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Don’t get left behind 
Call Today 
Availability of programs varies between campuses 

Hands-On Training 
The Hfnrmqfinn A 

for 

In Less Than One Year 
Earn A Diploma In / 
Either: Â 

> Multimedia 
► Recording Arts 

> Film & TV Production 
►Media Business 
Administration 

• Multimedia facilities 
• Financial assistance 
to qualified students 
Professional labs ç 
Job placement assistance * 
Limited enrollment 
Next start-up: Soon! V 

TREBAS 
INSTITUTE 

305-112 East 3rd Ave., 
Vancouver, B.C. 
Canada V5T 1C8 
(604) 872-2666 
trebasv@direct.ca 

410 Dundas St. East 
Toronto, Ontario 
Canada M5A 2A8 
(416) 966-3066 
trebasto@total.net 

451 St-Jean St. 
Montreal, Quebec 
Canada H2Y 2R5 
(514) 845-4141 
trebasmtl@total.nel 

www.trebas.com 

DEVELOPING PEOPLE FOR THE DIGITAL MEDIA THROUGH TRAINING SINCE 1979 





Think 
Twice 

Before you buy any other DAT recorder. 

The DA-302 Dual Dat Recorder doesn’t just double your DAT power, it actually multiplies it. 

Think of the possibilities! Two masters at a pass, timecode clones, and functions impossible for 2 solo 

units — like independent or continuous operation for up to 8 hours of record/play power. And for 

the first time — high speed DAT dubs. With TASCAM’s Append Dubbing function, you 

can start dubs at any location on the master. And of course its got the connections you 

need for digital transfers and archiving. Twice the power, twice the speed, and at $2999, 

it’s twice the value. That’s only half the story — call TASCAM FaxBack at 800.827.2268 

and request document #2420. We’ll get back to you on the double. 

RAxeAc« 

2420 
REQUEST 
DOCUMENT 

TASCAM. 
Take advantage of our experience. 

©1997 TEAC America. Inc., 7733 Telegraph Road. Montebello. CA 90640 (213) 726-0303 • TEAC Canada Ltd., 5939 Wallace Street. Mississauga, Ontario L4Z 1Z8 Canada (905) 890-8008 
TEAC Mexico. SA de C.V., Privada Corina #18, Colonia del Carmen, Coyoacan, Mexico D.F. 04100 (525) 658-1943 
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Mid-sized Front Of House speakers seem 
awfully expensive, don't they? 

We agreed. So we decided to build an 
"Economy System". 

We envisioned a compact three way 
enclosure with crisp highs, powerful mid¬ 
range and uncompromised bass response. 
Yet one that could fit a conservative budget. 
It's called the SX18. 

The heart of this new system is the 
brand new MSX mid-range driver. We added 
a decade of experience to the patented 
principles and superlative performance of 
the renowned M200. The MSX is the result. 

From the solid aluminum, time 
compensated phase plug to the high 
modulous pure kevlar diaphragm, you'll find 
a driver technology and sound quality so 
advanced, you'll think others were found in a 
museum. 

Cut away view of the MSX Mid Range Driver 

The system is completed with our ferro fluid 
cooled high frequency driver, a perfectly 
matched pair of acoustic waveguides and a 
rock solid vented box, driven by a vented-
cavity Kevlar 18" woofer. 

The switchable active/passive internal 
network allows you to work this system with 
processors and our new SX SUB in a wide 
variety of high performance configurations. 

And since we met our conservative price 
target, you could say it's economical. 

But it's no "Economy System". 

/DAMSON 
HEAR IT AGAIN. FOR THE FIRST TIME. 

Adamson Systems Engineering 
Toronto • Canada 

Adamson Systems Engineering 332 Fairall St. Ajax. ON, Canada L1S 1R6 Tel:(905)683-2230 Fax:(905)683-5414 
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THE WORLD’S ONLY MULTI-EFFECTS SYSTEM 
IN A GUITAR PEDAL 

P 24 Different Effects, Up To 
24 User-Program 9 Simultaneous. 
Memory Locations. 

Stereo Line Output/Headphone 
Output With Master Level 
Control. 

Reverbs, Delays, Chorus, 
Flanger, Pitch Shifter, Doubler, 
Compressor. Limiter, Auto 
Wah, 4-Band EQ, 8 Analog 
Distortions, Amp Simulator. 

DC (9V) Battery-
Powered & Optional 
AC Power 

B Input For Optional Zoom FP01 
Expression Pedal For Full 

2-Octave Pedal Pitch Bend, Pedal 
Wah & Volume Control. 

Acoustic 
Guitar 
Effect 

'ÿ Auto-Chromatic 
Tuner. 

Easy "Key-Touch" 
Programming. 

New Zoom ZFX-2 Digital 
Processor For CD-Quality 

Sound. 

& Also available for bassists 
as the ZOOM 506. 

Twin Pedals For Easy 
Up/Down Access To 
Programs And Bypass. 

Effects Include Many 
Variations So You End Up 
With Hundreds Of Sounds. 

24 DIFFERENT EFFECTS 
(Up to 9 useable simultaneously) 

$I99cdn SUGGESTED RETAIL 
(Obviously we don’t charge by the effect) 

THE ZOOM 505 GUITAR MULTI-EFFECTS PEDAL 

ZOOM is distributed in Canada by omnimedia®vr4;XDiK4GR® 
1875 55th Ave., Dorval, PQ. H9P 2W3 Tel: (514) 636-9971 • Fax: (514) 636-5347 





Write To Us! 
Address your letters to FEEDBACK, 

c/o Canadian Musician, 
23 Hannover Dr., #7 

St. Catharines, ON L2W 1A3 
FAX: (905) 641-1648 

INTERNET: info@nor.com 
WWW- http://nor.com/cm 

Ashley MacIsaac Fan 
Dear Canadian Musician: 

After I read about Ashley MacIsaac and then saw him live in 
Kingston, ON, I immediately became a fan. At the concert on 
September 10, 1996, he gave me his touque and he wore the 
Cookie Monster button which I offered him. He wore it through the 
entire concert. He is someone I look up to and have the most 
respect for and is someone I would love to meet someday soon. 

Anyways, I was wondering when you guys are going to do an 
interview with him or if one has already been done, what issue was 
it in? 

Ashley MacIsaac Fan, Antonio lielsham, Kingston, ()i\r

*Ed: A story was done on Ashley MacIsaac in the January/February 
1 996 edition of Canadian Musician. Back issues can be ordered by 
contacting: Canadian Musician Back Issues. 

Canadian Musician Missing Metal? 
Dear Editor, 

I'm the guitarist/singer of Necropolis Rising, a band that is 
distributed on Relapse and Wild Rag Records in North America. I 
bought your magazine and found nothing relevant in it to the 
underground metal scene. Unfortunately there isn't a magazine 
like yours for our scene. If you could include this in future issues 
and notify me, I would surely spread the word around and tell 
people to buy your magazine. 

Chris Rond o] East Rochester, N1 

“Ed: Canadian Musician tries to focus attention on all types of 
music in our magazine, but for unsigned bands/musicians we use 
our Showcase department to give exposure to all styles of 
underground music. See the Showcase section at the back of this 
issue for more details. We accept CDs and cassettes from anyone. 

How to use a microphone: 
Over the past several years, we have been spending incredible amounts of 
time and energy trying to get people to understand microphones, how they 
work and more importantly, how to make a proper decision when faced 
with buying a mic. 

During our most recent series of 'We Hate Feedback' clinics, we have 
been asking people to bring their mies with them 'on stage' to properly 
compare them with ours. We firmly believe Audix mies offer superior 
rejection to all others and are pleased to say, we have yet to find another 
mic that compares, save an old Sennheiser MD431 that was quite a good 
but unfortunately, discontinued. 

To test a mic, what we do is talk around these mies and actually listen to 
what the mies are doing. The operative here is 'listen to the mic' and his is 
where I have a problem with Mr. Parsons article. First — read the Audix 
review in the Winter 1997 issue of Professional Sound. Next, get a pair of 
headphones, and listen to the following: 

Take a cardioid mic like a Shure SM58. You are right, it is sensitive from 
the front but as you move off axis, you will notice that you can still be heard. 
You will also notice that a lot of gain is still entering the mic at the sides and 
although reduced, the signal is still present at the bottom, where your hand 
holds the mic. This is a typical cardioid. 

Now switch to a super-cardioid like the Beta 58. You will notice more 
gain (don't be fooled — louder does not mean better, that is why consoles 
have trim controls and pads). Adjust the pad and now listen as you talk from 
the front, to the sides and around the bottom. You will notice tons of gain 
at the front then the mic will go dead at the side and then, the level will once 
again reappear when you speak into it from the bottom/back. The article 
states that super-cardioids have better rear rejection than hypercardioids 
when in fact, this is absolutely false. Super cardioids like the Beta 58 have 
a huge rear lobe which makes positioning monitors somewhat more 
challenging and is cause to a lot of feedback. In fact, Shure go as far as 
providing a monitor position template (made of cardboard) to ensure that 
the monitors are placed correctly. 

Now, try an Audix >OM3 or OM5 and listen. You will notice tons of gain 
at the front, and virtually nothing on the side ond at the back. Be very 
careful! I tested another hypercardioid a few weeks ago when I was in 
Montreal at Italmelodie Music and I could not believe the audacity of some 
manufacturers printing 'hyper' on a mic when in fact, it performed like a 
flawed cardioid. 

My point: Don't believe anyone (except me!) when it comes to 
microphone patterns. Listen, then make a decision. This is not Mr. Parsons 
fault, he has simply fallen into the same trap of believing what should be 
credible information from less than credible sources. 

PeterJ anis, Director, Sales & Marketing 
Cable l ek Electronics Ltd. 

Why Should I Pay A Lawyer To Review Basic Contracts? 
A connected attorney can open doors. Once 
an offer is on the table, the lawyer's role is 
even more pivotal. I receive between 20 and 
30 calls a week from people who 
consummated deals on their own. Most are 
now looking to back out. When I ask why 
they didn't call me earlier, the answer is 
always the same: "I couldn't afford it," or "I 
didn't want to spend the money." Now it will 
cost many times that in attorney and court 
fees, energy and man hours to fight it out— 
without any guarantee of results. 

There are many types of agreements. 
Bands often hire personal and business 
managers, attorneys, agents, producers, 
engineers and accountants, all of whom take 
percentages. Failure to implement an 
organized plan could spell financial disaster 
for the artist(s). These contracts should be 
negotiated and drafted with great care and 
in accordance with a master budget. 

As for a record deal, only one out of every 
eight distributed albums will break even. 
Because the odds are against recoupment 
are so high, the labels pad their contracts 
with hidden payback provisions. These 
include manipulating the definition of "net 
profits,"cross-collateralizing losses between 
territories, insisting on future options at little 
or no cost to the label, and tying up other 
rights, such as management and publishing. 

No artist should negotiate his/her own deal 
unless he intimately understands these issues. 

I have a musician client who drafted an 
Artist/Personal Management agreement. He 
photocopied a form contract and made a few 
changes. As he was about to sign, he decided 
to ask me to look it over. Keep in mind, most 
store-bought forms are written by label or 
producer's attorneys, and are wholly one¬ 
sided. His contract granted the new manager 
unconditional power over all artistic and 
business decisions for the next five years, and 
38 per cent of future of profits. By his own 
hand, my client was toying with professional 
suicide. 

Inversely, don't work without a written 
contract. Though oral agreements are 
generally binding (some exceptions), they're 
very tough to prove. How do you verify a 
private conversation? Even if the contract is 
established, what were the terms? Oral 
agreements are fertile ground for convenient 
memories, especially if there were no 
witnesses. I recently heard from a composer 
who worked under an oral contract for nine 
months. His music was used in several films, 
and he was never paid. When he tried to stake 
a claim, the production company told him the 
agreement was "unlimited use of our studio in 
exchange for unlimited license of your music. 
Straight barter." He had been using the studio, 

at will, for most of the year. It will now cost 
thousands, and probably take years, to try the 
case in court. The decision will likely be made 
by jurors who don't understand the music 
business. My best advice: Subscribe to the old 
adage, "oral agreements aren't worth the 
paper they're written on." 

Last, I'm a huge advocate of the arbitration 
clause. It's only enforceable if in writing or both 
parties admit it was part of their oral 
agreement. Litigation favours the rich. Large 
companies use pre-trial techniques that can 
cost their opponents so much money, they're 
forced to drop the suit. Arbitration evens the 
playing field, since it's quick, painless, 
affordable, and in most cases, final. 

In all, contract drafting is tricky and requires 
specialized knowledge. If you don't have it, 
seek out an experienced entertainment 
lawyer. If your album hits, you could save rights 
and money on the back enc. If you do handle it 
yourself, remember these general rules: It's 
presumed that signed documents were read 
and understood. After you sign, it's too late to 
change your mind. An unfair deal, by itself, is 
not sufficient reason to back out. 

Michael Heicklen is an entertainment attorney 
based in Tanana, CA. He represents artists, labels, 

film production companies anil distributors 
throughout the US and abroad. 
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WINNER 

Russell Gelhorn, a 16-year old Winnipeg 
resident that attends Miles MacDonell 
Collegiate, won an Epiphone Les Paul 
guitar in the Canadian Musician June 
issue contest. Here is some information 
on Russell in his own words: "My musical 
history began with the piano. I obtained 
grade four Royal Conservatory. Later, in 
junior high, I started to play the clarinet. 
However, an opportunity came to play 
the alto saxophone and I've been playing 
it for four years now in my high school 
concert band. More recently I have 
started composing my own music, mostly 
for fun. I recently started learning the 
guitar. I was happy playing my friends' 
guitars until I won the contest. I had been 
saving my money for some time to buy 
my own guitar, but fortunately I won one. 
I have become more serious about the 
guitar and I plan to start my own band 
in the future. In the meantime I'm happy 
to take lessons and to sit in my basement 
perfecting my skills." 

Education 
Canadian Voicecare Foundation 
"Care of the Professional Voice" 

Symposium 
March 25-30, 1998 

Banff Centre, Banff, AB 
Five days of voice-related pres¬ 
entations and master classes suit¬ 
able for artists and practitioners. For 
more information contact: Canadian 
Voicecare Foundation, 2828 Toronto 
Cres., NW, Calgary, AB, T2N 3W2 
1-888-284-9590, FAX (403) 289-
4988. 

Showcases 
The following are listings of upcoming showcases that give musicians/bands 
a chance to be exposed to music industry representatives who can help in 
many ways. 

Hamilton Music Scene '97 
Hamilton, ON 

November 20-23, 1997. 

• conference, exhibition, showcases, 
compilation CD. Over 200 exhibitors, 
1 5 clubs and theatres, 30 seminars, 
guest speakers—featuring artists, 
record companies, distributors, pro¬ 
moters and radio. 

Sheraton Hamilton - Hamilton 
Convention Centre - Local Venues. 

(905) 389-9962 
FAX (905)389-9962 

Canadian Music Week 1998 
Toronto, ON 

March 5-8, 1998 

• showcase of 350 bands, confer¬ 
ence, festival and awards. 

For more information contact: 
Canadian Music Week, 

5399 Eglinton Ave. W. Suite 301, 
Toronto, ON, M9C 5K6 

(416) 695-9236 
FAX (416) 695-9239 
cmw@tor.hookup.net, 
http://cmw.com/cmw 

North by Northwest 1997 
Portland, OR 

October 16-18, 1997 

• showcase of 300 bands in 20 clubs 
over 3 days, plus a music and 
multimedia conference. Conference 
held in Portland, OR at the Portland 
Hilton Hotel. 

For registration information: 
North by Northwest, 

Box 4999, Austin, TX 78765 (512) 
467-7979 

FAX (512) 451-0754 
http://www.nxnw.com 

North by Northeast 1998 
Toronto, ON 

June 11-13, 1998. 

• showcase submission deadline: 
November 3, 1997 to February 2, 
1998. 

To receive a showcase application 
form (available in October) contact: 

(416) 469-0986 
FAX (416) 469-0576 
http://www.nxne.com 

Financial Aid 
This section lists places where money can 
be found to assist a musician or band in 
touring, producing videos and for other 
projects. 
VideoFACT provides financial assistance 

towards the production of a music video. 
Requests for financing may come from 
record companies, record producers, 
video directors and artists. For more 
information contact: VideoFACT, 151 
John St., # 508, Toronto, ON, M5V 2T2 
(416) 596-8696, FAX (416) 596-6861. 

The federal and provincial governments 
have grant programs set up to assist 
musicians if requirements are met. The 
grants must be applied for by specific 
deadlines with a completed application. 
Contacts for some of the Arts Councils 
in Canada: 

Canada Council for the Arts 
350 Albert St. 

Ottawa, ON KIP 5V8 
(613) 566-4414 or (800) 263-5588 

FAX (613) 566-4390 
http://www.culturenet.ca/cc 

Ontario Arts Council 
151 Bloor St. W„ 6 th Floor, #500 

Toronto, ON, M5S 1T6 
(416) 961-1660 

Toll-free (800) 387-0058 Ext. 7450 
FAX (416) 961-7796 
E-mail info@arts.on.ca 

Manitoba Arts Council 
93 Lombard Ave., #525 
Winnipeg, MB R3B 3B1 

(204) 945-2237 
FAX (204) 954-5925 

http : //www .net-mark.mb.ca/netmark/MAC CANADIAN I O MUSICIAN 
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Get rid of those cumbersome floor wedges. 

Get ready for the personal monitor that will forever 

Ex¬ change the way you play live music: the Shure 

PSM 600 Personal Stereo Monitor. 

The PSM 600 features Shure's revolutionary 

MixMode technology. It lets you control the mix 

between you and the rest of your band, allowing 

you to raise or lower your own instrument (or voice) 

at will, relative to the others. The PSM 600 sets a 

new standard for sound quality, as well. The sound 

is full. Clear. Consistent. 

Best of all, the PSM 600 costs thousands less 

than you’d probably expect, in both wired and 

wireless versions. 

www.shure.com 

u-

a 

I 

PSU&X rrtitm otr SHUW 

. Introducing The Shure 
PSM 600 Personal Stereo 

Monitor Systems 

IT’S GOlHG 
TO TURK 

UH MUSIC 
ON ITS EAR 

SHUS^E 
A.C. Simmonds & Sons 
580 Granite Court, Pickering, ON L1W 3Z4 
Tel: (905) 839-8041 Fax: (905) 839-2667 
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Pacific Circle Music 
Convention 
Sydney, Australia 

September 20-25,1997 
61.2.9380 6864, FAX 61.2.9380 6754 

14th Brazilian 
International Music Fair 

Expomusic 1997 
Sao Paulo, Brazil 

September 24-28,1997 
5511 210-0661, FAX 5511 21 -0661 

Australian International 
Music Show 
Sydney, Australia 
October 2-5, 1997 

(613) 9867 4222, FAX 613 9867 4111 

Nashville Entertainment 
Association 

Nashville, TN 
October 9,1997 
(615) 591-2442 

North by Northwest Music 
and Media Conference 

Portland, OR 
October 16-18,1997 

(512) 467-7979 
http://www.nxnw.com 

Midwest Regional Folk 
Alliance Meeting 

Grand Rapids, Ml 
October 17-19,1997 

(202) 835-3655 
http://www.hidwater.com/folkalliance/ 

Philadelphia Music 
Conference 
Philadelphia, PA 

November 5-8,1997 
(215) 587-9550 

http://gopmc.com 

Northeast Regional Folk 
Alliance Meeting 

Split Rock, PA 
November 14-16,1997 

(202) 835-3655 
http://www.hidwater.com/folkalliance/ 

Percussive Arts Society 
International Convention 

(PASIC '97) 
Anaheim, CA 

November 19-27, 1997 
(405) 353-1455, FAX (405) 353-1456 

http://www.pas.org 

Hamilton Music Scene '97 
Hamilton, ON 

November 21-23,1997 
(905) 389-9962, FAX (905) 389-9962 

Atlanta International 
Band and Orchestra 
Conference/Southern 
Music Conference 

Atlanta, GA 
December 3-6,1997 

(770) 492-1551 

25th Annual 
International Association 

of Jazz Educators 
Conference 
New York, NY 

January 7-10,1998 
(913) 776-8744, FAX (913) 776-6190 

Georgia Music Educators 
Association Annual In-

Service Conference 
Savannah, GA 

January 23-31,1998 
(770) 472-4632, FAX (770) 472-4213 

East Coast Music Awards 
Halifax, NS 

January 29-February 1,1998 
(902) 423-6376 

music@ecma.com 

Texas Music Educators 
Association Convention/ 

Clinic 
San Antonio, TX 

February 11-14,1998 
(512) 452-0710, FAX (512) 451-9213 

10th Annual Folk Alliance 
Conference 

Memphis, TN 
February 12-15,1998 

(202) 835-3655 
http://www.hidwater.com/folkalliance/ 
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Extravaganza 
Nashville, TN 

February 18-21,1998 
(615) 327-4308 

Canadian Music Week 
Toronto, ON 

March 5-8,1998 
(416) 695-9236 

Canadian Music Industry 
Conference/Music and 

Multimedia Show 
Toronto, ON 

March 5-7,1998 
(416) 695-9236 

South by Southwest Music 
and Media Conference 

Austin, TX 
March 18-22,1998 
(512) 467-7979 

Annual Greater 
Southwest Guitar Show 

Dallas, TX 
March 21-22,1998 
(972) 243-4201 

http://www.guitarshow.com 

Annual Brass Conference 
New York, NY 

March 27-29,1998 
(212) 581-1480 

http://www.membersaol.com/chascolin/ 

Music Teachers National 
Association Convention 

Nashville, TN 
March 28-April 2,1998 

(513) 421-1420 
http:/www.mtn.com 

North by Northeast 1998 
Toronto, ON 

June 11-13,1998 
(416) 469-0986 

http:/www.nxne.com 



engineering credits include Barbara Streisand. 
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Humberto’s recorded 

better work. That's why Humberto 

160S dbx Stereo uses 

Compressor. He knows that he has 

the music industry's most versatile 

robust compressor. With the engi 

neering on the inside to match the 

gorgeous architecture of the exteri 

or, the 160S almost does it for you. 

i’ou see, when you publish a dynamic 

ige spec of greater than 127dB, and 

'ou trademark a new VCA architecture. 

it. Especially 

when your name is dbx. We started the 

commotion 25 years ago. and have been 

the standard ever since. The 160S is the 

deserving heir to the heritage that comes 

with the dbx name and the 160 family of 

compressors. The 160S is destined to be 

the industry benchmark for decades to come. 

Again. Visit your dbx dealer today and audition it for yourself. Humberto did. In fact 

it sounded so good he wouldn't give it back 

Celine Dion. Michael Jackson 

well, you better mean 

Stewart, Natalie Cole .... you name 'em 

Soundcraft Canada • 9629 Clément • Lasalle, Québec, Canada 118R 4B4 
Toll Free Tel: (888) 595-39661 Fax (800) 790-2000 
Local Tel: (514) 595-3966 / Fax: (514) 595-3970 • 

E-Mail: info@soundcraft-canada.com • Web: http://www.soundcraft-canada.com 

'em. His gear 

All through the audio industry people are talking. The big people. People like 

Humberto Gatica. They know what it means when a truly superior product comes 

along. It makes the job easier. It makes the client sound better. It gives the produc¬ 

er a little peace of mind. Humberto has been down the road once or tw ice; recent 
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'After I used the 160S once, I knew I wouldn't consider doing another project 

without it. It's in the top spot in my rack, dbx has done it again." 

