI requires no external power o
operate (i.c.. phantom power via the front-
of-house console. battery or an external A/C
transformer-type adaptor). An active DI
will require one of these sources. There is
considerably less noise and sound coloura-
tion with the active type DI but not with-
out added expense,

For cost purposes. we'll purchase three
passive DIs running us around $60 cach. To
save a little more cash. we'll purchase one
quad director (a picce of equipment that
incorporates four units into one single box).
This can be used to handle multiple key-
board signals where the box can be sta-
tioned in one spot. and will probubly cost
us around ST75. One feature that is a must
is a ground lift. This breaks the ground sig-
nal between the instrument and the front-of-
house console (o eliminate ground looping
(buzzes and hums) between the two compo-
nents.

Microphones
By purchasing microphones all at once from
one dealer. vou'll have a lot more bargain-
ing power than if you were to buy a couple
here and a couple there. Pay close attention
to the polar patterns (the area around the
microphone that picks up the sound) and

frequency responses of the microphones.
Muake sure that they will properly suit their
intended applications.

Vocal Mics — $600
You will need to purchase at least four good
quality vocal mices. The most common and
widely used style is that of the dynamic
ball-type mic with a cardioid polar pattern.
The cardioid pickup pattern is most popu-
lar because of its ability to reject unwanted
sounds from the sides and rear. This is ex-
tremely tfavourable to avoid monitor feed-
back. Remember, the more in-line you keep
your monitor to the base of the mic. the less
chance you have of monitor feedback. In
cases where a vocalist requires more than
one monitor, you may want to look at a
hypercardioid or supercardioid mic instead
because of its superior rejection of sounds
from the sides. Most major microphone
manufacturers will be able to offer you a
reasonable quality vocal mic around the
$150 mark. For a respectable price. Shure
Brothers offer the SMS8 model that has
been pretty much an industry standard for
years.

Guitar Mics — $450
Most bands will have at least one or two
cuitarists whose amplifiers you'll be re-
quired to mic (unless it's Brent Doerner
from Helin. In that case. you won't need any
because he plays so loud onstage). With
stereo becoming such a popular way to go
these days, a lot of guitarists are beginning
to take advantage of this and split their rigs
into stereo. In this case. you'll need one for
cach cabinet. I we purchase three decent
dynamic microphones. it will probably ac-
commodate most groups,

Bass Guitar Mics — $250
Muany sound engineers. myself included.
tend to mic and DI the bass. | tind that quite
a few bass guitars give plenty of low end but
tack the upper mid-range required to give
distinction to the notes. By miking the bass
cabinetas well. T can get that extra high mid
from the speaker that the direct signal from
the bass may be lacking. Electro-Voice
ND308 and ND408 and the Sennheiser
BIS0Y dynamic stvle microphones work
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WERE THE ||
SECRET
BEHIND |

EVERYONE |
ELSES ||
SOUND. ||

FOR YEARS, WEVE BEEN
MAKING A NAME FOR EVERY-
ONE ELSE. NOW WERE MAKING
A NAME FOR DURSELVES. TO |
LEARN MORE ABOUT THE BEST
SOUNDING BASS SPEAKERS
AND AMPS AVAILABLE,
CALL 1-514-631-5787

AUDIONOVA INC.

EXCLUSIVE CANADIAN DISTRIBUTOR

your old address) to:

Subscription Department, (anadian Musician,
23 Hanmover Dr.. #7. St. Catharines, ON L2W 143

Ny

Don't leave without us! Let famadian
Musician know where you're going.
Send us your new address lalong with

MusiceCHNIC

Educational Services inc.
1717 East, René Levesque Bivd,
Suite 440
Montreal Qc.

H2L 413
514-521-2060

Limited H t - Hands-an training
Métro Papineau

Gilles VALIQUETTE S
FAMOUS SCHOOL!

PROFESSIONAL
COLLEGIAL
TRAINING in

COMPUTER
ASSISTED
SOUND
DESIGN

MESS permit 4749841

Topics covered are
MIDI Language
Computers in the
Music Industry
MIDI Studio
Sequencer
Analog. Subtractive and
FM Synthesis
Sampling. Additive &
L/A Synthesis
Audio Engineering
Digital Audio

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

STUDIO-LAB

really well for this application.
Drum Mics — $1,595

This particular arca is probably the most
controversial and personal than any other.
Most sound techs will never agree on which
mics to use. although there are some stand-
ards that we can all live with. T would ad-
vise purchasing as many used mics as pos-
sible to keep the costs down in this area.
You'll find some pretty good deals in the
rental stock departments of most larger au-
dio suppliers.

Bass Drums — $500
Although you can spend in excess of $500
for one microphone on this part of the drum
Kit. it's not very logical in keeping with our
budget. Not too many techs will complain
i you hand them a couple of Sennheiser
MD421 mics for the kick drums. You can
usually pick these up used. in good condi-
tion for around the $250 mark.

Snare Drum — $200
For many years. the Shure SMS7 dynamic
mic dominated the industry as an accepta-
ble method of miking the snare drum.
Sound reproduction was always favourable,
although the mic itself was extremely frag-
ile. One accidental hit from a drum stick
would usually render the microphone inop-
crable (protecting the capsule with bent
coathanger picces taped over the top rein-
forces the mic against these hits). Realizing
this as a problem. Shure introduced the Beta
57. constructed of a material made to with-
stand this type of"abuse. That, in addition to
an extended frequency response. nuakes it
my microphone of choice.
Toms — $500
In keeping with our budget, we'll hit the
rental department and purchase five used
Shure SM57s. 1t you take reasonable care
in your placement of these microphones.,
they Il give you many years of dependable
service. Because of their cost, replacement
isn"t too painful w absorb,
Cymbals — $395

To adequately mic hi-hats and cymbals,
we Il require at least three condenser micro-
phones. Condenser mics are preferred be-
cause the diaphragm of a condenser is ab-
sent of the weight of the coil found in a
dynamic mic. thus allowing it to respond
more quickly to the information. Because of
their sensitivity to humidity and physical
damage, extra care should be taken to pro-
tect your investment.

A condenser microphone will require an
external power source to operate. Audio
Technica manufactures a few good quality
condenser mics well within our budget.

Well. we've managed to put together a
reasonably respectable microphone selec-
tion as well as cover our stands, cables and
cases and still stay within our original budg-
ct. Cheek out the next issue of CM as we
continue building our dream system.