Humberto Betica 

PROFESSIONAL PRODUCTS 
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NO ELECTRONIC .CROSSOVER REQUIRED FOR 
BIAMPLIFYING OR ADDING A SUBWOOFER. 

Large 90 X 40 degree horn 
PROVIDES SUPERIOR HF CONTROL. 

15" Ferrofluid-coöled woofers with 
EXTREME PUNCH - EVEN AT MAXIMUM OUTPUT. 

IGH QUALITY CROSSOVER COMPONENTS 
FOR MAXIMUM RELIABILITY. 

ITANIUM HF COMPRESSION DR 

Switch selectable operating mode 
Passive or Biamplified. 

FOR EXTENDED HIGH FREQUENCIES. 
• J HF LEVEL SWITCH TO ADAPT TO DIFFERENT 

ACOUSTICS, VOICES OR MUSIC STYLES, 
• 

Bulletproof PowerSense™ 
DDP PROTECTION CIRCUITS. 

Trapezoidal shape for compact arrayability. 

Rugged steel handles and steel input 
PANELS FOR EXTREME ROAD-WORTHINESS. 

Built-to-last HEAVY DUTY ENCLOSURES. 

FtVE YEAR GUARANTEE. 
• 

XLT™ Loudspeakers. For Pros. 
See your Community dealer for a demo. 

Community 
PROFESSIONAL LOUDSPEAKERS 

Distributed in Canada By: 
White Radio Ltd., 940 Gateway Dr., Burlington, ON L7L 5K7 

TEL: 905/632-6894 FAX: 905/632-6981 http://www.whiteradio.com/audio/audio.htm 



by John Albani 

Jann Arden - Happy 
(A&M Records) 

Three years after Living Under June comes the new album Happy. 
This is absolutely my favourite album of the year. I've always been 
knocked out by Jann's work in the past but this has to be her best 
yet. 

Once again Ed Cherney has been called back to produce with 
Jann ond again cream of the crop musicians were brought in for 
this record. Jeffrey "C.J." Vanston (Tina Turner, Joe Cocker) returns 
on keyboards, as does Kenny Aronoff (John Mellencamp, Melissa 
Etheridge, John Fogarty) on drums, Mike Lent (k.d. lang) on bass, 
and Russell Broom on electric guitar. 

Other musicians include Jim Keltner (John Lennon, Travelling 
Wilbury's) also on drums, Jennifer Condos (Bob Dylan, Don Henley) 
on percussion, Greg Leisz (k.d. lang, Joe Cocker, Brian Wilson) on 
bass, Mark Goldenberg (Jackson Browne, Brian Wilson) on acoustic 
guitar and Lenny Castro on electric guitar and percussion. The 
beautiful background harmonies are by Lin Elder and Dillon 
O'Brian. 

I have long been a fan of Ed's productions (Rolling Stones, 
Bonnie Raitt). Happy is again a really well recorded and mixed CD. 
Ed has kept the backing tracks lush and well placed while spacing 
Jann's voice across the stereo field without any audible, typical 
effects. Rather her voice sounds natural and dynamic. 

This time Jann is a little more laid back but has really jumped 
forward with her vocal abilities. This especially comes through on 
the first single entitled "The Sound Of" which has a great melody 
and like the other tracks, brilliant lyrics. Every song on this album 
could be released as a single and I'm sure, climb the charts. 

Other notable tracks include "I Know You", an up tempo tune 
which I'm sure will be another single. "Holy Moses" has a 
percussion and subtle backing track supporting a brilliant haunting 
vocal. "Wishing That", has a wonderfully recorded drum kit. 
"Saved", "Shooting Horses" ond "Weeds" all show off Jann's 
remarkable lyrics, melodies and vocal dynamics. My favourite has 
to be a song colled "Ode to a Friend" which through lyric and 
melody brought a lump to my throat. This song is outstanding. 

In a letter that came to me with the advance cassette, Jann 
states she found difficulty in writing this album because she didn't 
think she had anything to say but soon found out she did. 

Jann has always had an incredible ability to bring to mind the 
most vivid images through her lyrics but this time, for someone who 
didn't think she had anything to say, she has outdone herself. 

After listening to this record, I'm convinced she could tell me, 
in the most beautiful way, that my house was on fire and without 
a moment's hesitation I'd walk right into the flames. She is truly 
gifted. You simply must get this record. 

Lori Yates - Untogether 
(Virgin Records) 

[ori 

Lori's second album Untogether is filled with hypnotizing 
grooves, cool drum loops and bass lines, and some interesting 
effected backing tracks which, for the amount of effects used, were 
very well thought-out and placed into the mix. The album was 
written and produced over the past year in Toronto as a result of 
a collaboration between Lori and a production team known as 
Opium Concepts who are John Gilbert, Domenic Macri and Eric 
Ratz. At first Lori wasn't sure about getting together with the trio 
fearing they might just be a group of keyboard and computer 
geeks and could not possibly have anything in common. Well 
nothing could have been further from the truth. The union became 
a well needed change Lori was looking for. 

They set up drums, bass, keys and a DAT machine and started 
jamming out ideas. After about three weeks, 60 or more songs 
started to develop hands and feet. Until then, no lyrics were 
written for any of the songs but the newly developed partnership 
between the four totally inspired Lori to create. 

Her melodies and lyrics are perfectly matched to the dreamy 
compositions created by John, Domenic and Eric. 

The album was recorded and mixed by Opium Concepts in 
Toronto at Phase One Studios and Hardcore Productions. 

Lori's lyrics are all about personal experiences which seemed 
to have led to her not so much wanting but needing a real positive 
change to her life. This most assuredly is realized through the 
making of Untogether. The title seems to be contradictory since 
she says she has never been more together in her life. 

The first single, "Lost Highway", has one of many dance 
grooves and a very melodic chorus that grows on you the more 
you listen to this record. Other possible singles could be 
"Frequency", "Winterland", title track "Untogether" and 
"Superstar". 

Altogether this album is a wonderful blend of passionate lyrics 
and melodies with today's technology. Another album I can't seem 
to stop playing. 



dEUS - In A Bar, Under The Sea 
(A&M Records) 

dEUS are: Julie De Borger - drums and vocals, Klass Janzoons -
violin and vocals, Tom Barman - vocals and guitar, Stef Kamil 
Carlens - bass and vocals and Craig Ward - guitar and vocals. 

This is a band of five Belgians who've come up with an album 
containing pop, rock 'n' roll, experimental and folk sometimes all 
in the same song. As far as lyrics go, I'm not sure what they are 
talking about one minute and the next listen through I hear some 
thing completely different. They are definitely, musically and lyricly, 
surreal. dEUS takes you through a kaleidoscope of sounds and 
textures. In A Bar, Under The Sea has, at times, great commercial 
melodies and grooves along with the insertion of violins, trumpets, 
trombones, loops and I even think I heard the kitchen sink for a 
moment resulting in qu.te an organized racket. 

You can hear musical styles like The Smashing Pumpkins, The 
Clash, Portishead and The Flaming Lips, to name a few. They 
recorded some vocals through amps, distorted violins and drums 
and experimented with various other sounds all making up a very 
interesting sounding recording Their bio talks of their "belief that 
the strange collection of noises in their heads might well find 
echoes in the neads of others". (Ok! It's all becoming so clear to 
me now.) 

dEUS was formed when guitarist Tom Barman, who had just left 
a career as a Belgian bronze medallist squash player and was in 
a band named dEUS who performed mostly Velvet Underground 
and Violent Femmes covers, met bassist Stef Kamil Carlens and 
they decided to write their own material. They soon started forming 
a new dEUS by calling in a painter called Rudy Trouve to play guitar 
(now replaced by Craig Ward) and another painter called Jules de 
Borghe' to play drums followed by violinist Klaas Janzoons. 

The song "Little Arithmetics" is a perfect example of their 
musical wandering. The song starts off as a poppy melodic folk 
song with a cool chorus hook and then at three minutes and thirty 
seconds we are siphoned off to a ripping guitar frenzy and feedback 
as we fade into the sunset. 

"Fell Off The Floor Man" starts with a cool drum sample loop 
groove into a rap piece with blistering guitar shots and weird 
whinny harmonies all the while being quite catchy. Another cool 
and catchy tune is "Opening Night" which sounds a little like The 
Cure. Another favourite is called "Theme From Turnpike" consisting 
of an ongoing mesmerising sample of the Charles Mingus tune "Far 
Wells, Ming Valley" complimented by assorted percussion, guitars 
and vocals. 

If you are bored with your CD collection and are looking for 
something quite different, I recommend you pick this one up. 
However, do not listen to this album while driving in traffic. 

In A Bar, Under The Sea was recorded and mixed in Belgium at 
Galaxy Studios, produced and mixed by Eric Drew Feldman and 
engineered by Tom Doty. 

Orbit - Libido Speedway 
(A&M Records) 

Orbit consists of Jeff Lowe Robbins - vocals and guitar, Paul Buckley 
- drums and vocals, and on bass and vocals (I love this guy's name) 
Wally Gagel. Jeff and Paul started Orbit the same time they started 
their label Lunch Records on which they released their first album 
La Mano. They had teamed up with Wally as bassist who was an 
aspiring producer (Belly, Juliana Hatfield and Supcchunk) who 
brought over an 8-track for the band's first recording session. This 
time the band has been put together with producer Ben Grosse 
(Filter, Flaming Lips, Jane's addiction) for their first major release 
"Libido Speedway". 

This band has great groove and guitar riffs and a wicked singer 
with melodies that wiT make Orbit a commercial success, I'm sure. 
These guys can really play too. Wally Gagel is a phenomenal 
drummer with a "last one through, close the gate" attitude: Solid. 
Paul Buckley plays some great moving hooky thunderous bass lines 
allowing Jeff to go from blistering rhythms to scorching solos 
without a noticeable drop in the tracks aggression. At times Jeff's 
frantic solos remind me, just a bit, of Reeves Gabrefs style. Very 
cool! 

I hear elements of Bush, Foo Fighters, Weezer and even U2. I 
really like Jeff's vocals and guitar sound (do I hear an AC-30 or two 
in there?). On the production side, this record sounds great. 
According to the credits production was shared by Ben Grosse and 
Orbit and engineered by Wally Gagel. It's incredibly punchy and 
thick. Again attributed to choice of guitar, bass and drum 
arrangements and probably also because Bob Ludwig mastered it. 

My favourites are "Bicycle Song", "Amp", "Rockets" (great vocals) 
"Motorama", "Carnival" (sounds like The Clash) and "Nocturnal 
Overdrive" which has a really cool super compressed clean guitar 
track that gives you a black eye if you listen with headphones on. 

The album lists 13 tracks bu* as track 14 came up, starting 
at - 6:46 minutes on the display, I sat and listened to a 60 cycle 
hum until - 4:32 minutes on the display at which time came the 
sound of footsteps over grass, stones and pavement until - 2:20 
minutes where a bass track started and was joined by guitar and 
drums making up a neat little bed track of I don't know what. This 
was followed by, at 0:00 minutes (still track 14) the sound of a 
backyard or field complete with a twin engine propeller driven Piper 
aircraft passing overhead, crickets and finally at 3:04, ending with 
a small child saying "You could tum the CD off now." So, I did. Why 
am I telling you this? 'Cause it's there. 

Jons Aims/ owns and operates Lindshark Musk: Services, .i Si-/ hack 
DIGITAL RECORDING FACU.m NOW LOCATED IN NASHVII.I.E, AND IS REST KNOWN FOR 

HIS STINT AS LEAD GUITARIST, CO-WRITER, PRODUCER AND ARRANGER FOR CANADIAN 
RECORDING ARTIST LEE AARON. 
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We’re getting our acts together 
and taking them out on the road. 

Audio-Technica and Electrotec: 
Taking live audio to the next level. 
Who benefits when two audio companies form an 
alliance dedicated to achieving state-of-the-art live 
sound? YOU DO! 

With a list of recent clients that includes Rush, Rod 
Stewart, Tom Petty and the Heartbreakers, Nine-inch 
Nails, Bob Dylan, Def Leppard and Queensrÿche, 
Electrotec is one of the most sought-after international 
sound companies. 

"Our criteria for selecting equipment is very simple," 
says Ted Leamy, Chief Systems Engineer for Electrotec. 
"It must be the best, most reliable product in its class. 
That's all that matters to us." 

And designing the best, most reliable microphones 
is all that matters to Audio-Technica. 

That's why A-T is working closely with Electrotec, 
from product conception to beta testing, creating 
microphones that will not only meet their demands, 
but also meet the toughest standards of all — YOURS! 

Audio-Technica U.S., Inc. 
1221 Commerce Drive, Stow, Ohio 44224 
330/686-2600 Fax: 330/686-0719 
E-mail: pro@atus.com 

Audio-Technica Limited 
Old Lane, Leeds LS11 8AG England 
0113 277 1441 Fax: 0113 270 4836 

A) audiotechnica 



Welcome to Music On-Line, a regular department of CM, 
featuring news and highlights of music on-line including the 
Internet, the major on-line services and music related BBSs. If 
you have questions, comments, news, or suggestions, please 
e-mail them to ¡im.norris@nor.com, FAX (905) 641-1648 or 
mail them to our St.Catharines office. This feature also appears 
on the Canadian Musician web site at http://nor.com/cm. 

The Word Wide Web gets most of the attention on the 
Internet but don't ignore the wealth of information available 
on the Usenet newsgroups. The newsgroups are discussion 
groups where you can read, reply or post your own messages 
on a wide variety of subjects 

To access the newsgroups, you can use specific Newsgroup 
Reader software which you can download on the Internet 
at sites such as Shareware.com (www.shareware.com) or 
Download.com (www.download.com) or use the Usenet 
capabilities of your browser. Both Netscape Navigator and 
Internet Explorer work well. After configuring the software 
with the location on your news server, (usually 
news.xxxxx.com), display all newsgroups available and after 
they are downloaded - this may take a while - go through 
the list and subscribe to the newsgroups you are interested 
in. Each Internet provider carries a different selection of 
newsgroups and the messages stay posted on your provider's 
server from between one week and three weeks. If you 
become aware of a discussion group that you wish to 
participate in and it is not available, send a request to your 
system administrator to add the group. 

Most of the music-related newsgroups start with rec or 
alt. The rec groups are harder to establish and as a result 
are a little more focussed and have higher traffic. The aft 
groups are much looser and carried by fewer news servers. 

When you find groups thct you are interested in, read 
some of the messages to get a feel for the content before 
you start posting questions, comments or replies. You will 
notice that many discussions carry on for days or weeks in 
threads which you can follow and contribute to. If you ask 
questions in the more serious or technical groups you will 
receive answers in the group or by e-mail within a few days. 

To find newsgroups of interest, visit the Liszt of Newsgroups 
at http://www.liszt.com/news/ . You can search for 
newsgroups by keyword and by clicking on one of the 
resulting groups, the Newsgroup reader portion of your 
browser will be activated and it will download that group. 
Note that this will only be successful if your provider carries 
that particular group. The Liszt also carries help on using 
Usenet groups as well. For a list of many music of the Usenet 
groups visit http://www.music.vt.edu/resources/ 
usenetmusic.html . For a list of alt.music Usenet groups as 
well as how to start your own newsgroup, visit http:// 
www.cs.ubc.ca/sD¡der/edmonds/mus¡c/alt-music.html . 

When you searching for groups of interest also try other 
keywords such as guitar, audio, multimedia, artist etc. 

With a little bit of patience, you will find musicians and 
songwriters from around the world with like interests and 
a constant source for answering your musical and technical 
questions. 

RESOURCES 
... Weiss signal processors' new web site features product 
information, news, comments from customers, profiles of 
system owners and worldwide representatives. Visit at http: 
//www. weiss, ch . 

... If your band has a web site, you can register it for free at 
The North American Band Name Registry at http:// 
www.bandname.com. 

... Getzen brass instruments has introduced their web site 
at http://www.qetzen.com. Included are information on their 
products and accessories, FAQs, a Getzen history and 
information on Getzen artists. 

... Music Books Plus has changed its web address to http: 
//musicbooksplus.com . Here you will find over 2,000 music 
and audio books, videos and CD-ROMs and a free electronic 
newsletter is available as well. 

DSP.FX by Power Technology is profiled at http:// 
www.dspfx.com. The site includes product information, free 
demo downloads, press releases and a list of dealers, 
distributors and reps. 

... Norris-Whitney Communications is offering updates 
to its major sites through The Pointcast Network. The viewer 
software is free for download. Visit Canadian Musician ( http: 
//nor.com/cm) , Professional Sound (http://nor.com/ps) . Music 
Books Plus ( http://musicbooksplus.com) and The Music & 
Audio Connection (http://maac.com/music) for details. 

... Studio Morin Heights has introduced their web site at 
http://studiomorinheiqhts.com . Included are sections on each 
of their studios, their accommodations, catering, in-house 
rentals, a client list, staff profiles, and links to other music 
and audio sites. 

... Norris-Whitney Communications operates The Music & 
Audio Connection, the international on-line resource for 
music enthusiasts, musicians, music and audio professionals. 
Included are classified ads, products for sale, company 
showcases, discussion forums, associations, music education, 
music & audio resources, career information and file libraries. 
Updates to the site are available by e-mail or on The Pointcast 
Network Visit at http://maac.com/music. For more 
information, e-mail to info@nor.com, FAX (905) 641-1648 
or call (905) 641-3471. 
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The Digitech VTP-1 Dual Vacuum Tube 
Preamp/EQ/Converter & VCS Vacuum Tube 

Dynamics Processor 

By J AGORI T ANNA 

For most of us, Digitech has been associated 
mainly as a manufacturer of guitar and multi¬ 
effect processors from tube guitar preamps, 
like the popular 2101, to stomp boxes like the 
wonderfully weird whammy pedal. Digitech 
has now ventured further into serious studio 
processing with the introduction of two new 
units: the VTP-I Dual Vacuum Tube Preamp/ 
EQ/Converter and the VCS-1 Vacuum Tube 
Dynamics Processor. 

The two-rack space units are pretty closely 
related in design, with brightly lit, vintage 
looking VU meters, solid construction in a 
side-by-side stereo configuration. Both units 
have XLR or 'A" balanced ins and outs, with 
the VTP-I having a switchable 44.1 kHz or 
48kHz digital outputs available supporting 
both S/PDIF and AES/EBU formats. The 
units also use two Russian made 12AX7A 
tubes each, in their class A circuitry, and both 
have insert loops accessible via back panel 'A" 
jacks. Every critical point of the signal path is 
monitored for distortion, red LEDs light 6dB 
below clipping in the VTP-1 and 3dB below in 
the VCS-1. 

Getting up and running on the VTP-1 is 
fairly simple. To the right of each meter are 
the Pre Gain and Post Trim level controls. The 
Pre Gain knob regulates the saturation of the 
tube, going from slightly warming to 
completely distorting your signal easily 
enough. At lower setting, the unit is quite 
transparent, gently thickening lows and 
defining highs and mids, pushing tracks to the 
front of your mix. Acoustics and vocals 
automatically sounded richer and more 
present. Come to think of it, nearly everything 
benefited from passing through this unit! 
When using electric guitar and bass, better 
results were achieved by pumping the Pre 
Gain up. The bottom stayed focused, although 
not quite as wooly and large as at the lower 
settings. Still very cool, though. Most of the 
action seemed to take place in the upper mids 
and highs. The VTP-1 helped distorted tones 
cut (sometimes a little too much!) and clean 
tones snap. There is a tendency, as with a lot 
of mic pre amps, to become harsh in the top 
end and lifeless in the bottom at extreme 
levels, and unfortunately the VTP-1 was no 
exception. Although I anticipated this to 
happen, I just had to go there! There are some 
cool effects to be had in this territory however, 
and with this attitude in mind, the preamp 
became quite useful; direct guitar and vocals 
turned nasty, yet still in the realm of the 
"musical.” 

For further control of the input signal, 

switches are conveniently placed on the front 
of the VTP-1, giving you the following choices; 
mic or line input selection, phase reversing, a 
20dB pad, and a 48 v phantom power supply. 
That’s about as simple and necessary as it 
should get. Digitech has also provided a 
smooth, solid-state, bypassable EG for each 
channel, a great complement to the VTP-1 ’s 
preamp section. The EQ is of a dual shelving, 
dual semi-parametric design. The low and high 
frequencies are fixed at 80 Hz and 12kHz 
respectively, with low mids adjustable between 
50 Hz and 3.2kHz, and high mids sweepable 
from 500 Hz to 18kHz. All frequencies can be 
boosted or cut 15dB. A 75 Hz low cut filter can 
also be engaged independently of the EQ 
circuit. The EQ works especially well at 
attenuating some of that top end nastiness 
mentioned earlier. The ability to send entire 
mixes, or individual tracks direct to digital is 
easily done with the VTP-1. Doing this inex¬ 
pensively, to most home studio owners, has 
become of paramount importance. At the com¬ 
mercial level, another choice for conversion is 
always welcome. The VTP-1 does a surpri¬ 
singly good job in this area, and could be a solid 
(and cheap!) contender in your “collection." 

The VTP-1 is perfectly matched with the 
VCS-1 Dual Vacuum Tube Dynamics 
Processor, providing two channels of gating, 
de-essing, limiting, and compression. The gate 
has standard threshold and attenuation 
controls, while the limiter has a simple, 
onc-knob threshold control. For those sibilant 
vocal tracks, a handy de-csscr can be activated 
to “duck” any frequencies above 4.5kHz. Each 
have yellow LEDs monitoring any activity. 
Tube Gain and Output knobs on the front 
control the overall level of the unit. This is 
where the fun starts! The delicate adjustment 
of these controls, gives great tonal flexibility 
immediately to you without any serious 
tweaking of the unit’s other features. At unit 
gain (centre detented), the VCS-1 is very 
transparent and quiet. 

Turning the Tube Gain up a couple of 
notches however, saturates the tube and 
pleasantly (and thankfully!) fattens the audio 
up without adding any unwanted noise. At 
hotter levels, the audio became somewhat 
smaller and crisper. Some of these abrasive 
side effects can be tamed easily enough with 
the VCS-l’s onboard, solid state compressor. 

The compressor handled just about 
everything thrown at it. The controls are pretty 
standard, having independent choices of attack 
and release time, hard or soft knee 
compression, threshold and ratio. A cool 

manual/auto switch, when engaged, overrides 
the compressor’s attack and release controls, 
reacting to the input signal as it sees fit, quickly 
establishing a workable starting point. 
Acoustic guitars and vocals sounded especially 
nice through the VCS-1, maintaining enough 
warmth and sizzle even at heavier compression 
settings, really keeping the audio present in the 
mix. Drums didn’t inherit any annoying 
“swishiness” in the top end cither, unless 
compressed to the extreme. Distorted guitar 
and bass were personal favourites! The 
compressor evened out any inconsistencies, 
while maintaining source tone. Pick and finger 
attack remained solid, with distorted tones 
staying smooth and slightly edgy. This 
definitely helped focus the track within a dense 
mix. However, adding big amounts of tube 
saturation from the VCS-1, to existing 
distorted tones sometimes brought out some 
of those same annoying highs encountered with 
the VTP-1. Again, sometimes usable, 
sometimes not. For even further tweaking, a 
stereo link option is also available. And for 
keeping an eye on the torture you’re bound to 
put your signal through, the VU meters switch 
between input, output, and gain reduction 
modes. Luckily, every feature on the VCS-1, 
even the tube, can be bypassed via a front panel 
switch for each channel. This is an easy way of 
keeping you close to “homebase” as many 
options invite you to wander. 

Lately, with the overwhelming presence of 
digital recorders, every company claims to have 
made a processor that will fool everybody into 
thinking you've recorded on the best, vintage 
gear available. I admit to being slightly 
pessimistic before plugging in. Much to their 
credit, Digitech hasn’t claimed to have resolved 
the much debated question of digital vs. 
analog, as much as provide two flexible units 
that do what they intend to do, and do it well. 
With so many features available, the ability to 
pleasantly enhance any audio (or destroy it if 
necessary!) is at your fingertips. I personally 
enjoyed having that option. The VTP-1 and 
VCS-1 give home studio owners an inexpensive 
chance to jump into the tube game, and 
commercial studios yet another quality tube 
processing option. 

For more information, contact: Erikson 
Music, 620 McCaffrey, St. Laurent, PQ, H4T 
INI (514) 738-3000, (514) 737-5069, 
75430.3357@compuserve.com. 

Jagori Tanna is guitarist tor / Mother Earth. 
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OZ Audio Q-Mix HM6 
Headphone Matrix Amp 

By Jagori Tanna 

For many, recording in the studio with 
headphones on is probably one of the most 
uncomfortable and unnatural processes there 
are. The time and effort put into tailoring a 
stubborn headphone mix could definitely be 
better spent. By the time everyone is 
comfortable and ready to track, some focus 
(and interest) has almost certainly been lost for 
the task at hand. So ask yourself, what could 
possibly help in this situation? How about 
quick, easy and personal control over your own 
headphone mixes. Sound good? Enter the OZ. 
Audio O-Mix HM-6 Headphone Matrix Amp. 

The Q-Mix takes up to four mono signals 
and a stereo mix and blends them whichever 
way you choose. This will give you six entirely 
independent custom mixes. One effect can be 
added to any or all of the incoming signals via 
the mono effect send and stereo effect returns. 
All inputs on the mixer are thankfully 'A" 
balanced. On each of the mixer’s channels, 
there are level controls for: (top to bottom) 
A-D inject Level, Effect Return and Phones 
Level. To the right of these knobs are five 
Effect Send Level controls, for the incoming 
mono signals and L/R mix. That’s about all 
there is to it. Very simple and straightforward. 

Getting the Q-Mix fired up is also very 
easy. If you've just started basic tracking, you 
could send a stereo mix of the drums to all 
headphones via L/R inputs. A cool thing to do 
here is to send the kick drum to one of the 
mono inputs, so the drummer and bass player 
can really get it thumping without bothering 
anybody else. Now send guitar, bass and vocals 
to the remaining mono inputs. That’s it! Some 
musicians are a little bit more comfortable 
tracking while hearing a little bit of effect, 
perhaps some reverb on vocals. No problem! 
Simply plug your effect into the loop provided 
and monitor accordingly. As with all other 
signals, everyone has a choice as to how much, 
if any, they want in their personal mix. You can 
configure the inputs to suit any of your 
monitoring needs, and of course, this is only 
one way the Q-Mix could be used. You could 

try driving some powered monitor wedges for 
flexible mixes on stage, or even try it as an 
effects submixer in the studio. Flexibility is the 
key. 

Regardless of how the Q-Mix is used, in the 
studio, everybody will have easy access to all 
instrument levels and won’t annoy or be 
annoyed by anybody else, including the 
engineer. 

1 should add that this unit is built like a 
tank, so no worries about leaving it out in the 
tracking room with a bunch of frustrated 
musicians. You might even find that tracking 
could go a little smoother, at least not as 
stressful as it tends to get (for me anyhow!) 
when dealing with the horrible experience of 
having to wear headphones. 

Oh yeah! 1 almost forgot, headphones! I 
plugged just about every pair I could find into 
the Q-Mix and they all sounded great, lust 
about all you could ask for in a headphone 
amp, loud and clear! It’s got tons of headroom 
without adding any noise. In fact, if distributing 
stereo mix were all that the Q-Mix provided, 
it would still be a pretty solid purchase. A good 
question that ran through my mind was: What 
took so long to take the simple idea of‘hands-
on’ monitoring in the studio so long to become 
available to us? Some studios have attempted 
to give this option to their clients but at great 
effort and expense. The O-Mix solves this 
problem with ease and at a fraction of the cost. 
Great job! 

In trying to get musicians relaxed and 
primed to record, some studios tend to 
overlook various fundamental problems. 
While they keep fussing with ‘mood’ lighting 
and getting that ‘inspirational’ painting on the 
wall to sit just right, the limited headphone 
mixes arc driving everybody crazy. The Q- Mix 
is all you need. 

For more information, contact: ADI PO 
Box 99030, 1748 Marie Victorin, Longucuil, 
PQ J4G 2S6 (514) 646-5781, FAX (514) 646-
5181. 

Jagori Tanna is guitarist for I Moth uh Earth. 
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THE TASCAM 564 

Digital Portastudio 

Much like a six-year old on Christmas morning 
I carefully unpack the unit, sent to me for 
review, from its cardboard box, its bubble 
wrap, and its styrofoam corner guards. I think 
to myself, “NEW TOY! NEW TOY!” 
chuckling quietly in the front foyer of the 
Metalworks studios. After examining the 
device for a couple of minutes, while standing 
amidst its aforementioned packaging, I 
conclude that it is indeed some sort of hi-tech' 
four-track. Well, following in tradition, it 
seems us ‘audio engineer types’ love to get our 
hands on the latest equipment which aids in the 
making and recording of modern day music. In 
reviewing this equipment I get to examine how 
companies improve their products by 
integrating the ever so quickly changing world 
of technology into them. 

Although four track analog cassette 
recorders has proved to be one of the most 
withstanding recording formats, they have 
more or less reached their apex in evolution. 
In order for these machines to continue to 
develop, manufacturers need to incorporate 
current technology into them in order to 
surpass the drastic limitations of the analog 
cassette. What better company to pioneer the 
way into the four tack recordcr/mixer’s new era 
than the inventor of the Portastudio, TEAC’s 
professional division, TASCAM. “So how did 
TASCAM overcome the problems associated 
with the analog cassette?” you ask. They made 
the evident move to a digital format. However, 
the digital format that TASCAM chose is 
unlike anything found in the larger Modular 
Digital Multi-tracks (MDMs) populating 
home studios today. This technology is known 
as the “MiniDisc” (MD), first introduced by 
Sony as a replacement for the computer floppy 
drive. 

The MD is a small optical disk, which looks 
like a cross between a CD and a computer 
diskette. The actual disc is protected by a hard 
plastic shell with a sliding shutter and is 
approximately 2" square by 3/16" thick. MD 
comes in two formats, which bare slight 
differences in appearance. The first format is 
Audio and the second is Data. The easiest way 
to distinguish between the two types of MDs 

By Graham Brewer 

is that the Data disc has a cut corner. The four 
track MD recorders utilize the Data disc not 
the Audio disc. You can play an Audio disc on 
these devices, however you will be unable to 
record on it. 

MiniDiscs store compressed data in order 
to fit the maximum recording time on the small 
disk. By using what is known as second 
generation audio compression, the digital 
representation of the original signal is 
compressed using approximately sixteen per 
cent of the original data collected by the 
machine’s analog-to-digital converters. With 
this in mind, we can see that the new MD four 
tracks are not out to compete with the MDMs. 
Their exclusive purpose is to give musicians 
and composers an affordable, all in one 
recorder and mixer — a system which produces 
recordings without the noise and the non-
appearance of wow and flutter inherent in their 
analog cassette counterparts. The new 
TASCAM 564 Digital Portastudio does this 
and does it well. 

The 564, is equipped with twelve inputs, 
four mono, four stereo, and two auxiliary 
sends, a three band EQ, and a digital output. 
Its MIDI features include external transport 
control utilizing MIDI Machine Control as well 
as it has the ability to generate MIDI l ime 
Code in all frame rates. The 564 also allows 
you to send a MIDI clock signal via a 
programmable tempo map which can have up 
to 32 tempo changes. 

Glancing quickly at the TASCAM 564 you 
may easily mistake it for an average 
Portastudio. However a closer examination 
reveals the lack of cassette transport and the 
addition of a jog/shuttle wheel. The MiniDisc 
is loaded into and ejected from the right hand 
side of the unit just as you would a computer 
diskette The metering section for all four 
tracks and the stereo output is located where 
you would normally find the cassette transport. 
Directly underneath the metering for each 
track are the record ready lights, with the usual 
TASCAM record enable switches (Direct, 
Safe, and Buss L or R). Sounds like a regular 
Portastudio already doesn’t it? Well let njç tell 
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you, it operates like a regular Portastudio, 
minus a few little things you have to be aware 
of in the MD part of things. Anyone who has 
used a Portastudio can use this machine, and 
that is one factor which is going to make the 
564 very popular. 

A look at the back panel reveals the inputs 
and outputs of the 564. The addition of XLR 
inputs on the first four channels are a pleasant 
sight. However, for those of you who have 
condenser microphones, sorry, this unit is not 
equipped with phantom power. On a good 
note, though, all of inputs, including the 'A' line 
in jacks are balanced. Another addition to the 
564 are the 'A~ insert jacks on channels one and 
two, allowing the operator to use external 
equalization and compression. 

The first four channels arc assigned the 
mixer functions, with a mic/line input gain 
control and the input selection, Mic/Line or 
Disc. Disc has a further switch placement 
marked’Disc'with Mic/Line Left'on channels 
one and three or ‘Mic/Line Right’ on channels 
two and four it. In this mode anything plugged 
into these channels gets panned hard left or 
right depending upon the channel with 
levels controlled by the input gain pot. These 
signals can be routed to the mix buss together 
with the disc track playback, expanding the 
mixer’s capabilities to 16 channels for mix 
down. 

The EQ section of the 564. in my opinion, 
has yet to be improved over past Portastudios. 
It still consists of a 10 kHz High Shelving EQ 
with +/- lOdB of gain, a sweepable mid-range 
EQ limited between 250 Hz and 5Khz with 
+/- 14dBofgain, and a Low Shelving EQ from 
100Hz also with +/- 10 dB of gain. 

Each of the four main channels has its own 
pan pot and fader and two aux. sends, standard 
on most Portastudios. Aux. sends are also 
available on stereo channels 5/6 and 7/8 as are 
channel assignments to the mix or cue sections. 
However, these channels only have the hi and 
low shelving EQ. Each pair has a single stereo 
fader and pan pot. If a !4" jack is plugged into 
the left side of these stereo inputs the signal 
will sum to mono. Inputs 9/10 and 11/12 arc 
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suitable for use as effects returns, as they only 
have a rotary level control. These however can 
still can be assigned to the stereo buss, or cue 
section. 

The 564 has a wonderful Auto Punch In/ 
Out feature, great if you are the one both 
playing and recording, or just unsure about a 
difficult drop-in. A rehearse mode is also 
available so you can try things out first before 
committing to the punch. And yes due to this 
MD technology the 564 is equipped with 
Undo/Redo buttons which will take you to your 
last action just in case you blow it. As you 
would expect, you can cycle around two points 
in your song using the repeat function. Repeat 
can be used with the Auto Punch In/Out mode, 
to record up to five takes before committing 
yourself to one of them. I lowcvcr, you can't go 
out of this function and come back to the takes 
later, you have to decide before you exit. 

When it comes down to editing, the 564 has 
a few limitations. Automatically copying a 
section more than once is not available yet, so 
repeating a section multiple times has to be 
done manually; selecting new destination index 
points each time. All tracks have to be copied, 
you can’t copy single tracks. In order to sec the 
beats and bars display, the tempo map function 
must be used. The tempo map which is used for 
MIDI clock synchronization, can prove to be 
very useful while editing. Another downfall in 
the editing function is that if you record three 
takes of a guitar solo using the auto punch/ 
repeat function, and you like the front half of 
the first one and the back half of the third, 
there is no way of editing these two together. 

The Jog/Shuttle wheel is a welcome addi¬ 

tion to the 564. This enables the user to search 
through a song cither at high or slow speeds. 
Alongside the Jog/Shuttle wheel arc three function 
buttons whose primary purpose are to set, edit 
and delete location points on the MiniDisc. 
The 564 allows the user to insert up to 20 index 
points, which can be individually named using 
several of the factory preset names or edited 
to create a unique 12 character name. 

The MiniDisc can hold up to 37 minutes of 
four track audio, which can be broken up into 
a maximum of five sections or “Songs”. Now a 
little word of warning. The length of the initial 
time you record on a blank section of the 
MiniDisc, becomes the length of that song. For 
example: If I record a three minute drum track 
on the disc, my song length is three minutes. If 
I wanted to extend the song to four minutes. I 
am out of luck. If you plan ahead, you will be 
all right. One idea you can try is to pre-format 
your discs into five seven minute sections, 
therefore utilizing most of your disc space. One 
feature of the TASCAM 564 that I found really 
exciting is the Bounce Forward function. The 
ability to mix and then bounce forward your 
recordings onto an entirely new song position 
unchains the concept of four-track music 
recording. By bouncing forward you could have 
a copy of your overall stereo mix from song I 
and record it onto two tracks of song 2. You 
can now record starting on song 2 with your 
stereo mix from song I plus two more tracks 
to play with. Once you have finished recording 
the two new tracks, you can bounce forward 
again. Once again there is a limit of five songs, 
but each time you bounce forward, your 
original recording remains intact. So if you're 

not happy with the result, you can redo the 
bounce. The bounce forward is not a 1:1 digital 
transfer, as the mixer section of the 564 is 
analog. In respect to this, I found very little 
signal degradation during this process. 
Whatever loss there maybe is worth the 
convenience of the Bounce Forward feature. 

The digital output is always a welcome sight 
and is set to 44.1kHz. This output however is 
restricted to tracks one and two of the 564. If 
you want to make a 1:1 digital master from the 
TASCAM to a DAT recorder via this SPIDF 
output, you must save a position on the 
MiniDisc for your final mix. One thing that I 
would like to sec on the 564 is a digital input 
for loading in material from an external digital 
source. 

The TASCAM 564 Digital Portastudio is 
well worth its price tag, as it works very 
effectively and sounds better than any four 
track analog cassette recorder. It gives a chance 
for musicians to produce demos, arrange their 
material and spawn new musical ideas before 
they enter a professional studio. We all know, 
well at least most of us do. this is both a time 
saver and of monetary benefit to musicians and 
composers. After all there is nothing a studio 
owner loves more than to have people write 
their material in the studio....$CHA CH1NGÎ. 

For more information, contact: TEAC 
Canada Ltd., 5939 Wallace St., Mississauga, 
ON L4Z 1Z8 (905) 890-8008, FAX (905) 890-
9888. 
Graham Brewer is an engineer at The 
Metalworks Su dio in Mississaeoa, Ontario. 



...GUITAR 

BY PETER MURRAY 

AN INTERVIEW WITH JIM MARSHALL 

Did you have any idea where it would 
all lead, when you made your first 
amp In I960? 
"Not really. I had no intention of becoming 

what we are today—all I wanted to do was 
satisfy the customers in my retail store, 
which included Pete Townshend, Richie 
Blackmore, and many other famous ones, 
because I taught all the drummers, you see. 
That's how they all came to me. But with 

Pete Townshend it's slightly different, I used 
to play with his father in the big bands. So 
I've known Pete since he was... that high!" 

Why did you start making amps? 
"In response to the boys saying that 

nothing was made to suit their type of music. 
In those days, the Fender was my favourite 
amplifier, but it was too clean for them. It's 
okay for ¡azz or country and western, but for 
rock and roll, no. It's too clean a sound. 
They said what sound they wanted, and I 
could only surmise at the time that it was the 
driving of the tube. You see, if you drive the 
EL34 enough, you get harmonics. A lot of 
people call it distortion, but really it's the 
harmonics of the tube or valve. We knew 
what they were talking about, so I got 
together with two electronic engineers. I did 
all the exterior design work and all the 
metal work, because I'm an engineer by 
trade as well. And a lad called Dudley 
Craver, who was eighteen years of age, 
produced the first Marshall amplifier with 
the right sound." 

How involved were artists like 
Townshend and Hendrix? 
"They were not. Jimi Hendrix didn't come 

along until about 1965-66. Whereas I 
produced the first amplifier in 1962. The 
first amplifier was put in the store in 
September '62, the very first one. And 
there's this rubbish been written about Pete 
Townshend designing the stack! No way, I 

did! First of all, I designed the 2x12 cabinet. 
And although we were only producing a 
45W amplifier at the time, and these 
speakers were supposed to carry 25 watts 
each comfortably, we blew every one. Then 
the only thing I could think of was putting 
four 12" speakers in a cabinet. There was 
nothing smart about designing the cabinet, 
because all I looked at was the sort of 
transport the lads had, and I designed the 
cabinet as small as I possibly could to put 
four 12" speakers in it! And that's why it's 
that size—for no other reason. But I hit upon 
the right size!" 
At some point Pete Townshend said he 

needed more power. 
"Initially, he bought just the standard 

amplifiers we produced. But then in about 
'66, he said he wanted 100 watts instead of 
50 watts. So we built him the first three 
1 00W amps. 

Did he go on to destroy these amps, 
like he did so many? 
"He didn't destroy amplifiers. People 

thought that he destroyed a lot of guitars 
and speaker cabinets. No. He was too clever 
for that. As a matter of fact, his father and I 
thought the kid had gone stark-raving mad 
when he first started that. But it paid off, it 
was a new form of showmanship that his 
father and I did not understand. We thought 
it was stupid. But he was right in what he 
was doing. And his Rickenbackers, you see, 
he did destroy two, which he used to bring 
back to me and I used to glue them back 
together again, and they were the ones that 
he used to break—not the new ones! So he 
was not as destructive as everybody thought. 
Over the years he probably destroyed no 
more than two, when he got excited on 
stage and used the wrong one. But other 
than that, he just damaged the speaker 
frame, which we used to redo for him on a 
fairly regular basis, so he could do it all over 
again. But he never caused much damage 
to anything." 

Is there a specific point where you 
thought the amps were particularly 
good? 
"The 1987 50W, with an 8x10 cabinet, 

was the sound that I really liked. And the 
8x10 cabinet never took off." 
Ironic, considering your legacy has been 

with 12" speakers! 
"That's right! The first people actually to 

copy the 8x10 cabinet I designed was 
Fender! And theirs didn't sell either!" 
Do you have a preference in tubes? 
"Oh yes. The ECC83 is the best one for 

pre-amp use, and the EL34 is definitely the 
best one for power amp. And the EL34 gives 
off harmonics at an earlier stage than the 
others, you see. The ones we're using now 

are produced in Russia — they're the tubes 
that are still used in Russian fighter planes. 
The EL34s we get now are the best we've 
ever had, 'cause they're to military spec. But 
the ECC83 is also the best we've ever had, 
and they're only made in China, funnily 
enough. We've never had a great deal of 
problems with EL34s, but a hell of a lot 
of problems with ECC83s — they go 
microphonie. Or, they did. But since we've 
had them from China, we don't have to 
throw away so many. We used to throw 
thousands away." 

What do you personally think of rock 
and roll? 
"I will say that I prefer the '60s rock and 

roll. I must say that. Mind you, there's a lot 
of stuff I do like. I like the sounds that the 
boys get, especially Gary Moore, I think he's 
great, probably one of the greatest. Going 
back, of course, my old friend Les Paul — a 
great guitarist. And there's many great 
guitarists. A lot of people think that the 
modern guitarist is just a one-off thing in a 
group, but many of them are very, very 
good. Take for instance Slash. He is a really 
good guitarist! American jazz players will 
invite him to play with them. And they'll 
invite very few of the rock end to go up and 
actually play with them. So Slash is very 
good. And he's a very nice lad, very nice 
indeed." 

Do you worry about damaging 
people's hearing? 
"I think the only damage that is done, 

actually, is from the P.A. speakers. Because 
people go out there and put their heads in 
the bins! That's asking for trouble! But with 
normal volumes that the people use, I don't 
think it would cause much damage to 
anybody's hearing." 

What's left to accomplish? 
"It's difficult to say really, because way 

back in about 1959, when rock and roll was 
just about breaking, two of my pupils got on 
to me, 'teach me this new rock and roll 
stuff!' I said, well, it's quite simple. Basically 
it's Latin American: even quavers. There's 
nothing new in it, just accentuating the 
second and fourth beats; as we always did 
in music, but not in dotted quavers that you 
use in jazz or dance music. And I said, no 
problem at all. But I'll tell you what, this rock 
and roll will only last about six months! I'm 
so glad I was wrong—I've never been so 
wrong about anything! On the other hand, 
I ended up being right!" 

Peter Murra y is a bass teacher, session pi a yer 
PRODUCER, AND IS THE AUTHOR OF ESSENTIAL BASS 

Technique. His band, surrender dorothy, has inked 
A WORLD-WIDE DEAL WITH UNIVERSAL RECORDS, AND 

HA YE COMPLETED A LENGTHY EUROPEAN TOUR TO 
SUPPORT THEIR DEBUTA LBUM, SERUM. 

CANADIAN 26 MUSICIAN 



...KEYBOARDS 

EVERYONE CAN 
BY BERT KONOWITZ 

IMPROVISE 

A music teacher recently attending my jazz 
improv workshop in Tapei, Taiwan, shyly 
suggested that "improvisers are born, not 
made, no?". NO! Through the years, I have 
repeatedly heard this suggestion wherever I 
have travelled, presenting improv sessions 
around the world. Let's get it straight right away 
— Improvising is a skill that is developed 
through slow, sequential practice. If you 
haven't improvised before, or you are like the 
army of players who rush around from one 
approach to another without success, then stop 
and consider that learning how to improv 
depends on beginning with musical tasks that 
are easy to achieve and understand. I know 
how difficult it is to delay the desire to blow 
through a complicated set of changes, "just like 
Monk, Jarrett or Chick," but your success will 
depend on your patience and com-mitment to 
practising improvisational techniques. 
Naturally, you will want to continue listening to 
the great players, but direct your listening for 
those specific skills to which you are being 
introduced. It will take patience to start learning 
how to improvise, but thousands of my students 
around the world have learned how to 
improvise by practising the concepts of how 
rhythms, melodies and chords function in a 
structured way. When you unde'stand how to 
use rhythmic, melodic and harmonic variation 
techniques, then it will be much easier to ¡am 
on a lead sheet, blow through blues scales and 
expand the musical ideas that you hear in your 
head. Here are some basic musical concepts 
that you can begin to practice: 

Dr Bert Konowitz. is .1 Professor of Music at Teachers 
COM-EGE, COLUMBIA UnDERSTH WHERE HE TEACHES COURSES 
INJA/7. IMPROVISATION. Hl CREATED THE ALFRED J AZZ/R<)CK 

Course, Improvisai ion and Performance texts CDs, 
TAPE CASSETTES AND GeNIRU MIDI DISKS. Hl IS THE 

COMPOSER OF THE RECENT TERI H YOURSELF I low IO PlAY 

Bi i es. Teach Yoi rsei.f How to Improvise, Teach 
Yoi rsei.f How io Pi ay Jazz and'Teach Yourself How 

io Piay Grfai Jazz (Chords and Progressions. 