Al Craig is avwner/operator of A.C. Sound and

Lighting and the Ontario lnstitnte of Live Sound
Engineering and Recording located in London.
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WHATEVER YOU DO — You see, mixers that aren't designed and engineered

DON'T BUY THE WRONG MIXER. for multitrack recording will torture you with the endless
Especially if you're doing multitrack recording — whether hassle of patching and repatching — every time you track,

digital or analog Fact is. a mixer that's not specifically config- overdub or mixdown. It's frustrating, wastes valuable time

ured with the features essential for multitrack recording just and leaves you tangled in cable.

isn't a recording mixer Bottom line is, general purpose mixers So before you choose a mixer for your studio — be

make multitrack recording a nightmare. sure it has the features of a dedicated recording mixer.

NOT A RECORDING MIXER
DOESN'T HAVE THESE FEATURES.

SWEEPABLE
MIDRANGE EO

Ask for it. Becouse when if comes
time 10 tailor your sound, you need
the flexibility where the oction is —
in the midrange. The M1500’s
sweepable midronge lets you isolate
specific mid frequencies allowing
yau to make the subtle fonal
correctians you wanl.
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MULTITRACK DECK CONFIGURATION
1f you don’t hove dedicated inputs and outputs for your 8-trock deck
where do you plug it in? Without this basic recording configuration
you'll be repotching day and night and you won't be able
fo record on 8 trocks af once. With these inputs, tape
monitaring is as simple as pressing a switch. Also,
because the TASCAM M1500 is a true 4-buss
mixer, you can mix any combination of
your input signals o any of the 4
output busses directly o fape.

- DIRECT OUT
oour| AND GROUP OUT
. ASSIGNMENT
l _ SWITCHES
You gotta have these. Because withou! them
you can't directly send a single input fo 1ape,
or record several inputs 1o one frack. But
- with them, assign your inpuls anywhere
o R ikl by pressing o few switches. Best part

KO P is, you'll never hove fo refer to
" ony complex patch diagroms.

ELABORATE
MONITORING

In a recording environment

you need fo heor what's going
through your board at olf times.
With the M1500’s comprehensive
monitoring matrix you ore able
fo heor ony sound source ot ony
time — inputs, tope, AUX sends,
onything — it's your choice, jus!
press 0 switch.

%e ‘
PAN v

IN-LINE MONITORING

A sure sign of o recording mixer. This lets you
monitor your fope trocks ot ony fime without
sacrificing an input chonnel. Just press o switch.
With the M1500’s dual section not only con you
monitor fape tracks, it con be used for additional TRUE TRANSPARENCY AND LOW NOISE
effects sends, or 1o double your inputs for virtuol
trocking at mixdown. And do ony of this by
flipping a switch.

In recording, your signol goes through the mixer severol times. And eoch time it goes
through, it is importont not fo lose or goin anything. Especially on identifiable * mixer
sound.” Test any mixer for its fronsporency. Toke any signal ond bounce it 3 or 4 times
on your favorite digitol recorder. With the truly tronsparent M1500, you'd be hard
pressed to differentiote between the bounced trocks and the originol signal.

At TASCAM, we've been making multitrack recording than many general purpose mixers on the »
equipment for more than 20 years. We pack that experience market. They're available in a lo-channel/ 7
into every mixer we make — and we make more recording 32-input tabletop version (M1516) and a
mixers than any other company in the world. compact rack mountable 8-channel/ 16-input
For our M1500 Series of recording mixers, the result is version (M1508). So if you're involved in digital or
an affordable mixing console configured for 8-track recording.  analog 8-track recording, you've just found the best
A truly transparent mixer that makes tracking, overdubbing, recording console value in the industrv.
and mixdowns easy. An extraordinarily flexible console Get your hands on a true recording mixer today: the
loaded with the features and specs you'd expect on consoles TASCAM M1500 Series. There’s one waiting for you at your
TASCAM costing thousands more. authorized TASCAM dealer. Go ahead — test it and play
Take advantage of our expenence But the M1500 Series of recording mixers are priced less with it. It's your next recording mixer.
1993 TEAC America lr slegraph Road, Montebe CAQ0610 (213) 726 030

TEAC Canada Ltd., 340 Bruncl Road, Mississauga, ON L4Z 2C2 {905) 890-8008
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KURZWEIL DOES ROM RIGHT.

The K2000 Series has 5 MBytes of the best sounds available,

;r

looped 1o perfeetion. Add optional Orehesteal and or Contemporars ROM

expansion blocks for a staggering 21 MBvies. KURZWEIL DOES RAM RIGHT.

The most expandable sainple memory in the judustey = up to 64 Migtes. using standard SIMM s,

KURZWEIL DOES SAMPLING RIGHT. oOur sunpling Options (standard on “S” versions) provide bot h analog
and digital stereo /Os. plus interfacing with R-DATs, CD-ROMs, €D players (analog digital onts). external/internat hard disks,
SyQaest® MO drives and many more. KURZWEIL DOES SYNTHESIS RIGHT. Acknowledged by the industey as
having the best digital filters and most powerful synthesis architecture, VST is the most flexible progrimming architecture
ever offered. for warmth. richness and realisne of sound. KURZWEIL GIVES YOU ACCESS TO THE
SOUNDS YOU NEED - reads not only Kuezweil. but also Ensonig®. Roland ™ (SCSTonly) and Akai™ libraries: aceepts

THC

[ EOMecA BrrLBCE & ATy |
1993 WINNER

situple damp viae MIDL or SMDI(SCSTY See your Kurzweil dealer, Or

KURZIWEIL

Wuapux{xﬁn;oi Ymng(r\_av;ngn:«;vl—;

Kuraveell ana VAS.T are trademarks of Young Chang Amenca Inc
All progucts mdcated by frademark symbol are trademarked ang’or

KZOOO - THE BEST OF ALL WORLDS. registered by therr respective manutacturers

contaet us at Yonng Chang Canada Corp.. 130 Royal Crest Court.

Markhan Ontario L3R OX 1 or (905) 513-6:240.
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INDEPENDENGE

the double-edged sword

y now. most musicians are well

aware of the increasingly healthy

attitude towards the independent re-
cording scene, In Canada, we've heard the
success stories (relatively speaking) of such
acts as Barenaked Ladies, Loreena McKennitt.
Lowest of the Low, Moist. The Tea Party
and The Waltons.

Traditionally speaking. the majority of

recording artists in the pop genre launched
their careers with demo tapes. Their tape

usually finds its way to A&R reps who il

interested enough. arrange to sce the act
perform live. At this point. iff A&R believes
the act to be a worthy investiment. they will
try to convince the company heads into
signing the act to the label.

However. this formula appears to be Jos-
ing its popularity. presenting advantages
and disadvantages for both the prospective
recording artist and the hit-secking record
company . . .

THE WAY IT WAS
In the past. musicians composed and per-
formed their music and the record compa-
nies exploited it, Now. the independent at-
titude has forced carcer-minded musicians
to also finance. produce. distribute and pro-

mote their recordings as well. On top of

all this. the independent musician is forced
to become publicist. publisher. booking
agent and maybhe even video producer!

Generally speaking, record company
expectations of unsigned acts have escalat-
ed in recent years and the thriving indie
scene is largely responsible for this. Where
musical merit and performance was once
what solely linked artist and record label.
the company now has several additional
points on which to base a decision.

It's their money at risk and the more
information they have on an artist. the more
confident a decision they will make. 1t the
A&R department of any label is doing their
job properly. they will know where your
record is seling and it you ve toured. They
should have an idea of how strong vour
live draw is and how much attention you're
given by the press.

AN OPEN BOOK ON YOUR ATTITUDE
All of these elements present an open book

on your attitude and work ethic. Most acts
that reach this point have completed what
record companies consider to bhe the most
important and difficult level of your career

the developmental stage. You've shown
that you can write and play your own songs.
work well with the press. make it to radio
and keep yvour band together without kill-
ing each other. This period was always The
Big Unknown for labels that signed acts
directly from a demo tape.

But where one party gains. the other los-
es. You've proven yourself to a degree and
now the record companies have sufficient
data on you and are more comfortable about
approaching your act with an offer. or at
least serious communication.

In the meantime though. you may have
spent vour life savings on a video that is
rarely seen and turned your parent’s base-
ment into a shipping warchouse. Of course.
the other side of the coin is that you get to
keep most of the profits of your recording
sales (which usually go right out the door
again to pay for the new transmission in
the touring van).

You do get to keep 100% ol the artistic
control. which should make it worth all the
headaches. The record company’s loss is
that by taking the time to monitor bands
this way. they run the risk of letting an act
slip through their fingers to a label that has
kept an equally close eye on cverything,
Every day they wait is another day of re-

cording profits going to you instead of

them. The reality is that there is hetween
$5-§9 of profit 1o be made on a CI. By
waiting this long. a record company also
diminishes its bargaining strength while you
improve yours. [f you have proved your-
self. labels will chase you. thus giving you
more choice and increased negotiating mus-
cle.
THE DEMOCRACY OF INDEPENDENCE

One could describe it as democratic: the
people are deciding what they want to hear,
rather than record companies dictating the
next musical wave. Popular music started
in this fashion. but hecame too dependent
somewhere along the way, maybe too de-
pendent on money. The major labels are
oo hig and cumbersome to really seek out

W”‘r" ’
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or spawn new musical genres. This has re-
sulted in another popular practice: not only
are major labels searching for which bands
arc on the upswing, but also what indie
labels are on to something profitable.

This is also evident in the way that mu-
sic is returning towards regionalization. Re
gionalization makes it more ditficult for an
act to break nationally or internationally.
but provides for more acts to make some
sort of splash on the scene. evenif'it's for a
smaller audience. All forms of media are
providing more room for independent art-
Ists.

Arguably, the longer you can success-
fully remain independent. the better. By
carrving out all of these responsibilities.
you become “business smart”, which is cru-
cial to your career. as ultimately all artists
are their own managers. On the other hand.
an artist who is o caught up in the busi-
ness suffers artistically: the music always
has to come before the business, and the
business has a habit of overwhelming the
art, By remaining independent. you'll not
only retain artistic control. making approx-
imately $8 per CD — you'll make between
ST and S4 per CD when signed to a label.
depending on your deal. Just as important-
Iv. you will learn most aspects of the mu-
sic business and you will also find it grati-
fyving to carn a living doing it your own
way. It is these incentives that have en-
couraged many people to start record com-
panies of their own.

There may come a time when you have
to make the jump to a label in order to
reach the next stage in your career, in the
same way that an indie label will hook up
with a major label to increase their promo-
tion. distribution and financing.

When that time comes. make sure
vou've been watching them as close as
they ve been watching you.

Don Christensen is the Chairman of th
buernational Managers Forum Canada and
operates NOISE Muanagemeni. representing Bob
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word has it, there are some dangerous guitar players. The
more dangerous they are, the more likely they are to plaj} an

= AR /’v s bvatlpn Roundback. From the company who invented the

Roundba‘ck‘and pioneered the electric/acoustic guitar.

At 3 | P T Sy . ¥ W

Subyects. Richie Sambora, Al Di Meola - Roundbacks: 1992 Collectors’ Series,
Custom Legend - Location: 2nd and Boardwalk, Asbury Park. NJ - Photo: Jeff Sacks

o "
For more info: Ovation Guitars, distributed in Canada by O at On .
B & J Music, 469 King St. W., Toronto, Ontario, CANADA M5V 1K+ V l ...because the world isn’t flat
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Lexicon Vortex

The Vortex from Lexicon is a sterco effects processor that can an expression pedal to morph in real time.

produce simultancous eftects including modulation, spatialization, In addition (o 32 Presets. you can create 32 User Registers that
unique tap-demo cchoes and looping all controllable via dual-  can be footswitch-selected. morph between any pair and set up
quadrature LFOs. an envelope follower or footpedal. custom register “chains™. Each of the 32 Presets features a

The Vortex also offers the unigue ability to “morph™ effects,  dynamic envelope follower patched into one of the parameters.
producing a continuously varying combination of’ two cffects. The For more information. contact: S.F. Marketing. 6161 Cypihot.

“morph” can be anywhere from 0.01 to 10 seconds, or you can use St Laurent. PQ H4S TR3 (514) 856-1919. FAX (514) 856-1920.

Kawai Pocketban

tband
Kawai announces the release of the Pocketband. a compact. more attordable
version of the highly successtul GB2 session trainer. Completely portable. the
Pocketband is powered by four AA batteries or optional AC adapter.

The unit hooks on to a belt much like a portable cassette player. enabling
anyone to practice with a full band anywhere. anytime. Pocketband may be played
through the player’'s own optional external speakers or through headphones for
total privacy. Pocketband comes with 20 built-in rhythms. from blues to rock to
big band. and is also compatible with optional Kawai Song Cards (ROM cards).
which contain over 240 well-known arrangements including music from the
Beatles., Santana, Jeft Beek and Led Zepplin, as well as metal, rock. blues. standard
jazz. fusion and country.