Creating New Melodies with the C Blues Scale & Rhythmic Imitation 

1 Rhythmic imitation ot the motif 

Improvising Syncopation ("How to create a jazz feel") 

Good Night, Brazil 

Rearranging the Rhythmic Order of a Motif 

Improv using rhythmic retrograde 

moii'«i rhythm c retrograde motil »2 rhythmic retrograde 

-Trnrrr tr r cm 'mrrtr r 

All examples excepted from Teach Yourself to Improvise by Bert Konowitz 
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BY JIM CREEGGAN 

OUT OF T) A ÇÇ 
JDTvOO experience 

In group situations the roll of the bass is mostly supportive. The bass player is in 
charge of giving the melodic instrument a strong harmonic and rhythmic 
foundation to stand on. As a bassist, I find this job thoroughly satisfying; however, 
melody has always been an alluring mystery. 

Imagine the sense of freedom a horn player feels holding a choice note over 
a grooving band. Imagine the fullness of sound the piano puts out, the melody 
dancing in the right hand while the chords ring out from the left. I have attempted 
to simulate these two "out of bass" experiences on the bass. Hopefully these 
exercises will set up situations where the bass player can develop a greater sense 
of melody. 

I will be using the mode of D dorian (see example 1 ) for the following exercises. 
D dorian is derived from the key of C major. Like C major it has no sharps or 

flats. D dorian stems from the second degree of the C major scale "D" 
(see example 2). It has a minor sound due to the minor third of 
the "F" natural above the "D" root. The distinguishing quality of 
the D dorian mode is that all the notes in the mode are strong 
resting points over a D minor chord. 

The first exercise simulates the feeling a horn player gets 
when playing over a rhythm section. It requires the player to 
create a minor sounding bass line that loops over and over 
again like a broken record (see example 3). As the bass line is 
repeated begin singing long notes from the D dorian mode over 
top of it. Because all the notes of D dorian rest comfortably over 
a D minor chord they will float easily above the looped bass line. 
Try grouping the sung notes in long phrases. See if you can let 
the phrases develop naturally from one to the other. By 
simultaneously playing the part of the melodic soloist and 
the rhythm section it is possible to feel how the two can 
compliment each other within yourself. 

The second exercise allows the bassist to play melody 
over a chord like a piano player. It entails setting the bass 
up like a sitar. The sitar is an instrument from India that 
has the ability to drone while the melody is played. A 
drone is a sustained chord that consistently rings giving 
the melody a tonal background to play off of. For this 
exercise the bass must then be set up to accommodate a 
drone. Tune the E string down to a low D, and locate the 
fifth fret harmonics on the A and D strings (see example 
4). Play the low D and let it sustain as you move through 
the D dorian mode on the top three strings. Once in a while 

give yourself a break where you can give the harmonics a 
strum. This will help mark the chord and space out your 

playing. 
There is a style of composition called Theme and Variation. 

The form of this style introduces this theme at the beginning. The 
theme is then altered and varied in the main body of the piece, and 
then reinstated at the end. I would like to introduce the Theme and 
Variation approach into the previous exercise. Using the well known 
bass theme from the Miles Davis tune "So What," on the album Kinda 
Blue (see example 5). Play the theme through enough times to become 
familiar with it. Then try imitating its shape starting on different notes 
in the D dorian mode (see example 6). Take small sections of the theme 
and repeat them up or down the mode as ways of getting to a resting 
note of your choice, (see example 7). This method of using the theme 
gives a context to one's playing. Begin playing this exercise in a free 
time feel and then try it with a metronome. 

With a stronger sense of melody the bass player opens a broader 
musical spectrum for themselves. It can aid in soloing, creating more 
melodic parts, or in understanding how to better support the melody. I 
hope these exercises are helpful. 

//.M Creecgan /s the bassist mu Babenakeii Ladies. 
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Example I dorian 

Example 2 dorian - steming from the 
second degree of C maojor scale 
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Example .3 Sample Bass Line 
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Example 5 Theme from “So What" 
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Example 6 Imitating shape starting on E 

7 i1 ! - ¡1;^ - j' ' - ¡I 

Example 7 Smaller section carried up the mode 
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...PERCUSSION 

BY NEAL BUSBY 

Time, For A Change 
Invariably, though not as often as it should, during the course 
of my teaching the subject turns to timekeeping. How to 
improve, ways to practise, etc. My first statement is although 
sometimes construed as being "smart ass" is nonetheless a 
philosophy I strongly stand by. That is that "you cannot keep 
time if you are never on time." Time is not another four letter 
word that could be abused. Time is something that to a certain 
degree is something you can control and hey, maybe time 
could be "on your side." 

It might be just a coincidence, but I find that my best students 
are always at the studio ready for the lesson every week at their 
specified time. Through their enthusiasm for drumming they 
have already displayed great timekeeping skills. Students from 
the opposite end of the spectrum waste a lot of effort in their 
inability to stick to even the most basic of schedules, the half 
hour a week drum lesson. In other words, they fail to see the 
importance of showing up consistently, and how this affects 
their rhythm of learning. Usually this is also reflected in their 
practice sessions and specifically working on metre. 

Students that ask about timekeeping, generally have already 
been playing with bands for a while. Their inability to lay down 
tempos, being brought to their attention by bandmates (usually 
lead singers grrrrr). To answer their question I start by asking 
a few of my own: 

1) "Do you have difficulty making all 
of your day-to-day commitments 
(school, job, doctors)?" 

2) "Do you find it difficult to estimate 
how long it will take you to get 
somewhere (using different modes 
of transportation)?" 

3) "Is it a chore for you to adhere to a 
routine, and once a routine is 
established, equally difficult to 
slightly deviate?" 

If they answer "yes" to all these questions, I believe they are 
always going to have a tough time working on their drumset 
timekeeping skills. 

Essentially, the act of making music is just like keeping 
schedules. Certain elements of time are out of your hands. Ah 
songs are of a predetermined length. When you play the tune 
you have to play all the parts as written every time. You now 
have two goals: 

1) To play all the parts in the song 
consistently and in the correct order, 
and 

2) To count in the song at the correct 
tempo in order to maintain the 
original flow and feel of the music. 

A song written at a specific tempo that is four minutes long, 
unless it is being arranged for a different feel, should probably 
remain at that tempo. You now have a commitment to that 
song. Essentially you are telling it and yourself that "yes, I will 
pick you up at 1 0:00 and will return you at 12:00 every night." 
Sticking to your song "schedule" will breed familiarity. So when 
you go to play that song the next time, and it feels as if you 
picked it up at 9:45 and returned it at 1 1:30, you have a basis 
in judging that it may have been played too quickly. 

Relaxation also has a big part in keeping good time. Are you 
one of those people who are always in a rush? You know the 
type: don't stop at stop signs, try to jump lines at the checkout, 
are halfway across the intersection before the light turns green, 
tailgate because you do stop at stop signs. (Yes, I do have a 
great dislike for moronic dangerous drivers.) If you said yes to 
any of the above forget about it. You are going to have huge 
problems laying down a ballad at 50 B.P.M. on a metronome. 
If you adhere to any of the personal hates of mine, then playing 
something at the correct tempo would seem preposterous. 
"Why would I want to play at 50 B.P.M.s when I can do it at 60 
and end it quicker". So the next time you wake up late, 
frantically pack your drums, drive through red lights, stop signs, 
speeding all the way to get to your gig, don't come to me the 
next lesson and wonder why you had metre problems at your 
last show. 

Moreso than any other musician, timing is our business. All 
the other bandmates rely on us to provide them with a solid 
basis in timekeeping. Remember that they have so much more 
to be thinking about during the course of a song, and for us 
to let our focus wander from our prime objective would be 
irresponsible. 

Neal Busby ls a Toron id-based drummer and /lâcher. 
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...BRASS 

BY TOM PISEK 

A NEW APPROACH 
IO AN OLD ISSUE 
Many (maybe even most?) of the problems of brass students, who come 
to Berklee, have their roots in a lack of some basic technique(s). Even 
though I may run the risk of boring some readers with "old" and "worn-
out" issues, I'm going to offer an approach to dealing with basics. These 
form the basis for my own teaching and playing. I take responsibility 
for them; but add that they are the result of years of learning from a 
lot of master teachers. 

I identify four basic techniques in brass playing. By techniques I 
mean using a particular set of muscles to achieve a desired result. The 
four are: 1. Breathing 2. Embouchure 3. Articulation (i.e. tonguing) 
4. Slide/valve control 

To be sure, these are all interconnected, but we can focus on each 
of them separately. Since we are going to develop control over a set 
of muscles, it's a good idea to consider for a bit how one goes about 
doing that. The first step is to relax the musde(s). Overworking tense, 
tight muscles can only lead to problems; ask any competitive runner 
or swimmer. The next step is to go through an adding tension/relaxing 
cycle in graduated amounts; this is where we learn control. Only after 
doing these two things are we ready for the final step of strengthening 
the musde(s) to build endurance. 

The principles I use to guide the above can be summarized as 
follows: 1. Use muscles in the most natural way. 2. Be consistent 
(relatively) in exercises done over relatively long time periods. This is 
important for finding out what you can do and therefore for seeing 
progress being made. 3. Focus on one thing at a time, as much as 
possible. Add others one at a time. 4. Make control of the basics above 
as subconscious as possible, i.e. you don't want to have to think about 
them when making music. 5. Do simple things as perfedly as possible. 

In the interest of brevity, I am going to focus on the second of the 
basic techniques, embouchure, in this article. (For a wonderful 
discussion of the breathing process see "The Science of Breath" by Yogi 
Ramacharaka.) Play the lowest note normally played, i.e. the second 
harmonic (not the pedal tone), of your instrument in its shortest length. 
Do a lip slur up (make it a good "mf") to the next note a fifth above 
and then back down (on trombone Bb2 up to F3 and back; on trumpet 
C4 up to G4, etc. ), taking one whole breath to accomplish this. (See 
example 1) 

Listen intently! Concentrate! But don't get manic!! Was the tone 
steady? Was it the best possible sound you can get? Was the interval 
in tune? Are the ends of the notes in control? Was the change from 
note to note as clean as it could be? Did the notes seem to come out 
of the horn on their own volition or did you feel that you were forcing 
them out? These are some of the things to listen for and be aware of. 
Don't force things to happen but rather LET them happen. In this simple 
exercise you can really focus on breathing and embouchure (while 
keeping articulation and slide/valve control out of involvement for the 
most part). The ultimate goal with these is to make all of this as 
subconscious as possible; you don't want to be thinking about these 
issues when you are making music! 

Now do it a half step lower; continue to go down in half steps until 
the full length of the horn is being used. How's your air control, sound, 
ease at which the notes come out now? It's a lot harder the lower you 
go! 

Now add the next note above (to Bb3 on trombone, C5 on trumpet) 
still taking one breath to complete the exercise. (See example 2.) 

Ask yourself the same questions above. Also continue to the full 
length of the horn 

Keep adding notes above without using too much force or tension. 
Remember that the tongue is part of the embouchure, too and that 
your sound quality is determined in the oral cavity first and foremost, 
in general, the tongue is raised as the pitch range goes up. Experiment 
to find what works best for you. A good first goal is to develop the 
ability to do these through two octaves. Always be aware of what you 
are playing. You can't continue to the full length of the horn (unless 
you're doing these on trombone) because you run into some tuning 
problems. On a valved instrument you can pretty much go through 
the 1 -2 valve combination without creating a horrendous intonation 
problem. God gave us trombone players a slide so we don't have any 
excuse for playing out of tune. (By the way, the concept of "in tune" 
is a discussion for a later time!) Always listen to and be awcre what 
you are doing. Don't do these mindlessly! (See example 3.) 

(Add each note one at a time. The G4 in the above example can 
be replaced with an Ab4 when not in 1st position, but be sure to 
correct for intonation!) 

After you have done these preliminary exercises and are now 
loosened up, you can start to work on the endurance factor. A first 
exercise to do here could be to go to the 5th & 6th harmonics as before 
(D4 & F5 on trombone; E5 &G5 on trumpet) but insert a lip slur in 
tempo starting with four beats of quarter notes, followed by four beats 
of eighths, followed by four beats of 16ths; then go back down to the 
initial note. One could also do a long tone on the top note, perhaps 
adding some crescendo. I know, you're asking yourself where you are 
supposed to take a breath. Since it takes less air volume to play the 
higher notes and you have been expanding your air capacity through 
the previous exercises, you should be able to do this all in one breath 
(Tuba might be an exception.). You can, of course, increase the range 
of this by using higher pairs of harmonics (For you acoustics experts 
out there, I know that these are not strictly "harmonics," but I think 
they are close enough for us to use the term.) 

I strongly suggest that you make this the first part of your daily 
warm up/exercise routine. They should take on an almost meditative 
yoga-like quality; you know, becoming one with your horn, etc. If you 
do them regularly and consistently, I almost guarantee that you will 
see an improvement in your sound, control, range, and endurance. 
Good luck and don't give up! 

Feel free to contact me via e-mail at tplsek@berklee.edu if you 
have any questions and/or comments. 

CoMPOSER/PERRORMER TOM PlSEK IS CHAIRMAN OR THE BRASS DEPARTMENTAL 
Berklee Con.roe or Music. 



THE ROLE OF A TEACHER 
Teachers in any discipline have a formative 
and lasting impact on the development of 
one's outlook and values - an impact that is 
equaled only be the influence of mates, very 
close friends and family. Although teachers 
are usually associated with "classroom" 
contexts, they can be found in other contexts 
as well. (Indeed, the most influential teachers 
are often found amongst mates, very close 
friends and family!) In any case, the very best 
teachers leave deep and lasting impressions 
and, as a consequence, a strong allegiance 
usually develops from those relationships, 
even where they are of limited duration. 
Honesty and candor are perhaps the most 

important qualities in a good teachers. These 
qualities in a teacher will ensure that you are 
completely in touch with, and conscious of, all 
of your strengths and weaknesses as a 
performer because you yourself must listen 
and ultimately hear what it is that you are 
doing and where it is likely to take you 
musically. 
I learned the importance of this from one of 

my first flute teachers. He stopped me once 
in a lesson and told me pointedly to "Stop 
playing those birdies!" I asked what "birdies" 
were and he said they were stray over-tones 
that were becoming apparent in my playing. 
Foolishly, I denied that I was guilty of playing 
any "birdies". He insisted, "Yes, you are. Just 
play that passage again." I did and he said, 
"There, you see? You did it again!" I suddenly 
heard exactly what he had been hearing all 
along. I was pretty annoyed with myself 
because, ironically, that had been precisely 
the way I had practiced the passage — 
complete with the birdies! I hadn't even 
noticed the stray over-tones that were so 
obvious to him and therefore should have 
been very obvious to me. 
Just that one experience caused me to begin 

examining every aspect of my playing in 
minute detail with a view — not just to 
listening to what I was doing but also — to 
hearing precisely what I was doing at all times. 
A good teacher is inevitably aware of a lot 

of angles and tricks which he or she can 
convey to the student at appropriate times, 
taking into account the stage of his or her 
development and the specific difficulties he or 
she is experiencing. For flute players reading 
this article, I will offer one useful example. 
As some of you have no doubt experienced, 

it is particularly difficult to get the bottom end 
of the instrument to speak immediately when 
a line commences in the low register. I know 
how enormously frustrating this can be. 
However, the difficulty can be overcome by 
tapping a key shut and getting the tube to 
vibrate ever so slightly just before you 
introduce wind into the instrument. This 

gesture has to be timed carefully — so that you 
don't end up with a "birdie". You will find that, 
to achieve an immediate start to the tone, you 
don't have to smash the key down — you just 
have to tap it down gently. The best key to use 
for this purpose is the G key (i.e., the third 
finger in the left hand) because it lies in the 
middle of the flute and is common to the 
fingering of all of the tones at the bottom end 
of the instrument which give rise to this 
problem. 
For those flute players who are unaware of 

this device, it will be the answer to all of your 
prayers in relation to what is a very common 
and fundamental problem that even advanced 
flute players face. 
The two teachers who have had the most 

profound impact on me musically were Frank 
Falco (with whom I studied improvisation) and 
Robert Aitken (with whom I studied flute). 

Frank Falco 
In Frank's case, it was not so much what he 
taught me specifically so much as his very high 
standard as a player generally that had the 
biggest impact on me. 
Frank also had an unusual ability to de¬ 

mystify just about any musical phenomenon. 
He fully recognized the role of "craftsmanship" 
in what might appear to be strictly a product 
of "inspiration." He could dissect the most 
striking musical result with the understanding 
that such a result was not necessarily the 
consequence of mere chance or (for want of 
a better expression) "emotional gushing" by 
the performer. Frank always looked for that 
identifiable element - that aspect of craft -
which made the ostensibly inspired result 
actually happen. He would inevitably find that 
what he identified as being most responsible 
for the "inspired" result usually rested on the 
application of a very basic and, often, quite 
simple musical principle — and, from that 
principle, Frank could then proceed to 
generalize. 
Ultimately, Frank's approach helped to bring 

some of the most ostensibly unattainable and 
"inspired" improvised results somewhere 
within the realm of my understanding and, 
hopefully, somewhere within the scope of my 
grasp. 

Robert Aitken 
Before I began to study with Robert at age 15, 
I had become frustrated and disappointed with 
all of my previous flute teachers because all 
of them seemed to be fixated on the matter of 
"execution." Intuitively, I felt that, if this 
preoccupation was not in fact wrong, then it 
was certainly beside the point. Why? Because, 
even as I became more and more technically 

proficient, addressing their fixation with 
"execution" was not really making me sound 
any better. Something was clearly missing. 
Although Robert taught me a good deal 

about fundamental things (i.e., he changed 
my physical approach to the instrument 
dramatically), he ultimately spent a lot of time 
examining what I will refer to as the "contour 
of the line". He taught me that "although 
every note had to be played, every note was 
not equally important." For that reason, it was 
essential to identify those notes within the 
contour of the line that were vital to the effect 
sought by the composer — and then to give 
those notes special treatment. [Note: Special 
treatment did not necessarily mean 
emphasis] 
Such an approach to classical music was a 

complete and utter revelation to me, and a 
radical departure from anything I had learned 
from my previous flute teachers. 
All of this was much more in keeping with 

what I had been looking for musically at the 
time (although I was too young to articulate 
it, let alone strive for it). Robert finally provided 
me with the direction and insight that I was 
looking for at a point in my studies when I 
needed it — and I was, essentially, ready for it. 
In conclusion, that key precept in Robert's 

teaching (i.e., understanding the contour of 
the line and finding a way to bring out its 
emotional content) is what has remained with 
me for many, many years. In fact, that precept 
has served me in every musical context, 
classical or non-classical, that I have found 
myself performing in ever since. 
Bru McBirnie has performed with Herbie Mahn, 

Art Biakey, Dizzy Gillespie and recorded with 
Memo Acevedo, I heJ unior Mame Quinith anus DA. 

CANADIAN 3 I MUSI CIAN 



COMPUTERSANDMUSIC 
A S U k V I V A I 6 (I I k I 
Most of us work with computers these days, 
whether it's our job, hobby, passion, 
necessity. We always want them to work right 
away and have come to expect them, willy-
nilly, to perform any task we instruct them to. 
This glorified appliance has inserted itself in 
our lives in such a way that it now seems not 
only ubiquitous, but indispensable. Nowhere 
is this more true than in the world of making 
and recording music. The fact is, like it or not, 
we live in a digital world. 

It is interesting to note that when it comes 
to multimedia, that is to say the marriage of 
several media using a computer as the 
conduit and focal delivery point, music 
makers are among the first to have actually 
used it, and in the process made it useable in 
a really useful way. MIDI, sequencers, and 
later digital recording with computers and 
attendant outboard gear were the first widely 
used multimedia applications for computers. 
Video games didn't become multimedia 
computer games until much later, with the 
advent of things like Sound Blaster cards and, 
of course, more powerful computers with 
capable operating and graphic delivery 
systems. Which brings me to a point I want 
to discuss. 

When it comes to many things in our work 
as musicians/producers/writers, we are 
prepared to spend the time, effort, money (oh, 
you know, take a lien on the car, that third 
mortgage on the house if you're lucky enough 
to have one), whatever it takes to make it 
work right and sound good. But when it comes 
to the computer that is going to be our 
multitrack digital workstation, sequencer, 
page layout and graphic design engine, heck 
— internet toaster, we expect to squeeze this 
little machine that's chugging along with 
barely enough resources for an operating 
system to operate to deliver the mix, effects 
and all, without complaint. We see it at best 
as an unnecessary expense. 

Never mind the fact that we are willing to 
spend two or three grand on synths, rack 
effects, a new instrument. What about 
maintenance on a tape deck? We tend to 
skimp on the computer wherever we can, and 
view it as a pain and a drain. Rather like a 
car, especially when it ain't runnin' right. And 
that's the point. You have to feed these things 
if you expect them to keep performing. They 
need fuel and oil to run. As we throw ever 
greater demands at these machines, we need 
more power. And power costs money. Pretty 
soon that three-year-old-twenty-five-
hundred-dollar-smokin'-machine is looking 
pretty slow, and expensive. 

The problem lies with the inescapable 
feeling that when it comes to computers, it 

always seems like you're getting a bad deal. 
No matter what you do, the price for any 
component you bought will be cheaper next 
week. And the newer one that's cheaper still 
will be better, faster, more powerful than the 
one you got. Then you have to worry about 
compatibility and upgrades. It seems like a 
never ending sinkhole for time and money. But 
perhaps we should stop and think for a minute 
about what it is that this appliance is actually 
doing for us. 

Today, for about twenty five hundred bucks 
you can get a computer that will record up to 
16 tracks at a time and play back that many 
and more, run your sequencer, write your CDs 
and give you unparalleled editing capability. 
It can also be everything described earlier and 
more. Soon that very same machine will be 
able to simulate any synthesizer ever made, 
automate anything in any studio, recreate any 
effect ever created. But will it do all of this all 
at the same time? No. But it will do much of 
it. And without very much hassle at all. You 
will have to make a commitment, however. 
The key is knowing what you want it to do and 
getting one to do that thing well. As music 
makers, we are putting special demands on 
a computer. We want it to be a recording 
machine, sequencerand signal processor and 
throughput all this without interruption. 