For more information, contact: Kawai Canada Music Ltd.. 6400 Shawson Dr..
#1. Mississauga, ON LST 118 (905) 670-2345, FAX (905) 670-3046

Sabian Jack Dejohnette
Encore Series

Sabian’s Signature Series has lead off  tuned to reduce car fatigue. The Ride
their "94 collection with an update from  is erystal clear . .. Chinese warm, dark
the artist who started it all. modern jazz - and versatile. The Crashes are the most
pioneer Jack Delohnette. exciting and ditferent they have a
For the Encore Series. Jack and Sabian  silvery. singing sound. The Hi-Hats are
completely re-worked his Signature line,  thick and heavy — lighter when played
retaining the raw unlathed work. butincor- with a stick.”
porating hammiering and a new Gold Satin For more information. contact:
finish. The results, according to Jack, were  Sabian Ltd.. Main St.. Meductic, NB
highly rewarding. “These cymbals are EOH TLO (506) 272-2019, FAX (506)
user-friendly. The sonic vibrations are  272-2081.

Yamaha CVP-25 Digital Piano

For the entry-level buyer, the Yamaha CVP-25 digital piano provides a powerful a
of the capabilities for which Yamaha Clavinova digital pianos are noted, at a new low
price point.

Feature highlights of the CVP-25 are an AWM (Advanced Wave Memory) tone
generator system which delivers 128 realistic instrument s, a 76-note touch sensitive
keyboard, 99 rhythm styles with fully-orchestraed accompaniments, 28-note polyphony
permitting use of sophisticated playing techniques and General MIDI compatibility.

For more information, contact: Yamaha Canada Music Ltd., 135 Milner Ave.,
Scarborough, ON MI1S 3R1 (416) 298-1311, FAX (416) 292-07

CANADIAN MUSICIAN ”



“ur Best Buy’ winner is the

Alvarez Artist 5088C...

It kicks butt on many more
expensive instruments.”

—G uitar Player Magazine'’s
“Battle of the Boxes”, 1993

Guitar Player
Magazine has
had a lot of
good things to
say about
Alvarez guitars
lately.

Visit your local
store to see
and hear what
all the talk’s

about.

Alvargz.

The Musicians Perspective

5088C Cutaway Fusion
The Cutaway Fusion is known for its full. rich
bass response. The spruce top. edged with 1ed
and black binding make this guitar look as
good as it sounds. As with all Fusion Full Body
Guitars, the SOSSC s equipped with the
Alvarez System 500 pickup and LQ.

The Avarez Svsiem SO0 s the best piezo pickup
sesiem e tried. The Alvarez Nitist SUSSC knocked
us oul witlt irs great acoustic and clectric rones and
workmanship. 1t kicks butt on many more
exponsive instrioments. [es an incredible deal.

Guitar Plaver Magazine
Bantle of the Boxes, 1993

Whitiok Marketing Inc.

1755 Plummer Ave., Unit # 11
Pickering, ON
LI1W 3§81

The Alvarez System 500 is
the most advanced EQ
system available. It offers
* 15dB of gain on
separate bass, mid and
treble slider controls and
incorporates a
mid-contour control that
selects the active mid
center frequency. The
System 500 effectively
amplifies while
eliminating feedback and
howl. Also included are
an on/off switch and
volume control.




Crest Launches
CA6and CA9
Amps
Crest Audio has introduced the new CA 6

and CA 9 amplifiers.

The CA 6 and CA 9 offer levels of
performance and sonic quality previously
unattainable in their price category. The
CA 6 is rated (both channels driven) at 350
WPC (watts per channel) @ 8 ohms, 600
WPC @ 4 ohims, 750 WPC @ 2 ohms and
1200 W @ 8 ohms bridged. The CA 9 is
rated at 550 WPC @ 8 ohms, Y00 WPC @
4 ohms. 1000 WPC @ 2 ohms and 1800 W
@ 8 ohims/2000 W @ 4 ohms bridged.
Both amplifiers take up two rack spaces
and incorporate circuitry and technology
pioneered in Crest’s Professional Scries
amplifiers, used by many of the world’s
most successful touring companics.

CA amplifiers are designed 10 operate
with greater efficiency in difficult load and
power conditions, Crest’s IGM circuit
ensures trouble-free operation into 2 ohm
loads. and Crest’s higher efficiency design
maximizes output power under often less
than ideal real-world operating conditions
The twin tunncl-cooled heatsinks and
variable speed fans maintain the CA's
output transistors at a consistent tem-
perature to ensure longer life. The CA's

clip limiting circuit helps protect drivers |

and makes sure that sound integrity is
maintained in extreme overload con-
ditions.

Hohner CX-12
Harmonica

Recently awarded an Industrial Design
Award by the prestigious Design Center
Stuttgart, the CX-12 harmonica by Hohner
offers significant advances in their har
monica design. The resalt is an instrument
with better airtightness for improved sound
projection. a smoother slide action and
better reed response.

The CX-12 has fewer parts than its
predecessors. Its new moulded. one-picce
housing makes disassembly and reass-
embly for service and cleaning far easier.

Other advances incorporated in the CX
12 include greater durability and constancy
of pitch, and a new sleek design that belies
the traditional staid look of harmonicas,

The CX-12 is available in black. ivory
and maroon. as well as gold and silver
metallic.

For more information, contact: Hohner,
Inc.. PO Box 15035, Richmond.
23227-5035 (804 550-2700.
550-2670.

WA |
FAX (804) |

PRODUCT
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For more information. contact: Contact Distribution Ltd.. 38 Thornmount Dr.. #1.

Scarborough. ON M 1B 5P2 (416) 287-1144 FAX (416) 287-1204.

Multimedia Madness

Gives you a hands-on, see-for-yourself
approach that puts you on the cutting
edge of new products that provide in-
novative ways to use your computer.
You'll discover what graphics, sound,
MIDI, multimedia presentatlons, and
more are all about.

Plus, you get a valuable companion disk
and CD-ROM with nearly 500 mega-
bytes of working programs, demonstra-
tions, graphics, sounds, MIDI files and
multimedia presentations.

HSO50 % bk2-95

Understanding Fiber
OptiCS, Second Edition

Discover the componenets of a fiber
optic system: fibers, cables, and light
sources.

'Understanding

Fiber Optlcs

Learn about optical hardware: transmit-
ters, receivers, couplers and much more.

See firsthand how fiber optics affect your
life at home, in the community, at work
and in the future.

HSO24 %34.95

Jeif Hecht

To order:
Call 1-800-265-8481 or FAX (905) 641-1648
(24 hours, 7 days a week)
Please add 10% shipping & handling, 7% GST.