There are several things you can do to 
optimize your ability to work with a computer 
to make music. Number one is always go for 
processor speed and RAM first. Get the fastest 
and most you can. There are always plentiful 
supplies of cheap storage, and hard drives 
don't come with anything less than a gigabyte 
these days. Video cards are fast, cheap and 
plentiful. Get a good one but don't blow the 
farm on one if your business isn't graphics. 

Here's a basic survival guide for buying and 
using computers for music: 

1. Buy new and plan to sell your computer 
in three years. You are buying a fast machine 
by today's standards. It is of value to someone 
who isn't putting it to the kind of use you are. 
You should get about one third its new price. 
If it cost $2500, you'll net around $800 to 
$1000. This is really important. After more 
than three years its value will seriously 
plummet. Unless you plan to keep it around 
for your kids or as an office machine, sell it. 

2. Make sure that what you buy is compatible 
with the most important things you want it to 
do. If you want it to run a multitrack recording 
package, check with the recording package 
manufacturer to ensure optimum per¬ 
formance and minimum hassle. 
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...DIGITAL MUSIC 

BY ALISTER SUTHERLAND 

3. Commit to SCSI. That way you can easily 
migrate your hard drives, CD writer (you will 
own one) and other peripherals to your next 
machine. And they hold their value better 
when you want to sell them. It does cost more 
up front, but SCSI drives also perform better 
and have longer warranties. 

4. Accept that unless you are only doing MIDI 
sequencing it will cost you around $50 to 
$100 a month, amortized, to play, depending 
on what you can afford and your needs. If you 
can't do this, you are going to be frustrated. 
But keep in mind the use you're getting out of 
it. After all, that breaks down to between 
$1.65 and $3.30 a day. 

5. Learn how to use it! Get to know your 
machine. We spend all kinds of time learning 
a mixer or synth, but when it comes to our 
computer we expect to never open the 
manual. You don't have to become a 
programmer to be able to work one of these 
well. It will only help you do the things you 
want it for anyway. 

6. Take heart in the fact that we are reaching 
a plateau in the technology cycle, and your 
investment will pay off. You won't have to 
trade up or upgrade so often in about five 
years because your machine as a music 
making and recording platform will be 
adequate. In the meantime, you'll be satisfied 
because you have performance, which frankly, 
is the name of the game. 

AUSTER SlTHERlAND IS .1 TORON TO-RASED Ml SICIAN, 
PRODUCER, ENTREPRENEUR AND EDUCATOR. A PARTNER IN 

(‘re lAitF.w: l ’S Im .. t com/mw thai designs and 
MANI EACH RES COMTUTEIl-RASED DIGITAI. AUDIO 

WORKSTATIONS, III IS AN EXPERT WITH COMPUTERS, MUSIC 

AND TECHNOLOGIES. 
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CET THE RETE TUIM, 

Neumann's new 
KM 184 microphone 
shown actual size 

Why settle for less. 
Introducing the KM 184 - a small diaphragm condenser microphone designed for critical recording and live sound 
applications. With 20Hz to 20kHz frequency range and I38dB maximum SP1. the KM 184 is particularly useful for 

percussion, cymbals and brass instruments. It is also excellent for capturing the subtle nuances of acoustic guitar and 
orchestral performances with its extremely quiet (16dB A-weighted) self noise. Best of all it has that Neumann Sound. 

Small but beautiful, the KM 184 was developed with great care in the new "Berlin Headquarters" in the traditional design 
of the world-renowned Neumann family. The KM 184 is the symbiosis of the earlier highly acclaimed studio condenser 

microphone model KM 84 with the modern, transformerless circuitry of the KM 140. 
The results speak for themselves. 

The KM 184 comprises the know-how of Neumann's R&I) engineers with their expertise 
acquired over decades to provide a small yet powerful microphone. 

Neumann... the choice of those who can hear the difference. 

Georg Neumann GmbH I Berlin 
221 LABROSSE AVE • PTE-CLAIRE • PQ • H9R 1 A3 
TEL 800.463.1006 • FAX 800.463.3013 
In USA: 6 VISTA DRIVE • P.O.BOX 987 • OLD LYME • CT • 06371 
Tel: 203.434 9’90 • Fax 203 434 1759 
In California: 4116 West Magnolia Blvd. Suite 100 • Burbank • CA • 91505 
Tel 818845 7366 • Fax 818 845 7140 



tiling the room with the sweet decay of ecstasy, 
"Psychopomp" blasts out of the Auratone speakers at 
Studio Morin Heights, a chalet-styled recording facil¬ 
ity in the quaint Quebec ski resort town of Morin I Heights, 45-minutes outside Montreal. Unshaven and dressed 

all in black, The Tea Party's Jeff Martin sits on a caster¬ 
based chair, scooting from one side of the mixing console to the 
other, checking the levels, pushing buttons and bringing up the 
faders accordingly. 

"There's so much going on, it's a matter of balancing things 
out," explains the singer-guitarist of the song which layers a 
slowed hi-hat sample, acoustic guitar, distorted Mellotron and 
plinking piano in amongst mounting aggressive rock. 'Til Give 

project after six or seven mixes. 
"We would start mixing at 11 a.m. and Adam would arrive late 

afternoon to slot in the vocal," recalls Chatwood of the two-and-
a-half week period. 

"That was the part of the song that Jeff really had a difficult 
time with because he sang the vocals. But as we progressed, Jeff 
became more and more comfortable and it became apparent to 
Adam first, then to the rest of us, that he wasn't really necessary." 

"I'd never mixed a record before by myself, especially working 
on SSL consoles and the Neve console with Flying Faders," says 
Martin, explaining why he didn't go it alone from the outset. "I 
was going for (Adam's) expertise and I learned a lot in a rela¬ 
tively short time. I wanted to make sure the depth and mystery 

You Something More" Martin's voice threatens in the lyrics, as the 
orchestral power of the chorus attacks the senses from all angles. 

"I just wanted a landslide of melancholy" Martin explains. 

Martin is working on deadline. 
The mastering date has been set for the new album, 

Transmission (interestingly, Joy Division, of whom Martin has 
been a long-time fan and often injects a passage of "Love Will 
Tears Us Apart" into "Save Me", has a song of the 
same name), but Martin still has a handful more 
songs to remix. 

Bassist/keyboardist Stuart Chatwood and 
drummer Jeff Burrows "J.B.", who are staying at 
the studio's nearby residence, appear an hour 
later to lend their ears to the session. 

"Essentially, what I've done is there's no 
EQ," Martin tells them, as they all listen 
intently to the final mix of "Psychopomp". The 
song is an adaptation of a riff from the 
decade-old "Something More", written when 
the childhood friends played together in their 
old high school band. 

"I'm just trying to have foresight into the 
mastering," Chatwood comments. 

Except for the odd suggestion, Chatwood 
and Burrows leave the mixing to Martin, 
who produced and recorded the entire 
album in his loft studio at home in old 
Montreal. 

"We place our trust in Jeff for the bulk of time, and 
sometimes he'll invite Jeff Burrows and myself to give objec¬ 
tive opinions," explains Chatwood, who kills some time in the 

were present in the songs." 
With a week off before the mastering date, The Tea Party took 

up residency at Studio Morin Heights to try another room and 
compare results, says Chatwood. "It wasn't a case of not being 
happy. Some of the mixes worked out." (On the album, Kasper 
ends up with a co-credit on "Army Ants", "Release" and 
"Psychopomp"). 

Martin has adopted the word "chemurgy " (a chemistry term 
meaning the use of organic materials in industrial 

processes) to describe The Tea Party's 
. hybrid of rock, electronica and Middle 
’ Eastern melodies on the new EMI opus, 
Transmission. While the trio's four previ¬ 
ous releases — 1991's eponymously-
titled indie album, 1993's EMI debut, 
Splendor Solis, 1995's The Edges of Twilight 
and 1996's enhanced CD EP, Alhambra — 
harmoniously integrated ethnic sounds in a 
rock setting, Transmission uses them like oil 
and water, as organic and mechanic foils. 
In many ways, the album makes a statement 
not unlike Godfrey Reggio's Koyaanisgatsi (Life 
Out Of Balance) and Powaqqatsi (Life In 
Transformation), films which contrast the natural 
world with the artificial world and indigenous cul¬ 
tures with technological progress. 
"Essentially, the whole record is in one way or 
another about the human condition, the pre-milleni-
um tension before the clock turns over," says Martin,
who grew equally fascinated and repulsed by the pace, 
commerce and progress of modern cities like Sydney, Los 
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and what 
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listen to and 
what we 
enjoy. j 

Our music 
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been a 

reflection of 

next room by working out the intricacies of an antiquated Mini-
Moog (donated to the studio by Rush), as well as hammering out 

by Karen Bliss 
Deep Purple bits on a Hammond B3. 
"We have an in-joke where we laugh 
whenever Stu plays Deep Purple," says 

Martin, as he prepares to mix a second track, "Emerald". A breath¬ 
taking, pained, and soul-stealing song, it alternates a gorgeous 
acoustic passage (bordering on new age) with a commanding rock 
chorus. 

"Hey, Jeff, for the drums, can you put a reverse on the first 
snare?" asks Burrows. "It will be really cool and make it more 
dramatic." 

"I'll have the song mixed in an hour," jokes Martin, knowing 
he'll be running through "Emerald" at least a more hundred times, 
adjusting this and that. 

The original mixing session was done in North Hollywood's NRG 
studios with Adam Kasper (Soundgarden), who bowed out of the 

Angeles, New York, London and Paris while on tour. 
"I just don't understand how countries can be so wealthy and 

have the poverty that exists there — and not just poverty mate¬ 
rially but the poverty of the soul." 

A psychopomp: the figure which beckons the dead to enter the 
tunnel to the spiritual or turn back to the physical world. 
Transmission was, and is, Martin's psychopomp. The album, the 
song, the very first loop he sampled from some Lebanese funeral 
music, drew the disillusioned artist back from the underworld into 
a creative space. 

It was November of '95, and The Edges of Twilight was closing 
in on double-platinum in Canada, in spite of the minimal touring 
activity the band had done at home that year. Driven on cracking 
the U.S. market, The Tea Party says it received scant support from 
its U.S. label, Chrysalis. The album had been out five months 
when the guys wound up in Texas, booked by their manager on 
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an "inappropriate" bill with blues-rock guitarist Ian Moore. 
Miserable and frustrated, they cut short the tour and headed 
home. 

"I felt with certain moments of The Edges of Twilight, it 
deserved the proper attention and it wasn't dealt with in that 
way," reflects Martin. "The music speaks for itself. 'Sister Awake' 
and The Bazaar", those are very important songs, meant to be 
heard. It was just the most disappointing thing and I was at wit's 
end, to the point where I was thinking of packing it in. I was 
doing a lot of drugs. I was drinking a snitload. I was craving 
oblivion." 

Sequestered at home for a month, getting so fucked up he did¬ 
n't know if he would wake up the next day, Martin snapped out 
of it long enough to realise, "you gotta channel this somehow." 

Sick of rock music, he forced himself to get reinspired by fil¬ 
tering through the enormous collection of music he had amassed 
on his travels from obscure world music to electronic pioneers 
Tricky, Chemical Brothers, Transglobal Underground and Moby. 

He dug out the the Emulator 11+ sampler his friend, English 
folk musician Roy Harper, had given him to lay down "strings" on 
The Edges of Twilight demos and began messing around with a 
loop sampled from a Lebanese funeral march. "It was the first 
loop I ever did," Martin recalls, amused by the irony that it was 
lifted from a "nice jolly" funeral piece, considering his self¬ 
destructive state at the time. 

The loop grew into "this monster" overnight, he relates. "For 
a mid-'80s sampler, the Emulator 11+ can produce a unique 
crunchy sound. I had done a few other little passes too, these 

very Eno-esque treatments, and was getting very excited. I can 
start with a loop, a little guitar demo, and can see months ahead 
where the song's going to go." 

With the skeleton to the song "Transmission" completed (no 
drums, no guitars, no bass, no vocals), Martin played the "elec¬ 
tronic mush" constantly far a week and a half. When a meeting 
was scheduled at EMI Music Canada headquarters in Toronto to 
discuss plans for the Alhambra CD-ROM, Martin didn't want to 
hear about it. 

"I just wanted to make this record," he confesses. 
Excitedly, he stuck his new creation in the DAT machine in the 

boardroom of EMI, playing it for the first time for both his band¬ 
mates and the A&R VP. "They must have thought I'd lost my 
mind," Martin muses. "It was basically the song 'Transmission' 
without guitar, drums, bass, vocals (laughs) and I had it playing 
at 10." 

No one uttered a word of praise afterwards, he admits. "I was 
just excited by the essence of it all. But to listen to it sonically, 
that loud, was so abrasive, so fucking shit, but I knew what was 
inside of it. I knew how it was going to develop." 

Burrows also laughs when reminded of that sitting. "That was 
a weird time," notes the drummer. "There were so many negatives 
going on — we all felt gypped — that when I heard the music, 
it was difficult to understand where Jeff was going." 

By the time Christmas rolled around, the future had bright¬ 
ened. While still at the mercy of his vices, Martin says, "the one 
healing aspect of it all was once those guys (Stu and J.B.) came 
to Montreal. The excitement of writing with them took over and 
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they slowly dragged more out of my own 
little world." 

The Tea Party had acquired new man¬ 
agement, Toronto-based heavyweights SRO 
(Rush, Van Halen), and a new U.S. deal 
with Atlantic (for America 
and Japan, while remaining 
on EMI for the rest of the 
world). 

Besides "Transmission", the 
song which immediately 
staked its claim as the album 
title, Martin had assembled 
the skeletons (loops, elec¬ 
tronic treatments and gui¬ 
tars) to another five songs: 
"Psychopomp", "Army Ants", 
"Gyroscope", "Pulse" and 
"Temptation". 

"These six songs formed 
the matrix of what the record 
became," says Martin, who 
had purchased a Tascam 88 
DAT recorder, to add to the 16-track Fostex 
he had used to demo the last album, The 
Edges Of Twilight; essentially demoing 
Transmission on 24 tracks. 

"And these skeletons that we had as 
demos, the three of us had about a month 
to brood over. 'How are we going to put a 
rock band on this? How are we going to 
put us on this very artificial but inspiring 
entity?'" 

Adding the heart of a rock band to the 
electronic side began in February of '96. 
Martin resides in a stunning 300-year old 
building with stone walls, hardwood floors 
and wood beams across the ceiling, his 
studio in a small room in the loft. 

"The whole thing about the vibe of that 
house is an article for Architectural 
Digest," Martin comments. 

Besides its ideal acoustic properties, of 
which the singer-guitarist was unaware 
when he moved in, it has character and 
spirit; its decor like that of a sultan's tent 
with antique furniture and Middle Eastern 
artifacts. It's Martin personified, and the 

sound like this. Essentially, the one thing 
that keeps the cohesiveness of this record 
intact is Jeff Burrows' drum sound." 

At his leisure, Burrows worked out his 
drum parts at his home in Windsor, ON, 

enabling him to knock 
off his bed tracks in 
two days when he re¬ 
turned to the little room 
in Montreal. Unlike work¬ 
ing in a proper commer¬ 
cial studio facility, "It 
was strictly a head¬ 
phone to microphone 
relationship," Burrows 
says. "I enjoyed the 
isolation, of not being 
watched. I could actu¬ 
ally breathe." 
More integral to the 
songwriting process than 
ever, Burrows says many 
of the songs were drawn 

around a rhythm. "It's great to actually 
hear Jeff sit down and try and follow a 
time signature or a pattern that I've come 
up with and write something out of it." 

Both ultra heavy songs, "Army Ants" 
grew around three different drum patterns 
and "Pulse" used backwards drumming. 
"We actually sped the tape up to get a fat 
drum sound," reveals Burrows, "so I think 
the song's tempo is around 80, 
but the drums were recorded 
at around 140, which meant 
that I was playing to the 
radio, listening to Green Day, 
and it was coming out sound¬ 
ing like a Black Sabbath 
song." 

While Burrows normally 
plays Sabian HHs cymbals 
exclusively, he decided to 
experiment with much thinner 
cymbals (AAXs) for Transmiss¬ 
ion. "It was a nice texturing 
device, more lush-sounding 
and less abrasive, and if you 
wanted them more abrasive, 

Since soaking up the techno sound of 
Windsor's neighboring Detroit when he 
was a teenager, Chatwood has become 
well-versed in electronic music. "There's a 
lot more world music influence in elec¬ 
tronic music than in rock," he points out. 
"Basically, electronic music, for us, was 
one of the last frontiers in a rock context." 

Sometimes, Martin and Chatwood would 
simply sample The Tea Party's own licks 
and grooves; other times they'd lift some¬ 
thing "really obscure" from another source 
and manipulate it beyond recognition. 

"I think a song like 'Transmission' 
illustrates the greatest use of sampling," 
says Chatwood. "It's a bridging between 
the old record, Edges..., with putting the 
world music influences within the sam¬ 
ples themselves. The fact that they're 
samples is something that's evolutionary 
for us. 

"'Gyroscope' was an interesting song," 
Chatwood illustrates, "because it started 
off as just this Eastern-styled riff on a saz 
(a Turkish lute), and that is what the bass 
line became. So it started with an Edges of 
Twilight feel, but we completely reversed 
the beat and added a lot of electronics 
and it took on a whole new form. We actu¬ 
ally did an eastern version of the song 
without words." 

By the time The Tea 
Party returned to Aus¬ 
tralia for a tour in 
March, "Transmission" and 
"Psychopomp" were de¬ 
moed with vocals, and 
"Temptation" and "Gyro¬ 
scope" without the 
vocals. The other two 
songs, "Army Ants" 
(which began as an 
Aphex Twin loop) and 
"Pulse" were done in¬ 
strumentally. "I just had 
to write the lyrics," 
says Martin. "I had six 
songs, musically, and 

most comfortable environment in which 
The Tea Party could ever have hoped to 
record. 

On the floor below, Martin discovered a 
room possessed of 
the same "perfect" 
acoustic proper¬ 
ties, where Burrows 
could record his 
drums. 
"You put Jeff 
Burrows' drum kit 
in there, as pow¬ 
erful a drummer as 
he is, and the type 
of drums that he 
has (a custom-made 
Gretsch kit by LA 
"drum doctor" Ross 
Garfield; live, he 

plays a customised DW), and it's all over," 
beams Martin. "Recording studios pay mil¬ 
lions of dollars to get a drum room to 

it's easier to bring that out in the mix." 
On tracks like "Psychopomp", "Trans¬ 

mission", "Temptation", "Army Ants" and 
"Babylon", Burrows' playing is reinforced 
by a drum loop, or vice-versa. And be¬ 
cause The Tea Party was making the album 
as it went along, writing then recording 
almost immediately, the drummer was able 
to express ideas about guitar and key¬ 
board sounds as well, as opposed to com¬ 
ing in and knocking off his bed tracks in 
one shot and waiting for his bandmates to 
build the song. 

Chatwood, who lives down the street 
from Martin, added his "shadings" to the 
songs, sampling along with Martin for the 
album. A guitarist before The Tea Party 
formed in 1990, he had made the transi¬ 
tion easily to bass and picked up a 
Kurzweil K2000 a few years ago, on which 
he taught himself to play for The Edges of 
Twilight. Now, for Transmission, Chatwood 
plays more keyboards than bass. 

what was so interwoven was the emotion 
that I felt came though even without 
words." 

The words to "Transmission" came first. 
Juxtaposing old-world and new-world, 
with its Lebanese sample, Middle Eastern 
percussion and plodding sense of doom, 
the lyrics set the tone for the entire 
album. Written while Martin was in San 
Francisco back in 1995, he recalls, "I took 
this really great acid and all of this anxi¬ 
ety that had built up in me, 'we fear what 
we see in the distance...' and I didn't stop. 
Ten minutes later, I had the complete 
poem." 

Another early lyric, "Psychopomp", was 
inspired by the Jean Cocteau film, 
Orpheus, while the title was taken from 
Carl Jung's findings in patients who had 
near-death experiences and reported see¬ 
ing a 'psychopomp'. Musically, the inviting 
epic reflects this chilling invitation, this 
beckoning to the beyond. 
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Many of the other lyrics for the already 
demoed songs were culled from Martin's 
“little black book of anger or frustration," 
in which he been documenting his exis¬ 
tence in Montreal. Compelled by more 
"hedonistic activity", Martin says he also 
wrote some of the lyrics in Australia. 

In "Temptation", an aggressive rock 
song with pulsing beat and sparking 
short-wave samples, the words match the 
music's sense of dangerous enticement. 
It's about the time Martin spent "lost" in 
Montreal and his inability to cope: "driven 
by restrained desire/I want what I need/ 
shaking as her sex takes hold. " 

"Army Ants", an aggressive, raging 
warning of conformity, refers to the sick, 
automaton nature of modern man. "You 
know the word, 'formicating'? — human 
beings crawling around like mindless sense¬ 
less ants," Martin explains. 

The lyric was inspired by Montreal's La 
Theatre Deusiem du Realite's adaptation 
of Russian author Eugene Zamyatin's 
novel, We. "It was the first novel warning 
of the infatuation with utopian ideals," 
says Martin. 

The aggressive "Gyroscope", a fiercely-
sung, gushing open-wound, was inspired 
by a collection of aphorisms about the 
human condition called The Secular Grail, 
by Toronto poet/philosopher Christopher 
Dewdney. 

"On one page, he equates the psychic 
equilibrium of a human being to the rate 
of spin to a gyroscope, and how opposing 
forces such as flattery or criticism can 
cause a processional wobble," Martin 
relates. 

Martin, often targeted by the media for 
his deep voice and dark, handsome fea¬ 
tures and spiritual leanings, applied it to 
his own career, and "all the bullshit that 
was going on with the (Jim) Morrison 
stuff." He calls the song a "backlash at 
me: 'Martin, wake up man, you're doing 
what you do. You're doing it right"' 

After the Australian tour, The Tea Party 
organized another demoing session at 
Martin's place where the three came up 
with songs which dug even deeper into 
electronic experimentation, veering at 
times into ambient territory. "Release" — 
inspired by a CNN report about the status 
of women's rights and the practice of gen¬ 
italia mutilation in some Middle Eastern 
countries — has a more orchestral-sound¬ 
ing base and Martin's voice is gentle, 
unhurried and sincere. It's Martin's "apol¬ 
ogy" to womenkind on behalf of all 
mankind. 

"Alarum" — built around a 10/4 time 
signature that came out of a rehearsal 
during the Alhambra tour — has a mercu¬ 
rial, Jamaican dub feel with an intense 
rock chorus. Martin's vocals are recorded 
backwards with normal reverb when he 
mixed it. 

The song, which means 'loud warning' 
in Old English, was inspired by an art book 
of 19th-century etcher Giovanni Piranesi 

who went mad and began drawing stair¬ 
cases leading to hell. 