Music Books Plus
23 Hannover Dr., #7, St. Catharines, ON L2W 1A3
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W e CONSOLE SYSTEM.
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?6’@\“ features is
- e E’bes‘;’gi’;””e’ '39. ““The mic input circuitryis the  “I'm happy to report that the desk
- V' The amount remarkable low noise design maintains Mackie's reputation for
6 D) o b that first brought Mackie into  clean, quiet circuitdesign. Some of my
9 i g the spotlight.”” H&SR (UK) /34 tests, involving CDs, showed up the L sl len olveen
v control I | noise on the original recording quite i Epesius sl
g - RS 32e8 shown fnsteadof 2498)  clearly. Even witzout the EQ .
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versatile
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RT.los board's price
Angeles,CA may put its primary
market in the personal
studio and small project
‘gg studio, but it's crammed
with truly professional
features. Home recordists
can stay with the Mackie
8eBus as they upgrade
the signal from semi-professional to
that's fed professional gear,
T o thank§ to the
eharinel board’s ability to
strip and run either +4
conversely dBu.or -10 dBY . . g
operating levels. Everyone (and | ~“With excellent sonic quality,

““Amaz-
ing. Beautiful.
Sexy. I've been
waiting for six
years for someone to
come out with a mixer like

\ this.” JC. Charlotte, NC
\

allows you
to choose

““When | read
about your quiet’

selects the fan in your power
3 mean everyone) who saw the frequency response, your p
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- ix ;f;’e stuck around to héar it. ™ of inputs, plenty of ) it, | fell to my knees. When |
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your inputs. ‘. “The back of the board has appears at submaster PP, SaltLake City, -
It's ldeal for \_ 24 submaster/tape outputs  outputs 1, 9 and 17, which ur -
e, *\ incorporating a triple bus simplifies operations with &-,

situations

20 Jou ‘system normalling your 16- or 24-track recorders.””

submaster to tape ins on the  MiXmagazine 2/94
have stuff multitrack. When you send a J
playing live signal to submaster 1 output,

from a for example, it
sequencer

coming in ‘39-
on Mix B.”~
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edition 994

s Mackie Designs Inc 20205 144" Ave NE » Woodinville ¢ WA e 98072 ¢ 800/898-2211
FAX 206/487-4337 » Qutside the U.S., call 206/457-4333 » Represeated in 2 by S.F 09/363-88
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Soundtracs Topaz 8-Bus Console

Soundtracs has introduced the Topaz 8-bus
recording console. Available in 24- and 32- l - ; ‘ A
channel versions. Topaz features a dual-input 3 Fogm e . 373 3
inline design endowed with the sonic excel- . gt gt
lence and smooth. intuitive operation of the | ! EEeTEed
company’s most celebrated consoles. .

Unlike other boards in its class. Topaz " » 9“4
delivers tull 4-band equalization with dual
swept mids in addition to dedicated EQ on all
tape monttors. Topaz also provides Solo and
Mute functions on all tape monitors, another
unique feature that lets users get to the heart of
the problem quickly and casily in mixdown
situations.

An innovative "Floating Bus™ design allows
the mixer’s eight group outputs to be routed to
all 24 inputs of a tape machine without any re-
patching. Topaz is also one of the very few 8- f R B EEE DS
bus consoles to offer the option of fully AL LB IS B | W .
professional 12-bit high resolution VCA/Mute - . — ———— e
automation with 4.096 increments on each — . -
fader that eliminate “zipper noise”. An optional
meter bridge is available for both the 24- For more information, contact: Omnimedia Corp. Lid.. 9653 Cote de Liesse.
channel and 32-channel versions. Dorval. PQ H9P A3 (514) 636-9971. FAX (514) 636-5347.

IFIT'SNOT OBVIOUS WHY THESE SPEAKERS ARE
'STATE OF THE ART'...

FACILITIES: Sounds Interchange ¢ Manta/Eastern ¢ Chalet Studios * Cherry Beach ¢ Lacquer
Channel * MDI Productions ® X-IT ¢ Reaction Studios * The Power Plant * Canatron * Music Lane ¢
Forte Records (Jeff Healey Band) ¢ McClear Pathe Studios * Master's Workshop ¢ Film House ¢ CBC »
Studio 306 * Deschamps ® Geddy Lee (Rush) * EMAC Sound * TVO ¢ Round Sound ¢ Bist-Ley
Productlons * Inception Sound ¢ Sound Ideas ® Winwood Sound ¢ Fanshawe College ¢ F/X Corp ¢

or » Banff School of Fine Arts e Studio La Majeure ¢ Studio Intersession ¢+ Command Post ¢

renaked Ladies ® Anne Murray ¢ "Robo Cop" the Series ® Sound Track
olly Cole Trio * Blue Rodeo * Lawrence Gowan ¢ Marc Jordan ¢

ur cIients\Yve our SOTA ¥ because

“With'smooth l)«t{rtsp top end and soltd bottom end ﬁj& the most critical tool necessart/ for mastering” ‘ )
J Ted Carson, L , 0

\ ic Lane i
ERpR rtzcularly below 400Hz. Smootlfn the upper m:encies £
=t vid-Chester, Chalet Studio 1, : ]
: , ....our clzen | the same @
{
} 4

,ll D
lent momtors /.——\

i

AD( OM it B OFTHEM\

TEL: (416) 355 .
ELECTRONICS LIMITED FAX: (416 251-3977 TREFERE OUDS
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Yorkville Audiopro 3400

The Audiopro 3400 power amplifier, the
most powerful of the Audiopro series from
Yorkville Sound. is now available. The
AP-3400 delivers 1200 watts (Continuous
Average) per channel @ 4 ohms making it
ideal for sound reinforcement applications
involving larger speaker systems such as
Yorkville™s Elite series EX-2000 and SW-

1000 enclosures.

The 40 Ib.. two rack space AP-3400
utilizes the same two-tier design as
Yorkville's popular AP-3000 but is
optimized for 4 ohm speaker loads. The
AP-3000 output is 1200 watts per channel
into 2 ohms. Features include an Energy
Management System which monitors and

DEDICATED TO EXCELLENCE IN
MUSIC INDUSTRY EDUCATION

regulates AC current to maintain high
performance from 120 volt 12 amp circuits.,
Toroidal power supply for low hum and
lighter weight and switchable bass boost.
Providing clean sound with ample head-
room and rugged, reliable construction, the
AP-3400 is ideal for touring professionals
and installers alike.

For more information. contact: York-
ville Sound. 550 Granite Ct.. Pickering. ON
LIW3Y8 (905) 837-8481. FAX (905) 837-
8746.

Hipshot Bass
Tuning Machine

Hipshot has introduced the Hipshot Ultra
Light Mini Bass Tuning Machine. The
Ultra Light is sleek and compact and is
casily instatled on the smallest of 4-, 5- und
O-string bass headstocks. Its design allows
casy conversion from cither bass or treble
side applications. This climinates the
expense and hassle of double stocking.

The Ultra Light comes standard with the
traditional “clover leaf™ style or the more
contemporary Y™ shaped key. These also
can be changed at a moments notice to suit
customers’ needs. The Ultra Light is lighter
than most other popular mini pegs, yet
possesses a lull size 3/8" diameter string
post and a rugged full size worm and worm
gear to easily handle even the heaviest bass
strings. Available in chrome. black and
gold finishes.

For more information, contact: Hipshot
Music Products. 7726 Burnet Ave.. Van
Nuys. CA 91405 (818) 988- 5630. FAX
(818) 988-5680.
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Sennheiser K6 Series

Sennheiser has announced the introduction of a new
line of clectret microphones. This series, like its
predecessor. the K3U series. takes a modular approach
to bringing the user a versatile and high quality
microphone system.

‘The series” backbone are the K6 and K6P powering
modules for "AA™ battery or phantom power operation
respectively. Capsules available for this series are the
MEG62. ME64, MEGS. ME66, MEGT, MKE2-60 and the
MKE102-60. The ME62 and MEG64 are omnidirectional
and cardioid capsules ideal for interviewing situations,
the ME6G6 and ME67 are short and long shotgun
microphones for more directional pickup and the
MKE2-60 and MKEL02-60 arc omnidirectional
lavalicr microphones. The ME65 is a supercardioid
head that has the classic handheld look for on-camera
interviews. Their ability to take extremely high sound
pressure levels and their low self noise and high signal
to-noise ratio make these microphones ideal for any
type of situation ranging from outdoor interviews to
indoor concert recording. This series can be purchased
one picce at a time or all at once in an attractive carrying
case.

For more information, contact: Sennheiser (Canada)
Inc.. 221 Labrosse. Pointe Claire, PQ HYR 1A3 (514)
426-3013, FAX (514) 426-2979.
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Congratulating Canadian Musician on their 15th anniversary, as we celebrate ours.
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‘The art of
handcrafting fine
American made
musical instruments
continues at 'the
Heritage Company in
Kalamazoo, Michigan,
Heritage offers a full
line of instruments
from jazz guitars to
banjos and mandolins.
Send $4.00 for our
catalogue.

225 Parsons St,,
Kalamazoo, MI 49007

(616) 385-5721

Sold Through: Lasar Music Corp., P.O. Box 2045, Brentwood, TN
37027 (615) 377-4913 FAX (615) 373-4986.
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Samson Stage 33
Wireless

In order to ensure problem-ifree RIF reeeption over
greater distances, Saumson engineers have developed
Microprocessor True Diversity technology (patent
applied for) as part of the new Stage 33 Wireless
system.

This new computer-controlled circuitry constantly
scans incoming signals {rfom two antennas at very
high rates of speed and discretely chooses the
optimum RIF signal for perfect reception in any
situation. Microprocessor True Diversity empowers
Stage 33 with the performance-for-price that
TR T S distinguished Stage 22, Samson’s most popular

s " wircless system.
wa— Built-in dbx Noise Reduction provides ultra-quict
performance and excellent audio quality for a variety
of applications. The high-quality HT-3 handheld and
CT-3 belt-pack transmitters include an array of on
board controls such as Power On/Oft, Audio On/Oftt,
Mute and Audio Sensitivity. As with all Samson
Wircless systems, the Stage 33 is availuble with a
varicty of popular mic elements.

l‘or more information, contact: Omnimedia Corp.
1.d., 9653 Cote de Liesse Rd., Dorval, PQ HYP 1A3
(514) 636-9971, FAX (514) 636-5347. cM

avevon 4l | == -V\;O_RI.D VCvI.ASS
INSTRUMENT — ——— TRAINING |

THE CHANCE | | e . recoroinG ARTS |
TOSOUND oo ||

|
AS GREAT" A i
l

* MUSIC MANAGEMENT L
e RECORD PRODUCTION ‘
* COMPUTER GRAPHICS ‘
- e VIDEO PRODUCTION

‘ - e INTERACTIVE MULTI-MEDIA

AS IT CAN.

. : ATTEND SUMMER SCHOOL
Hl Rl RECEIVE $3000 IN
| -~ EDUCATION GRANTS"

*Some restrictions apply
¢ Financing available
¢ Full-time or parttime studies

¢ Excellent track record and
success

« 15 years of fraining excellence

World Class Pick-ups ' ’ . INSTITUTE of

and Electronics for
Acoustic Instruments f COMMUNICATION ARTS
| X 3246 Beta Ave., Burnaby,

l B.C. V5G 4K4
EXCLUSIVE CANADIAN DISTRIBUTION 298-5400

WES-CAN MUSIC SUPPLIES ' < Toll Free 1-800-664-1885

F ’SHMM &vﬁéﬁ&i,ﬂ é’c V4B 4273

TRANSDUCERS  (604) 538-6666, FAX (604) 538-9414 l
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SERVICES

TQRGRAY

Technology International Inc.

&
CASSETTE
PRODUCTION

1-800-668-0098

€D, CD ROM,
Cassettes, Puckaging,
Graphic Design & Printing.

/ N \’ My
— [ | —
T o359 L
PRUL ADAND MUSIT

GOS ONLY $1.73 EACH!

Including CO Prep. (1000 Units)

WITHIN 24 HOURS
REAL-TIME CASSETTE
DUPLICATION & PACKAGING

(216) 203-2649

PA.M.- 474 ADELAIDE §T, E., STE. 200
TORONTG, ON M5A TNG

GET SERIOUS!