"I had a week of dreams about these 
staircases leading down to wherever and 
getting lost. So 'Alarum' is essentially 
about that, the darker side of things that 
I went through in the last year and a 
half," says Martin. 

The final song written for Transmission 
was "Aftermath", a literal comment on 
evolution (“godless and stained/glimpses 
of hope exist") and the most ambielec-
tronic of all the tracks, with its blanket of 
synth, drums, short-wave radio and assort¬ 
ed blips and cranks. It was finished in 
December of '96, a little over a year after 
Martin's musical ambitions were re-insti¬ 
gated by the Lebanese funeral sample. 

Throughout January and most of 
February this year, The Tea Party "redid 
everything". Renting the Otari MTR 90, 
compressors and microphones from Studio 
Morin Heights (some compressors and pre¬ 
amps came from Vancouver's Reely-
Unique), in-house engineer Don Hachey 
helped Martin set up the gear in his loft, 
and was a mere phone call away if techni¬ 
cal problems arose. 

The singer-guitarist had a fair amount 
of production experience — he self-pro¬ 
duced The Tea Party's indie album and 
Splendor Solis (with engineer Glen Rob¬ 
inson) and co-produced The Edges Of Twi¬ 
light with Ed Stasium — but never a 
recording of this scope and magnitude, 
and with such a high importance from a 
career standpoint. 
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With the other albums, Martin would 
comb his record collection, searching for 
the ideal production sound, but for Trans¬ 
mission, he says, "The most challenging 
thing for me on this record, as a producer, 
is I don't have anything to reference it to. 
It doesn't sound like anything else." 

Favouring the AKG C24 microphone, a 
vintage tube stereo microphone, to cap¬ 
ture the drum room, Martin also tried 
some Audio Technica 4033s. "That was my 
concern with the whole tracking of the 
record, making sure I had the proper 
microphones in order to reproduce his per¬ 
formances and capture the characteristics 
of the room," he explains. 

"As far as everything else — the gui¬ 
tars, keyboards and whatnot — I did some 
miking of my amplifiers but that was pret¬ 

ty minimal. I did most of my guitar sounds 
going direct into the (Allen & Heath GS3V) 
console, and in the middle of the change 
of going from the guitar into the console, 
I just used a series of different compres¬ 
sors. I'm a fan of very old compressors like 
LA2As, LA3As." 

On a basic level, Transmission is "pri¬ 
marily an exercise in electric guitar again" 
says Martin, who ran various combinations 
of Les Paul guitars through different com¬ 
pressors and limiters. 

Sticking mainly to electronic tools to 
add texture and depth to the new songs, 
the band dug out only a handful of the 
two dozen ethnic acoustic instruments 
introduced on The Edges of Twilight. 
"Transmission" employs a saz in the intro; 
the bridge of "Gyroscope" contains 
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dumbek (a ceramic drum); in the chorus of 
"Army Ants", there's darabouka (a metal 
dumbek with a tambourine inside) and 
pod shakers and a not-so-exotic lead pipe 
appear in "Alarum." 

Some of the songs, which appear to use 
the familiar Middle Eastern and North 
African percussive and stringed instru¬ 
ments from The Edges of Twilight and 
Alhambra, are actually synthetic reproduc¬ 
tions, reveals Chatwood. As well, there's a 
synthesized kyoto (Japanese table harp) 
in the first part of the chorus on "Pulse." 
"Maybe, we'll get into some of the Far East 
instruments at some point in our career," 
Chatwood remarks. The Tea Party also uses 
mellotron in "Army Ants", "Psychopomp" 
and "Pulse", as it had first used on The 
Edges of Twilight's "Fire In The Head." 

"Our music has always been a reflec¬ 
tion of what we are and what we listen to 
and what we enjoy," says Chatwood. "As 
we were growing up, we were purists, we 
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believed in the human being playing the 
strings, putting in the full emotion, but 
I've heard over the years a number of 
electronic pieces with emotion. And we're 
very comfortable expressing ourselves 
through it. 

"That's the beauty of this new album," 
Chatwood surmises. "We're coming from a 
history of rock which included this world 
element, so we're trying to bring that with 
us, as we evolve, and hopefully arrive at 



something new. I really think that's the 
future of music, forms of hybrids, creating 
a new thing out of two or three old 
things." 

The band completed the recording of 
Transmission on February 24th, leaving the 
following day for North Hollywood NRG 
studios to start mixing for a couple of 
weeks. With distance came perspective. 

Although Transmission was thought to 
be finished this late in the game, the 
ambitious, compulsive trio became newly 
inspired to lay down another two songs at 
Morin Heights. 

One, a short ambient track with the 
working title "Embryo" sounds like a 
heartbeat and slowed siren set to piano. 
"We might put something down onto that 
but I like it the way it is," says Burrows. 

The other, an insane electronic compo¬ 
sition, mixes mouth harp-sounding blips, 
dirgy metallic riffs and a mechanical, 
industrial beat. "Babylon", as it is later 
christened, is a "mock-jungle" piece 
Chatwood and Martin demoed in Montreal. 
"It was something really cool and very fast 
and very heavy," says Martin. 

A psychopomp: the 
figure which beckons ’ 
the dead to enter the j 

■tunnel to the spiritual or 
turn back to the physical 
world. Transmission was, 

and is, Martin’s psy- ¡ 
chopomp. The album, 
the song, the very first 
loop he sampled from 
some Lebanese funeral ■ 
music, drew the disillu¬ 
sioned artist back from ■ 
the underworld into a ; 

creative space. i 

"I'm going to be laying down real 
drums over a jungle loop that is already 
down," adds Burrows. 

Martin still hasn't laid down the vocals 
for it. Instead, he sings the lyrics live on 
the spot: "I've waited so long/I've waited 
so long/I've waited/I've waited..so..." 

"Here, I'm just screaming," he points 
out, unable, without a microphone, to rise 
above the harsh cacophony booming from 
the speakers. "This is like Prodigy meets 
Led Zeppelin." (On the final version of the 
album, "Embryo" appears untitled, tacked 
immediately on the end of "Babylon", the 
second single). 

The Tea Party's exciting evolution from 
blues-rock to Morrocan-roll to its current 

hybrid of industrial-acoustic-soul has 
been sealed with Transmission. 

As the day's mixing session raps up well 
past midnight, Martin dims the lights in 
the control room, pours some red wine 
and cranks up a crazy acoustic version of 
Splendor Solis's "Save Me". And, save 
them, Transmission has. 

Flash Forward: Since Transmission's re¬ 
lease in late June, the album Sound-
Scanned gold in Canada and has shipped 
well beyond platinum. The single "Temp¬ 
tation" was remixed for radio by Tom Lord-
Alge (Live, Hanson, Wallflowers) and reached 
No. 7 at rock radio. The companion video, 
directed by Tryan George (Econoline 
Crush, I Mother Earth, Moist), is in heavy 
rotation at MuchMusic and MusiquePtus. 

After performing a few warm-up shows in 
clubs and exploding on the giant stage at 
several Edgefest east dates, The Tea Party 
spent a couple of weeks touring Australia 
where Transmission debuted at No. 5 in 
the charts and remains in the top 20. The 
band returned to Canada for the Edgefest 
west tour and to shoot the video for the 
second single "Babylon". The next plan of 
attack is America, as if for the very first 
time. cr.1 

Karen Bliss is a Toronto-based 
freelance writer. 
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I jy / inter 1975. While icy winds rip up the streets of 
V \ / Halifax, a seven-year-old girl opens a gift that will 
" V change her life. Most kids might not appreciate the 

musical opportunities inherent in the ukulele, but for Sarah 
McLachlan, the gift was a symbol of her calling, the water in 
which she would submerge herself, exploring the world and 
surfacing, triumphant. Luckily for music fans — except, per¬ 
haps, afficionados of the ukc — she took up the piano at age 11, 
then studied voice at Nova Scotia’s Royal Conservatory of 
Music and continued her exploration of classical music while a 
student at Dalhousie University. Who knows? If Mark Jowett 
of Nettwerk Records hadn’t discovered the 17-year-old 
McLachlan performing at her first-ever gig (opening for 
punkmeisters Moev), this article could be focusing on the 
Beethoven of the 20th century. Instead, we’re talking about the 
hottest songwriter to emerge from Canada since Joni Mitchell. 

Canada has watched Sarah McLachlan grow up. Her darkly 
disturbing 1988 debut, Touch, included “Out of the Shadows,” 
the first non-classical song she ever wrote. With her sopho¬ 
more Solace, McLachlan dove deeper into her inner self. The 
Nova Scotian’s third full-length release, 1995’s Fumbling 
Towards Ecstasy, revealed that the angelic-voiced singer wasn’t 
all slit-your-wrists. That album’s subsequent success — it sold 
2.5 million copies worldwide — and touring filled her wan¬ 
derlust. With her fourth complete work, Surfacing — which is 
more than complete, most would say — McLachlan emerges 
as a grown woman, dealing with the complexities of life and 
the responsibilities of adulthood. Gone are the post-adoles¬ 
cent anxieties; in their place arc soul-tugging insights. 

The music is celestial; the woman is down-to-earth, neither 
taking nor giving any bullshit. She wears her heart on her vocal 
cords. But the process of coaxing it there is not as easy for her 
as it might appear. 

McLachlan is the type of songwriter that makes other song¬ 
writers want to quit. Her talents seem so pure, so given, that 
one might get the mistaken impression the songs simply flow 
effortlessly from her soul. Early on, she acknowledged that 
writing was painful — as is any pursuit in which one ruthless¬ 
ly explores one’s darker side. Now, emerging (or rather, surfac¬ 
ing) from that exploration, McLachlan is reluctant to discuss 
her process. And with good reason. After Tumbling Towards 
Ecstasy, Sarah wondered if she had peaked. Maybe I shouldn’t 

okay that I wasn’t writing. I had to trust myself and let go. It 
seems so fundamental, but it was the hardest thing to do” 

So how does Canada’s current songwriting darling develop 
her platinum tracks? “It comes all different ways,” is about as 
deep as she wants to get into the topic. Not surprisingly, she 
prefers solitude and “a nice-sounding room.” “Most often, I’ll 
be playing, piano or guitar, and a chord structure will emerge.” 
Scrutinizing the process is something she clearly views as a 
jinx. “It’s not something I analyze. I work on it and work on 
it until it’s right, I feel the message is there, or the message is 
clear enough — and the message might be completely unclear 
to the fans [note the heated discussions on her fans’ e-mail 
list], but to me, I’ve made sense of it.” That, she feels, signifies 
that a song is ready. Like many songwriters, Sarah says what 
her songs mean to individual fans is important, that she may 
write a song with her own experiences in mind, but however a 
listener perceives that song is just as valid to that person. 

It’s pointed out that this “writing from the gut” approach 
makes sense, because her music works on such a visceral level. 
She agrees. “I live my life that way. It’s the only way I know 
how to do it. And it’s served me well so far.” 

Indeed, it has served her well in her personal life as well as 
her professional one: last February, Sarah eloped with her 
drummer, Ashwin Sood. Not even the Nettwerk folks knew 
about the wedding until the deed was done. 

Surfacing was recorded at prodúiíer/engineer/recording god 
Pierre Marchand’s Ciel Sauvage Studios in Montreal. March¬ 
and has been at the helm of Sarah’s last three albums, and she 
credits him with shaping her entire musical style. “With Pierre, 
it’s a complete partnership,” she explains. “When I go in there 
with a song, it might be a very simple thing on piano or guitar, 
and we’ll take it from there. He plays a huge role in shaping 
the record, the song. If I had a different producer, my albums 
would sound very, very different.” Her sound is “branded,” 
as they say in advertising. Only one woman has that ethere¬ 
al voice. Only one woman can evoke such deep despair and 
profound joy simultaneously. Only one woman is Sarah 
McLachlan. 

McLachlan’s relationship with Marchand goes beyond pro¬ 
ducer. In her producer, she found a collaborator who was a 
musician first. “He’s totally gut-driven,” she reveals. “1 le can’t 
explain why he does things certain ways, he just does them. 
And I trust him greatly.” She recently purchased the Montreal 
native’s 110-year-old Steinway concert grand piano, which 

Ç 
write any more, she thought. Maybe this is as good as I'm 
gonna get. What followed was an eight-month writer’s block 
from hell, during which she was haunted by a recurring inner 
voice that told her, Tm never going to write another song. Tm 
not meant to. “It was myself who put all that pressure on me,” 
she admits. “The reason [I blocked was that] I thought I should 
be writing, and I 

by ï (irfik Corner y 

was beating myself up instead of letting 
myself say, T don’t want to be writing right 
now, and that’s okay.’” While friends and 
associates reassured McLachlan that her 

muse would indeed re-emerge, the singer struggled — as do all 
writers — to find a cure. The answer was deceptively simple. “I 
just lived my life. I stopped worrying and being neurotic about 
what I should have accomplished, and I told myself that it was 

now shares her often-empty residence in Vancouver with a 
brand new Steinway grand. The old and the new. The wise and 
the innocent. The painful and the joyous. 

McLachlan has a record deal which allows her to stay with 
Nettwerk, her mother label in Canada, while being distributed 
by Arista, a BMG subsidiary in the United States. She balks at 
the focus on singles given by major labels, saying she asked 
Arista “just [to] let us make a record, and then you can tell us 
if you like it.” The label agreed. And they liked it. So have half 
a million North Americans, whose immediate purchase of 
Surfacing — including an almost instantaneous sell-out of a 
limited-edition 2-CD set featuring nearly four hours of CD-
ROM interviews and videos — allowed it to debut at #2 on the 
Billboard charts. Talking on the phone from the portable Lilith 
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Cole did tour with McLachlan — very successfully — but the 
not-so-subtle lesson about sexism in the industry was well-
noted. “Last year, I was looking at Lollapalooza’s lineup, and 
it was all men,” McLachlan recalls. “And all my friends were 
saying, ‘God, there’s no women. There’s so many great, talent¬ 
ed women musicians out right now, and they’re not being rep¬ 
resented in the summer festivals.’ And 1 thought, well, would¬ 
n’t it be fun.. .why don’t we do one of those things ourselves?” 
She talked with manager Terry McBride who “seemed to think 
it was a viable idea.” Viable indeed. As of this writing, Lilith 
Fair, which will ultimately cover 35 North American cities, has 
drawn an average attendance of 20,000 at each stop. 

Buffy Childerhouse, a friend of Sarah’s and a Montreal 
songwriter, came up with the idea to call the tour Lilith, after 

l air production office in New York, McLachlan sounds fairly 
grounded about the experience. “It’s okay,” she says modest¬ 
ly, “It’s slightly more tangible than an award, because awards 
are just popularity contests.” This from the woman who has 
been nominated for five Juno awards. 

One of the fringe benefits of McLachlan’s success is that she 
realized her ability to provide other women artists with a 
showcase for their talents. 

The first inklings towards Lilith Fair emerged several years 
ago, when McLachlan wanted her friend Paula Cole to open 
for her on an American tour. Several promoters objected, 
claiming that a two-woman bill would never sell. Of course, 
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Yes. you ’re thinking, this is all very 

nice, but what does she play? 
McLachlan prefers vintage instruments, 
or at least ones that have a history: “I 
really like older instruments, because 
they keep so much energy in them, and 
the more they get played, and the more 
love they're given, the more that’s chan¬ 
neled through them, the more dignity 
they have. ” But a full collection of vin¬ 
tage instruments is not only expensive, 
but impractical as well. So for the Lilith 
Fair tour, Sarah is accompanied by: 

Gibson ]45 guitar 
Morgan 12-string acoustic guitar 
Ml Korg 
Morgan Cutaway guitar 
Morgan Full Body guitar 
Barney Kessell electric guitar 
Dan Electro guitar 
K-Yairi Classical guitar 
26-string folk harp 
CPSO keyboard 
CFMartin acoustic guitar 
Barney Kessel electric jazz guitar 
Dan Electro 6-string bass 

“The Morgans are great live, because 
they're really clean-sounding and 
crisp, ” Sarah explains. “I don't use 

them for recording, because I prefer a 
warmer sound, and they don't have 
that history to them. I’m giving them a 
history — I’ve been playing them 
about a year, so in probably 15-20 
years, they’re going to sound great. ” 
There is one exception, one guitar she 
feels is “album-ready. ” “I have a vin¬ 
tage Martin acoustic, a gift from Arista, 
that I use predominantly on albums. ” 
The gift was presented by Arista presi¬ 
dent Clive Davis. “It was a glorious 
present, the nicest present I've ever got¬ 
ten in my life. Very expensive guitar, 
and — it sings. It’s fantastic. ” 

And for those of you contemplating 
in-ear monitoring, here’s a strange 
twist: while Sarah does use the in-ear 
method, she doesn ’t use the custom-
made traditional monitors, preferring 
to go with Sony ER565 Walkman head¬ 
phones. “They aren ’t as isolating as the 
regular kind, ” explains her live sound 
engineer, Gary Stokes. “She can hear 
some ambient noise, as opposed to 
being completely cut off from the band 
and her audience. But it’s a constant 
experiment to find the right balance. ” 

the Biblical Adam’s first wife, who 
refused to be subservient to her hus¬ 
band. Although McLachlan didn’t know 
about the feminist connotations, she had 
always loved the name Lilith, ever since 
hearing the Genesis song, “Lily White 
Lilith,” and she realized the history (or 
her-story) of the name was all the more 
significant. “I added ‘fair’ to balance out 
some of the negative connotations that 
some people may perceive Lilith as hav¬ 
ing, Sarah adds. “Fair as in being beauti¬ 
ful, fair as in being equal, and fair as 
in. . .a fair.” 

But Lilith Fair isn’t just a “chick 
thing.” During a recent Intimate & Inter¬ 
active on MuchMusic, McLachlan re¬ 
vealed that several men have suggested 
that the festival would be a good place 
to meet women. “I never even thought 
of that,” she said, admittedly feeling a 
bit naïve, “Well, yes, it is.” 

Û(T w/uïf- WK Awtf fV (U 
In preparation for Lilith, McLachlan 
and company spent between four and 
six hours a night in rehearsal. “And,” 
she points out, “that was just for what, 
ten songs?” When the crew returns to 
Vancouver in September, she anticipates 
an equally rigorous rehearsal schedule 
— on the same material — for the entire 
“month off.” 

AFRICAN O R U M S 
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sounds that bring the world together. 
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Fans and musicians' alike will say that 
McLachlan’s music succeeds because on 
every level, she communicates experiences 
with intense personal empathy. And noth¬ 
ing has increased global communication 
like the Internet. But ironically, the 
woman with over a dozen fan-based web 
sites in her name credits scientific ad¬ 
vancement as one of the reasons for her 
music’s popularity. “The world is sort of 
pulling us apart in this technological age,” 
she asserts, adding that she sees her role as 
creating “a sense of connection, [reinforc¬ 
ing] the notion that we’re not alone.” A 
pause, and then, in true fashion, the earthy 
cuts through the ethereal. “Someone else 
has gone through the bullshit.” 

So what’s next for one of the planet’s 
most popular craftswomen? Other than 
an almost guaranteed multi-platinum 
album and those “popularity contests” 
called the Junos and Grammys? “I want 
to continue keeping an open heart and an 
open mind.” She refers back to one of her 
earliest influences. “To quote Cat Stevens, 
I want to ‘let my music take me where my 
heart wants to go.’” Aware of the socio¬ 
political repercussions of quoting such an. 
. .er. . .easy listening artist, she quickly 
adds, “That’s so corny, but it’s so true.” 
And truth, more than anything else, is 
what Sarah McLachlan is all about. 
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Show Pro’s mandate, since 1979 has 
been to utilize leading edge technology 
in conjunction with Canada’s most 

COMING TTJJS 
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experienced sound technicians 
regardless of the size of the event! 

YAMAHA was the only logical choice 
when it came time for Show Pro to 
update their inventory of mixing 
consoles and remain in keeping with 
their mandate. 

Show Pro has led the industry in live 
digital mixing on YAMAHA's O2R and 
ProMix 01 since their introduction in 
1995 and more recently the O3D has 
been added to offer even more 
flexibility to Show Pro’s clients. YAMAHA PM4OOOM 

52 DhsjrjneJ-22 fvJLíkjg 
Now Show Pro is pleased to announce 
the imminent arrival of YAMAHA's 
PM4000M 52 channel with 22 aux. 
mixing console, for those of you with a 
taste for leading edge technology. 

SHOW 
PRO and YAMAHA — 
a partnership that takes your event to the next Lovell 

SHOW 
PRO 
2005 Danforth Avenue 
Toronto. Ontario M4C IJ7 
Telephone: 416-699-9699 
Fax: 416^699-9217 
E-Mail: showpro^ glohalcon.com 
A DIVISION OF RiX'K VELOCITY SOUND INC. 



PAUL 
BRANDT 

THE STORM CONTINUES 
You know how they say cream always rises to 
the top? Well, no one is more frothing at the 
moment than Paul Brandt! 

Only 25, he has the world in the palm of his 
hands — even though he’d probably be the last 
to admit it. Blessed with a subterranean bari-
tone that can smoothly slide up a couple of 
octaves to Tenortown; a Midas touch for writ¬ 
ing instant country classics; and an endearing 
personality that s as polite and engaging as they 
come, the Calgary bom, bred and based singer 
and songwriter is Canada's latest country music 
sensation to cast aside the barricades of Fort 
Nashville and win the acceptance of their nor¬ 
mally stoic music industry. 

In the whirlwind year and a half since the 
launch of his debut album Calm Before The 

IStorm, Brandt has firmly 
lentrenchcd himself in the

hearts of Canadian country music lovers with 
the romantically smitten toe-tapper as “My 
Heart Has A History; ” “I Do,” the wedding 
anthem destined to launch thousands of rela¬ 
tionships. and the forlorn “Calm Before The 
Storm. ’ Two hundred thousand copies later, 
Calm Before The Storm has already earned the 
6’-2" former nurse a Canadian Country Music 
Award for SOCAN Song Of The Year (“Heart”), 
a Juno Award for Country Male Vocalist Of 
The Year, and a sweep at this year's Big 
Country Awards. Like Shania Twain and Terri 
Clark before him, Paul Brandt is a legitimate 
star for whom staying power seems a likely 
legacy; a first-rate ambassador plowing his own 
future on the field of dreams. 

South of the border, Brandt is also a 
Cindcrfella story' in the making. Calm Before The 

BY NICK KREWEN 

Storm is gold, which in United States human 
currency translates into over 500,000 be¬ 
witched country fans touched by his unabashed 
romanticism and sensitive melodic prose. 

Completing this first chapter of the fairytale 
is Brandt’s own personal happiness. The for¬ 
mer Paul Belobcrsycky married the former 
Elizabeth Peterson earlier this year in the very 
church where they were hit by Cupid’s arrows 
during Christmas 95. Separated for a good por¬ 
tion of their courtship by Brandt's rigorous 
road-and-rccording schedule, the happy couple 
arc now bunking together in tour buses and 
singing on stage even' night as they divide their 
time between Nashville and Calgary. 

In August Brandt launched his sophomore 
album Outside Fhe Frame, on Warner Reprise 
Nashville. It’s a fine :un-loving follow-up to 
Calm Before The Storm, with Brandt wisely 
avoiding the pitfalls of repeating the formula 
that first brought him success. 

From the lighthearted rapture of “Chain 
Reaction” and the entertaining wordplay of “A 
Little In Love,” through the tender inside of the 
title track, Outside Tht. Frame is the confident, 
cultivated second statement that many a Music 
City rookie wish they would have made before 
Xeroxing their career into oblivion. 

For those of you waiting for the Paul Brandt 
chariot to turn into a pumpkin, don’t hold your 
breath. It ain't gonna happen. 

Perhaps the most intriguing aspect of Paul 
Brandt’s career is its evolution. A true CCMA 
overnight success story, Brandt’s rags-to-riches 
windfall happened with very little prompting 
and not much sacrifice. Prior to signing with 
Reprise in 1994, Brandt had no band, no tour¬ 

ing experience and had basically limited himself 
to entering contests, including The Bud 
Country Talent Search that eventually brought 
him to the attention of Warner Music Canada 
A&R chief Kim Cooke and vice-president of 
marketing and promotion Randy Stark at 
Hamilton’s Tivoli Theatre. He was earning his 
pay cheque as a pediatric nurse at the Alberta 
Children’s Hospital when the life-changing call 
came from Paige Levy, A&R director of Warner 
Reprise Nashville. 

“That contest really kind of sparked every¬ 
thing for me,” Brandt agrees. “It proved to be 
the catalyst that got me into the business. I had 
never really thought about the music business 
or becoming an entertainer. But it found me. I 
really wasn’t searching for it at all.” 

So come and read the talc of a man named 
Paul, whose sudden fame and rapid-fire success 
has surprised ’em all Paul Brandt in his own 
words, exclusively for Canadian Musician. 

PAUL BRANDT: THE DEGINNING 
“When I was growing up, we didn’t listen to 
music on the radio. We didn’t even have a TV 
until I was 13. My parents listened to Sandi 
Patti and The Gaithers, Lamelle Harris and 
others, as well as the traditional gospel stan¬ 
dards that even-one remembers from their 
childhood church repertoire — “Rock Of 
Ages” and “Amazing Grace.” 

“I loved singing around the house, and my 
mother really encouraged me to get up and sing 
in Iront of people. I hated it. 1 remember that 
when I picked up the guitar the first time and 
started playing it, every time someone would 
come over to our place, she would ask me to 
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play something and sing for people. I would just 
crawl down to my room and not want to come 
out. I just hated being in front of people.” 

“I first picked up guitar when I joined general 
music class in the ninth grade at Crescent City 
Heights in Calgary. We had these terrible old 
classical guitars. They were beat up, and I think 
the strings were about an inch away from the 
frets. It was just agony to try and chord any¬ 
thing. The teacher would show us a chord pro¬ 
gression, and for half an hour we’d just strum 
through this progression. Then he'd start teach¬ 
ing songs like “Down In The Valley,” “Beautiful 
Brown Eyes,” and “Streets Of Laredo” all 
these old country standards. 

“I brought a guitar home one day to practice. 
I sat in the kitchen and Mom comes in and gets 
this look in her eye. That was the moment it was 
all over: I was getting lessons, and that’s all there 
was to it. I went through a number of different 
instructors. I hated it. It was classical music. 

“One fella would show me how something 
was played. Once I heard it and saw it, I would 
pick it up. I don’t know if that’s cheating, but 
that’s how I’ve picked up a lot of my guitar play¬ 
ing. I've always enjoyed watching others play. 
1 m nowhere near what I’d call a guitarist. I 
have my own style, but I’m not sure it’s any¬ 
thing anyone would want to copy. But I really 
enjoy playing, and it’s constantly a battle to try 
to find something new to challenge myself and 
become a better player.” 

PAUL BRANDT: THE SONGWRITER 
“I started writing when I was 14, and the music 
that came out started sounding more country 
than anything else. I really enjoyed seeing the 
response I could get when I d write a song and 
see people smile. Slowly but surely, I started to 
get over the shyness, joined the choir in high 
school and started enjoying vocal jazz.” 

For Brandt, songwriting has always been 
more prose than con. 

“I’ve always really enjoyed poetry. English 
has been a big love of mine right from the first 
moment I walked into an English class. There's 
something about being able to relate stories and 
poems and feelings in a confined piece of time. 
I Tat’s really what songwriting is about for me. 
It’s like writing a play: you’ve got three minutes 
to accomplish everything. 

“I remember the first poems I wrote to the 
music that 1 was beginning to learn on guitar. I 
started off with love songs. One of the first was 
an overly dramatic love ballad that I wrote for 
music class. I got a pretty good grade on it, so 
that encouraged me to keep going. I was break¬ 
ing up with a girlfriend in high school, and we 
were sitting in the car at the time. I looked in 
the rear view mirror and that sign “Objects In 
ITc Mirror Arc Closer Than They Appear” 
inspired me to write a song around it.” 

Brandt points to his gospel music upbring¬ 
ing as a direct influence in his writing style. 

“The soulfulncss and the heart of that music 
definitely influenced my country music sound. I 
believe that it comes through the music that I 
write, and it really influenced the way I looked 
at it both in the passion and the formula. 

“Some of those songs are so structured, and 
that’s reflected in some of my earlier stuff. 
There was a real pattern to the way I was writ¬ 

ing songs But that’s changed since I’ve been 
thrown into the Nashville music scene.” 

Brandi credits producer Josh Leo — whose 
other Canadian credit includes Prairie Oyster’s 
Only One Moon - with expanding his compo¬ 
sitional vocabulary. 

“He approaches music from such a separate 
way. He’s a guitar player and really sticks to 
melody lines. He will write an entire song 
melodically, then throw the idea to a friend of 
his — me or one of his other writers — and 
work on the lyrics completely separately. So 
that has introduced me to a completely differ¬ 
ent way of looking at songs. But it was gospel 
that influenced me at the start.” 

Brandt’s songwriting habits vary, especially 
with the time constrictions of a busy career and 
a new marriage. 

“Writing has been really difficult for me 
lately, just because of time.” he admits. “I 
haven’t had time to sit down and get into the 
mindset. But 1 think to be a good songwriter, 
you just have to be a really good observer of life. 
You have to be able to sense what’s going on 
around you, then either embellish it or deduct 
Irom it to make it believable, and do it in a way 
that people can connect at a heart level. 

“People respond to country music because it 
deals with everyday issues: life and death and 
love and hate. For me, a song idea sometimes 

starts with a melody that gets stuck in my head 
while I’m singing in the shower and won’t go 
away. If I can’t remember it by the end of the 
day, then it probably wasn’t worth remember¬ 

ing 
“Lyrically, it’s a catchphrase. I’ll write it 

down and come back to it later. Sometimes it 
happens at three o’ clock in the morning, which 
can be a pain. But it’s really exciting and 
rewarding for me to see that final product. 

“Some ol it is autobiographical, but it’s fun 
to have a fantasy life through your songwriting 
as well, as long as you’re entertaining.” 

PAUL BRANDT: THE FIRST MILESTONES 
Stage fright and shyness arc two of the more 
debilitating obstacles a performer has to deal 
with. Brandt broke the fear barrier during a very 
public ordeal — his high school graduation. 

“We were at the Jubilee Auditorium in 
Calgary, because it was a pretty big graduating 
class of 3,000 people. I had been chosen to sing 
“Amazing Grace’ a cappella. I was wearing the 
dorky blue gown, and they called my name and 
1 walked onto this huge stage. The microphone 
was on the opposite side, and the crowd was 
silent. My back was tightening up with every 
step across that stage, and my mouth was as 
dry as cotton I took a deep breath and started 
singing. 
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“After I got over the spotlight shining in my 
eyes, I looked down and saw someone wip¬ 
ing a tear away. I didn’t realize I had the abil¬ 

ity to make people feel through my singing, and 
when I saw that, my terror and fright suddenly 
disappeared. I felt that I was home. 

“I really think that’s the moment I got the 
performing hug. Every time I sec someone in 
the audience react that way, I’m really excited. 
It’s definitely self-perpetuating. You want to get 
up there the next day and the next day and keep 
doing it.” 

Brandt said he had a sense oí deja vu when 
he opened last year’s CCMA Awards telecast 
with his rendition of “My Heart Has A 
History.” 

played on the radio and you make that mailhox 
money. It s really cool that a copyright gives you 
a chance to make money while you sleep.” 

PAUL BRANDT: ON COPYRIGHT 
“The money you make as a songwriter can be 
very substantial and rewarding,” says Brandt. 
“There arc some serious issues going on with 
copyright law in regards to the Internet, and 
one where restaurants arc lobbying to use 
music in their establishments for free. It infuri¬ 
ates me that there arc business people who arc 
gaining an advantage by using something that 1 
have created, making money off it, and then 
bringing in the argument that music is free and 
it should be for everybody. 

PAUL BRANDT: THE ENTERTAINER 
Ladies and gentlemen, Die Paul Brandt band. 
Drum roll, please? 

“We’ve got Steve Rosen, our keyboard play¬ 
er and our band leader. The first time I saw him 
play I was at a Dwight Yoakam concert and 
Suzy Bogguss opened for him at the Saddle-
dome. There was this dark-haired young man 
up there bashing at the keyboards, and I’d never 
thought anything else of it until I bumped into 
him in Nashville one day and it was like, ‘I Icy, 
aren’t you that guy?’ We’ve become really close 
friends. 

“Chris Moore is our utility man. He plays 
acoustic and mandolin and electric guitar and 
just about anything 1 11 ask him to play. We’ve 

“I was quite nervous that 
day,” he recalls. “I still get but¬ 
terflies, but it’s more of an 
excited feeling now. But it was 
exciting to be able to open the 
show and represent Canada in 
that way as well as Calgary, to 
be recognized by my peers and 
fans. 

“1 remember performing 
that song “Objects In A 
Mirror" in a talent contest the 
first time I was at the Calgary 
Exhibition’s Talent Showdown, 
and 1 placed in the top ten. 1 
had never been in a band 
before, but I played with the 
contest band and got a chance 
to be on TV. It’s hilarious. I 
still have the tape. I didn't have 
any clue as to who 1 was or 
where I was going musically. 
While it looked awkward, it’s 
neat to look back and see there 
were certain things I was doing 
at that time that have stuck 
with me through the years.” 

“One of the prizes in win¬ 
ning the Bud Country Talent 
Search was the opportunity to 
record a song at a professional 
studio, and the song would be 
included on a compilation CD 
with a bunch of MCA record¬ 
ing artists. So the first time I 
ever saw my song was on a CD 

got Jeff Wamble on the steel 
guitar and slide guitar. Chuck 
Fields is a real gifted drummer, 
and he’s complemented by Jay 
Lowder on bass and Brian 
Franklin on lead guitar. Brian s 
played with Alan Jackson, and 
you might recognize his name 
because his brother is Paul 
Franklin, one of the best steel 
players in the world. 
“We use Shure microphones 
and wireless units right now, 
and I have a couple of Epi-
phone electric guitars. One of 
them is the Riviera model and 
the other is the Casino model 
and they’re just so much fun to 
play. They’re the last guitar 
styles The Beatles used on 
their last tour, and I’m a huge 
Beatles fan. So is Josh Leo, by 
the way, and you’ve probably 
noticed that on these last cou¬ 
ple of albums, because we steal 
quite a few Beatles ideas and 
put them into our stuff. But I 
get to pretend I'm a Beatle 
with the Epiphonc. 
“For acoustic guitars we used 
I akaminc guitars. They’re built 
like battleships. Diese things 
arc great for the road, and 
they’re electronic sound is 
awesome. They’re real com¬ 
fortable to play. The ones I 

with Irisha Yearwood and George Jones. There 
were all these huge names, and at the bottom: 
Paul Brandt — contest winner. 

“I recorded the original version of “Calm 
Before Die Storm,” and they started playing it 
locally in Calgary, then right across Canada. 1 
was driving home on the Trans Canada high¬ 
way when I heard it start up on the radio. I got 
so excited I started driving faster and zipped 
home, so I could listen to the rest of it! It was a 
neat feeling to realize that there were potential¬ 
ly millions of people hearing that song.” 

There was another bonus from all the air¬ 
play: Paul Brandt’s first SOCAN cheque. 

“I think I ended up making about $500 from 
“Calm Before The Storm” from the airplay I got 
the first time, which wasn’t too bad. It’s always 
been amazing to me that you can work hard 
writing a song, but when it’s done, it’s done. 
You put it to bed, and then it starts getting 

“1 would never expect to walk into a restau¬ 
rant and get a free meal. People don’t seem to 
realize that the music business is a business. As 
much as fame, fortune and glamour arc compo¬ 
nents, when you're starting off as a musician 
there’s a lot of investment. 

“You pay for a band. You pay lor a bus. You 
pay for equipment. Much of the lime when 
you’re getting things started and making a name 
for yourself, you’re playing for free and living on 
a lot of Kraft Dinner. Diosc days arc fortunate¬ 
ly starting to disappear for me. I feel very fortu¬ 
nate for the chance to do what I do. But in the 
United States or in Canada, I don’t think any¬ 
one should have something taken away that 
they created and used for someone elsc’s bene¬ 
fit. I don’t think it’s right, and I lecl it’s a very 
important issue. It’s only fair that songwriters 
be compensated for their work.” 

play have a thinner neck so I can wrap my awk¬ 
ward fingers around them. Dicy look good, 
sound good and perform well.” 

“For recording, I've got a Roland VS880 
right now, and it’s a great little home studio. I’m 
still trying to figure how everything works. 1 
haven’t had a chance to sit down and linker, bul 
I’ve done some oí my demos here al home, and 
it’s a great songwriting tool.” 

PAUL BRANDT: OUTSIDE THE FRAME 
“Looking back at Calm Before Ihe Storm, it’s 
almost like looking at an old photo album. You 
see the plaid shirt and the butterfly collar, and 
you think that might not have been a good idea 
but the pants were really cool. You take the old 
themes and try to improve on them a bit, which 
is what I think we did on this album. I played a 
little bit of electric on the song “Yeah!,” co-writ¬ 
ten with my keyboard player and band leader 
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Steve Rosen at a wedding reception. Steve’s a 
great songwriter who co-wrote “She Thinks 
His Name is John” for Reba McEntire. 

“I think Outside The Frame takes a few steps 
forward. As an artist, you try to use the new 
tools you learn to allow you to express yourself 
better. On the next album, you’ll be able to see 
just a little bit more of Paul Brandt, because I’ll 
have accumulated even more tools. That’s what 
the creative process is all about.” 

Produced by Josh Leo, engineered by Steve 
Marcantonio with overdubs engineered by Ben 
Fowler, Outside The Frame was recorded at 
Nashville’s Emerald Studios, the same location 
that begat Calm Before The Storm. Brandt wrote 
seven of the ten songs on Outside The Frame, but 
one of the most personal is “We Are The One.” 

“I wrote it one night when I was feeling very 
lonely and missing Liz. It just talks about two 
people who really were meant to be together 
right from the beginning of time. That’s really 
the way I feel about Liz, my best friend. It’s a real 
hcad-ovcr-hccls passionate love song I’ve dedicat' 
cd to her in the liner notes: “This album is ded' 
icatcd to my Lizzie for your love and support. 
We Arc The One.” It kind of sums up our rcla-
tionship. The two of us have come together and 
become one person. Kathy Mattea was gracious 
enough to come in and sing background vocals.” 

Brandt co-wrote “Chain Reaction,” “A Little 
In Love” and “Dry Eye” with producer josh Leo 
and songwriter Rick Bowles. 

“Rick always shows up with a litre of Sun 
Drop, a Mountain Dew type of drink full of caf¬ 
feine. By the end of the day he’s bouncing off 
the walls, but we always have a great time. 
“Chain Reaction” is a fun, up tempo song based 
around this really cool Josh Leo guitar lick. “A 
Little In Love” was pitched to three or four 
other artists, but no one snagged it. As soon as 
I heard it, I wanted to cut it. “Dry Eye” is about 
a guy who can’t stop crying over a lost relation¬ 
ship. I had this girlfriend when I was in high 
school that was a long distance relationship. 
We had written for almost a year, and finally I 
got a chance to go and visit with her. Things 
were going great for a while, and then all of a 
sudden it was over, and I was left with this box 
full of letters. Josh got this twinkle in his eye, 
intrigued by this box of letters. So the song 
starts off, “Pull down the old cardboard box 
from the attic. The one with the letters from 
you.” and then it goes on to say, “Put on those 
old records, the ones that we fell in love to.” 
The guy in the song is absorbing himself in this 
memory. 

Brandt co-wrote “One” with his “i Meant 
To Do That” collaborators Lynn Gillespie 
Chater and Kerry Chater, and “Start Forever 
Over Again” with the legendary Max D. 
Barnes, but one of the most unusual composi¬ 
tional birthplaces was the wedding reception for 
the song “Yeah!” 

“I wrote this one with Steve Rosen. He came 
up with this really cool little guitar riff — it’s 
almost a James Bond/Secret Agent Man riff. I 
had been listening to radio down here in 
Nashville, and one of the people this morning 
team imitates is George Jones. They always 
have him coming on and saying, “Yeah!” So I 
picked it up and started saying it to the point 
where the band guys were getting sick of it. 

Finally Steve said, “We should really write a 
song called “Yeah!” 

“We wrote the chorus out at his parents’ 
place for their wedding reception in Eugene, 
Oregon, and he called me up at home a couple 
weeks later, and said, Tve got the tune for the 
rest or the song.’ He hummed it to me over the 
phone and said, ‘I’m here by myself at my place. 
Be here in 20 minutes and I want you to have 
the song done.’ So I came over, and I had the 
song done. He was kidding, but I finished it.” 

PAUL BRANDT: SURVIVAL TIPS 
“When you hit a convenience store, get some¬ 
thing good to eat because you probably won’t 
sec another on one for a long time,” he laughs. 
“I think the main thing to do is keep your chin 
up and do it because it’s what you love doing. 
People have asked me about what it takes to be 

a musician. I really don’t have any answers. 1 did 
it because I loved it. I didn’t do it because I want¬ 
ed to make millions of dollars or be in the spot¬ 
light. The rest of it took care of itself. I think 
that’s a real important thing to remember.” 

PAUL BRANDT: A PERSPECTIVE 
“There's been all this talk of the “Canadian 
Invasion.” I just hope that when they look back 
at the record books of country music, the name 
Paul Brandt is one that stands out, and that 
people remember some of the music.” CM 
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Buying 
(Series a new mixer? ^6.-z 

When you're looking for a top quality professional-standard mixer with 
plenty of inputs, versatile auxes and terrific EQ, the new WZ16:2 is it. 
And at an unbeatable price! 

Designed and built in Britain by Allen & Heath, its ergonomic panel 
layout guides you smoothly through setups, fades, cues, fx and 
monitors with speed and precision. 

Wide gain front ends match all sources, full 100 mm faders give you 
total control over the mix, led's indicate pfl selection and warn against 

clipping, and balanced XLR outputs for L-R feed long lines with ease. 

The WZ16:2 incorporates the unique Allen & Heath QCC (quick change 
connector) system allowing the input connector block to be swung up 
for desktop or flightcase use, or down for rack mount operation. 

Its MSP (minimum signal path) architecture has been designed by Allen 
& Heath engineers to assure sonic transparency from this new, 
professional mixer. 

lots ofindividualinputs - 2 Oindstereos 

If you want to find out more, 

contact your nearest Allen & Heath dealer. 

LAI I Distributed Exclusively In Canada By 

“ Erikson Pro Audio 
620 McCaffrey 

St-Laurent, QC, H4T INI 

Tel: (514) 738-3000 
ur/rru Fax:(514)737-5069 
IIL/iI II http://www.allen-heath.com 
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CHECKLIST 

16 mic/line inputs to 

2 stereo returns ✓ 

Wide-gain front end 4/ 

4-band 2-s weep EQ |Z 
6 Aux sends |Z 
Extra AB output 4/ 

Stereo/mono aux monitoring^ iZ 
Lo-cut filters on all channels tZ 
100 mm faders tZ 
Channel peak leds ✓ 

MSP signal path |Z 
Jack and XLR on channel inputs tZ 
Phantom power for inputs " |Z 
Balanced XLR L-R outputs 

QCC connector panel 

Inserts on all channels 

Inserts on L-R mix 

All-metal chassis 

Internal power supply 

12-segment 3-colour meters 

match any source on any mono channel 

. for lots offxand outputs pre orp ost fade 

easy checks, very versatile monitors 

-full length fors moothp recision control 

fors onic transparency (distortion less than 

' 0.009%. better than 105dB dynamic range and 
an ein of 129dBu) 

no needf or remote supplies 

for desk, flightcase or rack mount 

no fussy externai pack 

no fiddly concentrics 



Live Sound: 

BUILDING THE 
IDEAL SYSTEM 

“As you move up in this business, you start to take out the 
inconsistencies in your live performance. The first thing is, you 
rehearse a lot so your songs sound the same every night. The 

second; one is, your gear is your own. The next point is, if I get a 
sound man, and I’m going to a different room every night, at least 
the person out front knows what we sound like. You eventually 

get to a point above and beyond that where not only is the sound 
man the same every night, but you start bringing all your own 
microphones. Or the sound man brings his own outboard 

equipment. Eventually, when you’re at a stadium level, it’s the 
same PA, the same crew, every night. So the only inconsistency 

is the people who are watching you and the venue.” 
—Sean Richards, live sound engineer for treble charger. 
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Call Punch for some sound advice Infere 
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Virtually every band in virtually 
every venue needs sound ampli¬ 
fication. Whether you’re play¬ 

ing cover tunes at the Bingo Hall or 
packing them in at Molson Amphi¬ 
theatre in Toronto, it doesn’t matter how 
poignant your lyrics are, or how careful¬ 
ly crafted your harmonies are — if the 
audience can’t hear it, you might as well 
have stayed home. At each stage of your 
career, your sound needs — and finan¬ 
cial ability to accommodate those needs 
— will be different. So how do you know 
the time is right to buy a PA system, or 
even components? I low do you know 
you’re getting good-quality equipment, 
and items appropriate to your needs? 
Once you make the decision, how can 
you be certain you’re getting the most 
bang for your tax-deductible buck? We 
lined up several live sound engineers to 
give their advice on how to choose the 
best possible system for your needs. 

Timing 
When you’re just starting out, playing 
twice a month at cover bars, you might 
want to just use the house system. Once 
you start playing regularly, you’ll need to 
think about whether to purchase a full 
PA, purchase components, rent a PA or 
just take whatever the clubs have to 
offer. As you gain popularity and finan-

Eagles, among others, says “T here are 
some things a PA can’t do. It can’t make 
you a better musician.” On the positive 
side, though, he adds, “It can build on 
good tone. If there’s a good, solid tone 
coming from your drums, your guitar 
amp, your acoustic DI, your keyboards, 
a sound engineer can definitely shape 
those.” 