CASSETTE - CD - GRAPHICS
MANUFACTURING
SERIOUS QUALITY

TOK SA TAPE « DOLBY HX-PRO
REAL-TIME DR HIGH SPEED

SERIOUS SERVICE

FAST DELIVERY « FREE TEST TAPE
CUSTOM GRAPHIC DESIGN

SERIOUS PRICES

VDLUME DISCDUNTS
WE ARE THE MANUFACTURER

ANALOGUE INDUSTRIES

TEL: (514) 878:8273 @

FAX: (514) 878-3633

SOUNDS FANTASTIC »

“Fast Turnaround, Great Prices"”

CDs
Digitally Duplicated
CASSETTES
Complete Printing
&
Packaging
teonovon' 1-800-363-TAPE

Tel: 613-726-1660, FAX 613-726-1609

GALBRAITH

High quality, low cost
publicity photo's — Fast.
+ Gloss or matte finish.
+ Colour or black & white.
+ As low as .89 per print.
+ Ask for your free customized
information kit
201 Dulferin St., Toronto, Ontario M6K 1Y9
(416) 5316913

CD COVERS OR
POSTCARDS

*320

IN FULL COLOUR

FOR MOKRE INTO  ADIACTON

——
a8 2000
5

CASSETTE COVERS

MAQUEIN ST W TORONTO ON

M6 1H1 (a1ns

b
e udiactor

4 Complete

Drum Method

presents ‘

Double Bass Vocabulary Vol. |
by jeff Salem

} Contains dozens of double bass drum
beats and fills Recommended by
Gregg Bissonette and Dom Famularo

Send cheque or Money-order

for $13 95 plus $2.00 for post [
(includes all taxes) to Me o w (Music
Educauon Workshop) « Box 1219 =
L Burlington, ON « L7R 4L8 |

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

M ' 8 c
MANUFACTURING
SERVICES

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

ATLANTIC OFFICE: (902) 492-1818

THE INDEPENDENT CONNECTION

GUITAR CONSTRUCTION SEMINARS -
Learn as you build during our 7 week
seminars. Housing included. Phone
(306) 759-2042. Timeless nstruments,
PO Box 51. Tugaske, SK SOH 4B0

Guitar Correspondence lessons specially
created for students with little or no
knowledge. Each lesson contains pow-
erful techniques and styles. Full details
to help you learn. Blues licks, Rock,
Chord Melodies, Theory, Improvisation,
etc. For information write to: HST. 7685
Edouard, Vitle LaSalle, Quebec, H8P 1T7.

Want to own your own music store?
Don’t miss this opportunity, owner retir-
ing after 36 years. Family owned busi-
ness specializing in rentals - printed
music - computer music applications.
Contact Jack at (514) 747-7188, B-Sharp
Music Ltd., St-Laurent, PQ.

UNIQUE one-of-a-kind custom made
SLINGERLAND MONSTER DRUM SET.
Vatued at over $25,000 Cdn. Sold to the
highest bidder. For your chance call
(416) 398-ROCK. NOW!

MARKET RESEARCH

Canadian Musicians Only! Must be 16
years old or older. Free electric-acoustic
strings (2). New Market Research com-
pany seeks input/survey on new strings.
Free J. D'Addario strings, free .008, .009,
010. No charge. no stamps to send.
Send full name, street, address, age, sor-
ry no city box offices, rural address - be
very accurate. Limit one offer to each
household. Send postcard or small letter
to. Northern Canadian Music Research,
Suite 409, 5060 Tecumseh Road East
Windsor, Ontario N8T 1C1.

BLUES!! HEY, CANADIAN BLUES FANS!
Our free blues catalogue contains: in-
structional guitar videos, cool blueswear,
hot compact discs, collectible posters,
books and more! Sizzling Productions,
Dept: CM, 500 Rosstand Road West. Box
#58059, RPO Thortonwoods. Oshawa,
Ontario L1J 8L6.

Guitar Repair! Parts, tools, and finishing
supplies for building and repairing gui-
tars, banjos, mandolins, and violins. Free
104-page catalog. Stewart MacDonald's
Guitar Shop Supply, Box 900Z, Athens,
OH 45701. 1-(800)-848-2273

Musicians looking for Bands/Bands
looking for Musicians. Every month find
over 300 musicians and bands in the
‘Rumble-Fish Musicians Listing™. To
piace a free ad call us (in Toronto) at
(416) 675-0113 or toll free (U.S. and
Canada) 1-(800)-465-6288

OPPORTUNITIES

Experienced and extremely dedicated

l

#79017, Concord, Ontario, L4K 4S8. (A
knowledge of MIDI/sequencing an asset).
No egos!

PROD

FREE SPEAKER CATALOGUE - Direct
mail order. Hundreds of raw loudspeak-
ers and accessories for Musical Instru-
ment, Pro Sound, Hi-Fi, Commercial
Sound and replacement. Famous brand
names. Q-COMPONENTS 638 Coiby Dr.,
Waterloo. DN N2V 1A2. (519) 884-1140

Renegade FM-1 Wireless Guitar Trans-
mitter. Assembled with input cable for
$74.95! (shipping and taxes extra) See
June 1993 issue of Electronics NOW

| magazine for details. Order RadioActive

|
|

vocal teacher sought for home lessons. |
Qualifications and professional mannera |

| RECORDING STUDIOS

must! For more details, reply to: 7777
Keele St., Unit #8, Box #79017. Concord
Ontario, L4K 458

FUNDS available for professional re
cordings, independent releases. video
etc. Unsigned bands get up to $15,000
For information send $10 to NOCORN,
599-B Yonge St., Suite 125. Toronto, ON
M4y 124

Talented amateur pop/rock songwriter
wishes to form partnership with same. If
you can fluently read and write music,
play keyboards, and are in your 20's, re-
ply to: 7777 Keele St.. Unit #8, Box

Transmissions (519) 974-0163, FAX
(519) 974-0165.

DOUG THOMPSON GUITARS: Unique,
handcrafted acoustic guitars from the
finest woods. Professional repairs since
1972. Box 841, Nelson, BC. V1L 6A5
(604) 359-7724.

Music software, all types. Calt today for
free catalogue 1-800-764-MIDI.

Alesis Adat digital 16 track plus 4 on
H.D., professionally designed studio, us-
ing Mackie, Neumann, and including
Mac, Performer, midi gear, Martin Boog-
ie. mix to digital, with or without engi-
neer. Rates as low as $12. Producer with
credits available. Adats also available for
rent. Call Andy Krehm, Siiverbirch Pro-
ductions, (416) 260-6688.
Post 407: 1-inch, 24-track recording stu-
dio. Where Toronto's hottest independ-
ent releases are coming from. $21.00 to
$28.00 per hour. Eventide Harmonizer,

| DAT, amps. guitars, drums. Mississau-
' ga (905) 891-2479.

| Established, professional artist availa-

| ble for portrait murals, backdrops, ban-
ners, logo design, custom artwork. Call
Signs By Charmaine (519) 421-2459.

| Music Industry Accounting - Experi-
enced bookkeeper offers accounting and
' financial services for smail and medium
industry organizations (and individuals)
| Call Pat McSweeney (416) 925-2489

\ FREE COPYRIGHT - protect your songs
' New manual reveals methods of free le-
gal copyright for songwriters. Send $7 to
NOCORN, 599-B Yonge St., Suite 125,
Toronto, ON. M4Y 1Z4.
PUNCH AUDIO: Canada's one stop
source for cassette, CD and video man-
ufacturing. From custom wound blank
tapes to a fully packaged product includ-
| ing 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, To-
ronto, Ontario, M5B 2A7.

CLASSIFIED RATES

IF YOU'RE LOOKING FOR AN INEXPENSIVE
WAY TO ADVERTISE YOUR SMALL BUSINESS
TO A LUCRATIVE MUSIC MARKET LOOK TO
OUR CLASSIFIED SECTION OF CANADIAN

MUSICIAN MAGAZINE. Rates: $.95 per
word. Minimum $15.00. Frequency

discount: 3 ads- 4%, 6 ads-8%, 12
ads-12%. Payment In Advance. Visa,
MasterCard & American Express
accepted. Contact Carolyn Kennedy,
Canadian Musician, 23 Hannover Dr.,
#7, St. Catharines, ON L2W 1A3 (905)
641-1512, FAX (905) 641-1648
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[ Who Has The

Creative Edge

In Music And
Video?

For more information contact Carman Guerrieri at



T
\'/ \\ \.

—— \

\lh
|

If you are unsigned and

would like to be a part of
Showcase, send us a éompiete bio,
glossy black & white photo and a
cassette of your music. Also include an
address and phone number where you
can be reached. Send your complete
package to: Showcase, Conadian
Musician, 67 Mowat Ave., #350,
Toronto, ON MK 3E3.
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STYLE: Rock CONTACT: Moist, PO Box
355, 1195 Davie St., Vancouver, BC
V6G 1N2

Now that the dust has settled in the
Seattle feeding frenzy, where are all the
A&R reps going to go next? If they're
wise, they’” cross the border to Vancou-
ver and get Moist.

Moist is David Usher (vocals), Jeff
Pearce (bass), Mark Makowy (guitar),
Paul Wilcox (drums) and Kevin Young
(keyboards) and they have been making a major impact on the independent music scene over
the past few months. They’ve crossed the country twice in the past year, recently signed with
EMI Music Publishing and are in heavy rotation nationally on radio and video.

Moist's 11-song Silver CD is best described as an alternative to Alternative. Their music is sty-
listically diverse, intelligent and sexual. By combining rock, power-blues guitar riffs and some
impressive pop harmonies with (yes) grunge, this band has successfully crossed the barrier
between “alternative” and “mainstream”. “Push” is a straight-ahead rock number with driving
guitar riffs and passionate vocals that rise and fall with a trenchant intensity. Where “Push” is
passionate, “Believe Me” is insidiously sensual. It is slower — almost soulful — with a Delta
R&B sensibility. The elemental bassline and '70s-inspired organ-like keys coupled with the emo-
tional urgency of Usher’s lead vocals show a musical maturity not often seen in a year-old band.
“Break Her Down” provides an almost voyeuristic view into personal relationships. Again, it is
the combination of passionate vocals, burning guitar and pounding drums that give this song
its characteristic Moist edge.

Moist has tapped into the emotions and concerns of the twenty-something post-boomers with
an intelligent, sensual and creative voice. This is a band that a generation can follow for years
to come.

RLOUOURNE g, HARD POETRY

STYLE: Hard-Folk CONTACT: Frantic Muse Productions, PO Box 93558, Nelson Park Post Of-
fice, Vancouver, BC V&E 417 (604) 681-1353

"Words with aftitude” is how Rick Colbourne describes Hard Poetry. Passion, conviction and
strength also come to mind when listening to this Don
Ramos-produced ten-track release.

Rick Colbourne & Hard Poetry have a decidedly
Canadian sound. It is that curious blend of acoustic
rock tunes with equal doses of folk and blues and o
heavy reliance on honest lyrics and harmonies. It is
very versatile and listenable — you know, Canadian!

Lead vocalist/guitarist Rick Colbourne is a multi
faceted character singer. He looks much like an ur-
ban militant but his appearance hides his poetic
nature and diverse musical abilities. With the musi-
cal accompaniment of Bill Briscoll (bass/vocals), lan
Noble (drums) and Janine Bracewell (guitar/vocals),
Hard Poetry add a simple acoustic depth with pleas
ing harmonies that characterize the sound of this re-
lease.

While much of Hard Poetry focuses on the social

and political issues of the day, Rick Colbourne attacks these issues with a humanistic touch that
gives each song a hopeful slant. The strident romantic musings of songs like “I Cry Out” offer a
release from the heavier, issue-oriented tunes of social consciousness. “I've Got Desire” gives a
brief glimpse of Colbourne’s vision and creativity that hits the listener in a very personal way
Perhaps this explains why the track has been featured on the full-length Canadian film, The
Lotus Eaters. The west coast and the film industry have embraced the simple sounds of Rick
Colbourne & Hard Poetry. In a short time, the word will spread nationally on this

multi-talented group. cM
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“SABIAN cymbals are a huge part of
my sound. Pearl Jam music is really
rhythmic, so rather than play a lot
of drum fills, | splash and crash lots
of accents or play heavy on my
Ride and Chinese cymbal to tie
everything together. | really like the
contrasts | get by mixing up the
small Splashes and 14" AAX Mini
Chinese with the bigger Crashes
and AA Chinese. That mix of small
and big is really dynamic.

The 20" AA
Chinese is a total
contrast to
everything else.
It's so raw... like
a guitar in over-
drive. Just hit it -
there's a real change of

il \
Wad

\

Having SABIANS on both sides of
my setup has really opened up

focus. It's great for riding, or
crashing to start or finish a fill.

You can see that I've got the
8" AA and AAX Splashes and Mini
Chinese by my Hi-Hat. Having
cymbals on both sides of my setup
has really opened up my playing...
I'm doing lots of two-handed cym-
bal patterns and fills, like rolling
from the snare to the Hi-Hat and up
to the Splashes. Or nailing the Mini
Chinese and the snare at the same
time... what a great sound.”

For more info on SABIAN cym-
bals and the setups of leading

drummers, see your SABIAN

dealer or contact us

directly for your free copy

of this year’'s SABIAN
NewsBeat Catalog.

SABIAN

\\.\ k A 14 AAX Mini Chinese
B 8 AAX Splash
AR & s )
AAX
AAX AAX
AAX
AAXM ( y////(// \_// (s
\ e HEAR THE
I T 16 AV DIFFERENCE.
\‘\*\ \ SABIAN Ltd.. Meductic, New Brunswick, Canada EOH 1LO
\‘.\\/‘, \\\“ Y Tel: (506) 2722019 Fax: (506) 272-2081
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