Renting vs. Buying 
Any piece of equipment is going to be a 
sizable investment for a musician, so how 
do you know you’re buying the right 
thing? First, go to as many shows as possi¬ 
ble and make note of what equipment 
sounds good to you. Keep track of the 
clubs you play and what house equipment 
works well for you. Then, before you buy, 
rent. According to Darin McConnell, 
sound engineer for acid-jazz band One 
Step Beyond, “Renting is good, in a way, 
because you get to try out things, and if 
you don’t like it, you can always rent some¬ 
thing else and try it out.” But, he cautions, 
once you know what you want, don’t waste 
any more money on rentals. “The good 
thing about owning your own equipment 
is that you get to know it inside and out. If 
anything goes wrong with it, you can find 
out what it is and fix it.” 

Another advantage to purchasing a 
full system is that you can rent out your 

“There are some things 
a PA can’t do. It can’t make 

you a better musician.” 

cial stability, you can think about pur¬ 
chasing higher-quality equipment or 
requiring a certain standard of equip¬ 
ment in your rider. 

Although plenty of bands have had full 
careers playing with house systems, many 
choose to purchase either full or partial 
PAs at various points in their careers. 
I laving the same equipment night after 
night means improving your consistency. 
You want to show off the best you’ve got 
at every gig, and if you have your own 
equipment, that’s one less variable to 
worry about. Chances are, you won’t 
wake up one day and say “gee, let’s spend 
a hundred grand on a PA system.” And 
guaranteed, any time you need to make 
an investment, it will be a struggle to part 
with the money. But “investment” is the 
key word, and you are investing in your 
career, so some choices have to be made. 
Remember, all this is tax-deductible, so 
go for the highest quality equipment you 
can possibly afford — it will last you 
longer and serve you better. 

It’s important to remember that there 
are limitations to sound systems. Mich¬ 
ael Gonzales, who has engineered for 
Crowded House, Cypress I lili and the 

PA system. Specifically, you can make 
extra money by renting it to clubs that 
would otherwise hire out a sound com¬ 
pany. If you’re playing a club that 
doesn’t have a house system, they’re 
going to have to spend money on a PA 
one way or another. Why not have the 
money come back to you - and in the 
deal, you get equipment you’re familiar 
and comfortable with. If you purchase a 
PA, add a rider to your contract that says 
you will provide your own sound system 
for an additional fee. 

Not everybody thinks purchasing is 
the way to go, however. Gonzales cau¬ 
tions, “I believe if a band is going to go 
into the PA business, they’ve got to think 
of it as that. Not as just ‘we are a band, 
and we need a PA.’ Once you purchase a 
PA, you’re pretty much in the sound 
business.” And that, he warns, can take 
your energy away from being a musician. 
“If you need anything more than acoustic 
or vocal amplification, hire someone. 
[See page 51.) I lire a sound guy and use 
his equipment, or use club equipment. 
Stay a musician — that’s the fun part.” 

continued on page 52 
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FINDING AND KEEPING A SOUND PERSON 

W hen you’re working towards 
consistency in your live per¬ 
formance, a sound engineer 

can be your biggest asset or your biggest 
drawback. You will never get to watch 
and listen to your sound person mix your 
band, so you’d better trust the person 
you hire. How and when do you find 
someone, find the right person, then 
make sure they stay with you? 

When To Take 
The Leap 

“You have to ask yourself, “when can I 
afford it?” and usually, the answer is 
“never,” says Sean Richards, who has 
engineered for such diverse bands as 
Shonen Knife and Ron Sexsmith. “So 
then you ask, “when can I justify adding 
that to my expenses?” The answer, 
according to most of the people inter¬ 
viewed, is “as soon as humanly possible.” 

you’ve hired someone and you don’t 
have that, then you’ve hired the wrong 
person. 

Someone 
Who Is Cool 

According to White, “The best way to 
find a sound guy is to steal him from 
another band.” But, he says, “If you’re 
young and starting out, find a sound guy 
who’s young and starting out. Talk to the 
recording schools, see who wants to get 
some practical live experience. You can 
often form a bond with someone who’s 
in the same situation you are, struggling 
to make a name for themselves.” In addi¬ 
tion, go to as many shows as you can, 
especially ones that are your style of 
music. Make note of the engineers 
whose work you like. Listen for exactly 
what it is you like about their work. 

It’s not all about technical stuff, either, 

important. If someone goes, “It sounds 
like shit,” or “I can’t hear myself,” there 
are more articulate ways to express that. 
Being on stage, people have to have an 
understanding of technically what’s 
going on up there. Having mature com ■ 
munication is really the biggest thing.” 
McConnell adds, “It boils down to bed¬ 
side manner. If you’re a cool person, and 
you treat everyone with respect, and 
understand that everything’s not always 
going to be perfect. You try to find some¬ 
one who’s going to make it as close to 
perfect as much of the time as possible.” 

Have consideration for your sound 
person’s physical and emotional well¬ 
being. If he’s still setting up, don’t launch 
into a song rehearsal while his ear is two 
inches from the speaker. If he’s strug¬ 
gling to troubleshoot a monitor prob¬ 
lem, don’t bitch that there’s no vodka in 
the dressing room. Artists who appred-

Richards stresses that 
bands must make 
choices about where 
they put their money. 
Currently, he is tour¬ 
ing with treble 
charger and points to 
them as a band who 
made the decision 
very early on. “They 
found somebody early 
on that they liked and 
trusted — when they 
played the Cabana 
Room, they had a 
sound man — and 
they paid him what¬ 
ever they could, long 
before they could 
afford to pay him, 
because they decided 
that having a good 
sound guy was more 
important than having 

ate the effort put forth 
by their sound person 
are much more likely to 
keep that person in 
their employ. 

Don’t Diva 
I'he biggest complaint 
of sound engineers is 
diva behaviour. Remem¬ 
ber that you are part of 
a team, not a marquee 
star with a supporting 
cast Nothing gets around 
the music industry fas¬ 
ter than bad reputa¬ 
tions, and they take a 
long, long time to heal. 
Even if you’re only 
playing small clubs lo¬ 
cally, treat everyone with 
the respect you’d have 
them give you... or you 

ears down the road. Even 
Those in the field also stress the 

importance of hiring someone good. It 
sounds simple, but often, bands will go 
for buddies who work for free. A best 
friend can be a great sound engineer, if 
he knows what he’s doing, but if your 
best friend happens to be a graphic artist 
who will work for free, you might wind 
up sounding worse than ever. Sound 
reinforcement and engineering is a ser¬ 
vice. Explains Odds’ tour manager/live 
sound engineer Andrew White, “The 
sound person doesn’t have the same 
stake in the music as the artist does, so 
plain and simple, it’s going to cost you 
money.” On the other hand, you pay for 
the service, and you should get your 
money’s worth. Richards adds, “What 
you’re paying for, what you should be 
paying for, is a service. You should be 
paying to have that consistency.” If 

it’s a combination of personalities.” If 
you’re touring, remember that you’re 
going to be stuck with this person for 
however many weeks. Make sure you 
like him or her. If you’re only taking one 
person on the road with you, it’s a good 
idea to hire someone who can also tour 
manage... and drive. 

The Caring 
And Feeding... 

Not surprisingly, “feeding” is quite liter¬ 
al. Sound engineers, especially those 
who are doubling as tour managers, 
rarely get paid what they are worth. 
Make sure your sound person gets din¬ 
ner. Make sure he gets a beer after the 
show. Treat him with respect. “Be a good 
person” was reiterated by every single 
engineer. Beyond that, each has different 
ideals. For Richards, “Articulation is so 

“baby bands” get bad names based on 
behaviour, and the “diva” tag may be 
what stands between them and larger 
success. Almost every crew member has 
a blacklist of artists they refuse to work 
with, and those lists are shared, so your 
best bet is to avoid being tagged. 

Remember, your sound and your 
career are in the hands of this person. If 
you’ve chosen the right person, they can 
make you sound amazing. But if you 
treat them poorly, they can make you 
sound just awful. Sean Richards sums it 
up perfectly: “The bands that survive in 
Canada are the ones that are the nicest 
people.” 
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Vocal Microphones 
Almost all the sound engineers inter¬ 
viewed for this piece said that vocal mies 
should he the first investment for an 
emerging band. “A good quality vocal 
mic is one that reproduces your voice 
the way you hear it,” says Byron 
Lonneberg, live audio technician for 
GM Place and former sound man/tour 
manager for Vancouver’s Odds. “T hat 

can be an SM-57, 
or any kind of mic, 
as long as the vocal 
reproduction works 
for you.” Also, he 
says, choose a mic 
with high feedback 
protection. And¬ 
rew White, who 

has toured with artists including the Tea 
Party, 13 Engines, The Pursuit of 
Happiness and now Odds, adds, “Look 
for something that is durable and can 
take a drop.” To that end, he suggests 
looking for dynamic, rather than the 
more expensive and more fragile car¬ 
dioid mies. “The Shure SM-58 and beta-
58 are the industry standard, ami they’re 
only a couple hundred dollars. And they 
work after you drop them.” But don’t 
make a habit of trashing your mies, he 
adds. “If you want the gear to last, treat 
it responsibly, like you treat your guitar.” 
You don’t need to spend a mint on the 
mies, but Lonneberg cautions, “If the 
vocal is the most important thing in your 
mix, you should at least give it a $300 
microphone.” 

Why not just go with club mies? 
Although many clubs have decent mies, 
they’re designed to take wear and tear, 

few mies as possible, because the fewer 
open mies you have on stage, the fewer 
problems you have. You can get more 
output with less chance of feedback.” 
For drums, McConnell suggests miking 
just the kick and snare, with maybe a 
condenser mic on the hi-hat and two 
overhead mies. “For things like the kick 
drum and bass, you want something that 
can make the low end articulate.” Don’t 
worry if you can’t afford state-of-the-art 
equipment, though. “If you know what 
you’re doing, you can make it sound 
good,” he says reassuringly. 

Consoles 
Even if you can’t afford separate front-
of-house and monitor boards, several 
sound people mentioned consoles as an 
essential component in maintaining con¬ 
sistency of your sound night to night. 
Sean Richards, tour manager and sound 
man for treble charger, recommends a 
minimum of 24 channels and four auxil¬ 
iaries, with at least three to four bands of 
EQ. As with other equipment, boards 
can affect your sound widely. Adds 
Lonneberg, “Look for a tone that 
sounds good to the person who’s using 
it. It can sound digital and clean and 
crisp, or it can sound warm and old and 
fuzzy, like an old couch or something. 
It’s subtle, but it can drive you nuts if you 
don’t like the way it sounds and you have 
to use it for a ten-week tour.” Finally, the 
ideal board should have lots of patching 
capabilities on the back of the console, 
with multiple master outlets and inserts. 

David Norman, whose clients have 
included Arrested Development, the 
Neville Brothers and They Might Be 

“When you sing into a mic, 
you’re inhaling the leftovers of 
everyone who’s ever been in 
contact with that mic before.” 

not to reproduce your fabulous voice as 
God intended. And then there’s the san¬ 
itary issue. When you sing into a mic, 
you’re inhaling the leftovers of everyone 
who’s ever been in contact with that mic 
before. When you think about the num¬ 
ber of people whose hands, mouths, 
breath and germs envelop each vocal mic 
each night — well, yecch. Besides the 
gross-out factor, if you’re on tour, the 
last thing you want is some other 
singer’s flu weighing you down. 
Carrying your own mies is not only a 
good investment in your music; it’s also 
a good investment in your health. 

Instrument Mies 
If vocals aren’t your primary thing, as is 
the case with One Step Beyond, you 
need to look at miking the rest of your 
equipment. But don’t go mic-crazy. 
McConnell, a self-described audio mini¬ 
malist, says, “I personally try to use as 

Giants, was one of the few engineers 
who dissented from the “must have vocal 
mies” view. “I would have to say [the 
most important element is| the console, 
because even if you have really bad 
microphones, if you have on-board EQ, 
you can mess around with it enough to 
make it sound half-decent.” What 
boards would he recommend? “1 grew 
up on the Yamaha 3000/4000 console,” 
he explains. “The reason I really like 
those, I really like the EQ. It has eight 
different stereo matrixes on it, so I can 
record DAT', cassette, reel-to-reel, do a 
broadcast mix for a truck. I can subgroup 
all the group out, all my guitars down to 
one group. It just makes mixing so much 
easier. Plus, it comes in a lot of different 
configurations. 40- 48- 56-channel.” 

Something to keep in mind, if you 
have one person mixing you consistent¬ 
ly, is that person’s height. The 5’8” 
Norman prefers Yamahas, because he 
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can reach the top row of EQs anti mic inputs without standing 
on a step. “My other console of choice would be the Gamble 
EX-56. I think out of any console that’s on the market, that has 
the best EQ. But it’s big and heavy. It’s built tall, whereas all the 
Yamaha stuff is built short.” 

Power Amps 
I'he toy of every rock band, power amps, quite simply, get you 
heard. As with all equipment, the price and size range is enor¬ 
mous. And no, bigger doesn’t mean louder. “Garvers are the 
smallest ones on the market,” says Norman. “People have told 
me that they’re some of the better-sounding ones, too.” 
Compact ¡tower amps are good because they’re easy to carry 
and you can fit more into a rack. But again, smaller ones are 
constructed with greater detail, so they’re probably the most 
expensive. Eor a good, relatively inexpensive power amp — or 
any PA equipment, for that matter — Andrew White suggests 
Yorkville, based in Toronto. “They make an incredibly great 
budget line of power amps, crossover networks, speakers, elec¬ 
tronic processor controlled sound systems,” he says. “Probably 
the most reasonably priced of anybody who makes that stuff, 
and they keep upgrading their quality.” What makes them the 
best? “Good sound, without spending a whole lot of extra 
dough on bells and whistles. They give you just exactly what’s 
needed. They’re definitely the way to go for someone on a 
budget in Canada.” 

In terms of quality control, Norman suggests, “Look for the 
company’s reputation.” Every engineer has horror stories 
about dropping a power amp from six feet up, being certain it 
was ruined, then plugging it in and, like an audio Timex, it 
keeps on ticking. The ones with the best reputations currently 
are Crown, Caner, QSC and ('rest. 

Monitors 
Several sound engineers suggested monitors as the second line 
of must-own equipment. According to Lonneberg, “If you 
have your monitor rig at every gig, you get that consistency 
every time. It’s a quicker setup; sound checks take less time.” 
Besides which, he says, “If you have a monitor system, you 
don’t need to rent one for rehearsal.” 

What makes a good monitor? One that you can hear. One 
that sounds good to you. One that has a high Sound Pressure 
Level (SPL), so it can be cranked without blowing. And quali¬ 
ty construction: well-built speaker cabinets with strong protec¬ 
tive grills on the Iront. Make sure the grills don’t rattle or 
vibrate. Lonneberg adds, “Your monitor should feel really solid 
and be as compact as possible. Vocal monitors should have sin¬ 
gle or double 12” drivers, which are better than 15s.” But, he 
points out, monitors are a very subjective thing. “Different 
singers like different monitors for different reasons.” Most 
stores have several monitors set up that you can try out, so go 
for it. 

Once you get to a level where you can afford more refined 
equipment, you’ll want to look for certain qualities not widely 
available in your average music store. According to Gonzales, 
the best material for speaker and monitor enclosures is Finland 

From The Stage: A Musician’s Perspective 
Steven Drake, of Vancouver’s Odds, has extensive live and stu¬ 
dio experience, both as a performer and as a producer. 11ère he 
offers some technical insights into making the most of vour 
performance: 

• The secret to maximizing your live show: The key is having 
a good sound person. If you don’t have someone out there, 
then you have no idea what you’re going to get. 
• Flow' to find a sound person: You want to look for someone 
who — you might go hear someone and think, ‘this guy does 
good sound; he could work for our band.’ Also, I don’t know 
how many really great sound technicians started out as being 
somebody’s buddy, mixing the band. Don’t rule out that there 
might be somebody around who has what it takes and is at the 
same level as you are. Which means they’ll come do gigs for 
free. Just because you hire someone who costs you $150 per 
night doesn’t mean you’ll sound any better, necessarily, than 
with someone who knows you real well. And don’t rule out 
having a sound woman 
• What lo look for: It depends — it’s a combination of their 
skill and how good they are to work with. And a lot of times 
being good to work with goes further than skill. 
• Monitors: “I live with the theory that using only one moni¬ 
tor directly in front of you sounds better than having two or 
five. I find with a single-point reference, it may not be as loud 
volume-wise, but clarity-wise, I can always hear what I’m doing 
if I have only one. If there’s two, my head moves around and 
there’s these phase relationships between the two horns, and it 
just confuses the overall sound.” 
• Mies: Choosing a decent mic for your voice that really works, 
then using that mic at every gig, will give you a more consis¬ 
tent sound. 
• Effects: Unless you have a specific reason to use effects on 
the voice or the band, then don’t use effects. Unless it’s some 
particular artistic thing. But don’t think ‘oh, geez, it’s too dry 
or it sounds too something; we’ve got to put an effect on every¬ 
thing.’ Musicians are always the ones who want to hear lots of 
echo and reverb on their voices. People who listen to music, 
regular folks, they don’t like to hear all those effects on the 
voice. They just like to hear the music. Musicians, we just tend 
to want to cover up what we might perceive as mistakes or 
inconsistencies, whereas regular listeners, they don’t hear it 
that way. They want to hear all the inconsistencies.” 
• I'he final word: “The key to having a good sound is to have 
a good sound without a PA.” 
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Birch, which is the firmest wood avail¬ 
able. “The less the box flexes, the bet¬ 
ter.” And ask about the magnet. “The 
magnet creates the resistance to the 
electrical current. The larger and heav¬ 
ier the magnet, the more current you 
can run against it.” 

Speakers 
Obviously, your speaker needs will 
change with venue size. But also, differ¬ 
ent bands need to specify different speak¬ 
er configurations. “Cypress 1 lili is a hip¬ 
hop act,” says Gonzales, “So we’re very, 
very low-end dependent. And many sup¬ 
pliers don’t understand that.” 1 Ie attrib¬ 
utes the industry ignorance to the fact 
that true hip-hop has only recently come 
into the mainstream and offers a sugges¬ 
tion for low-end bands. “Normal sound 
configuration is one sub cabinet for two 
top boxes, and we go on a one-to-one 
basis.” He points out that the different 
ratio creates a few problems: One, 
because there’s more equipment, it’s more 
expensive. Two, because there’s more 
equipment, you need more van space. 
And three, because there’s more equip¬ 
ment, you need more space in the venue. 
Cypress I fill has handled that problem by 
having very, very compact cabinets. But 
again, those are more expensive. 

For bands less reliant on low-end, 
David Norman says, “I’m a huge fan of 

want or how much the gate will open 
and close — as well as accurate and easy-
to-read metering. 

Both Norman and White stress the 
importance of having input and outputs 
on your compres¬ 
sors, but White 
says to make sure 
you don’t stop 
there. “Some com¬ 
pressors save mo¬ 
ney by not giving 
you a threshold 
control; they just 
give you input and output gain. They 
thinks it makes them redundant, but it 
doesn’t.” Another important feature 
worth spending the extra bucks on: 
“Attack and release controls. That way 
you’re able to set how fast the compres¬ 
sor approaches the input signal and how 
fast it lets it go after it’s compressed it, 
which is very important, especially if 
you’re using very tight compression. If 
you have control over the attack and 
release, you can stop it from pumping, 
or breathing.” 

If you’re on a tight budget, you might 
also want to check out ART Systems. 
1'hey make a digital noise gate that fits 
eight digital noise gates in two rack 
spaces. In addition, they do away with 
the scribbling-each-channel-on-a-piece-
of-tape labeling system. You can pro-

“The bands that survive in 
Canada are the ones that 
are the nicest people.” 

EAWs, the KF series, the 850s and 650s. 
And a huge fan of Meyer.” I Ie also high¬ 
ly recommends a new company called Z-
Dosc; however, their equipment is likely 
to be extremely expensive. 

Compressors/ 
Noise Gates 

Both White and Norman soundly rec¬ 
ommend dbx for less expensive com¬ 
pressors and noise gates. For those will¬ 
ing to spend a bit more money, Norman 
also points to BSS as one of his favourite 
lines. “When you turn a dial, you can 
actually hear it, and you don’t have to 
mess around with them so much. 

They’re just laid 
out really, really 
well. When they’re 
sitting in a rack, 
it’s easy to see 
where everything 
is. It’s not like you 
have to bend down 
and search — you 
can also do it by 

feel, which is really nice.” Regardless of 
brand, Norman also points to good 
threshold and ratio points — meaning 
you can set how much compression you 

gram the name for each channel, and it 
will appear on a red LED readout 
beneath each column. 

Effects/Reverb 
For those who want wacky, kooky things 
that aren’t natural to your naked voice, a 
good reverb unit is the musician’s version 
of a vocal (or instrumental) candy store. 
Here, too, White and Norman are in 
agreement. Both suggest purchasing a 
Yamaha SPX-90 or SPX-900, and both 
suggest buying used. Says White, “There 
are so many used units available. Unless 
somebody dropped it or has thrown it, the 
only wear on a digital unit is cosmetic.” 

Higher-end units include the respect¬ 
ed Lexicon line. If cost is no object, 
Norman suggests you go with the LXP-
224 or LXP-380 reverb units. Another 
great playtoy, he adds, is TG Electronic’s 
M-2000 and M-5000, which are, in his 
words, “killer awesome.” 

As for delay units, Norman recom¬ 
mends Rolands. In addition to being 
fairly financially accessible, the SBE-
3000 is “a nice-looking unit, it’s only a 
single rack space, and it has a feature 
where, if you have a pedal, you can tap in 
the tempo of the song, so you can set 
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your delay in time with the music.” He 
doesn’t mix a show without it. 

Common Sense 
If you’re limited in what you can pur¬ 
chase or carry with you, focus on things 
that house systems are not likely to have, 
White says: “You want to bring things 
that will work into that situation. The 
sound man should be carrying some out¬ 
board gear that is used specifically for the 
band’s idiosyncratic needs, like effects 
units.” And, he adds, “Most places don’t 
have a lot of compressors or noise gates, 
so those are important.” And don’t forget 
a simple but essential component, White 
continues. “If you’re bringing things that 
you want to hook up to existing produc¬ 
tion, you have to make sure that you pro¬ 
vide the cable, so you have to be ready 
for every kind of potential interface.” 

It may not exactly seem like a piece of 
sound equipment, but a drum carpet will 
make your life much easier. Says 
Richards, “There are so many venues 
out there with wooden or concrete 
floors, and bands are there trying to gaff 
tape their drum kits to the ground. But if 
you grab a rubberized rug, tape spike 
marks down, it makes everyone’s job 
much easier.” If another band’s guitar 
tech stumbles into your kit, you can get 
things back in place quickly. If you’re 
playing multi-band gigs, this will make 
the changeover go much faster. And 
when you get to the point where you can 
afford to have someone set up equip¬ 
ment for you, you’ll know the setup is 
consistent every time. Not to mention 
that most stages have warped or angled 
floors and, according to Richards, “One 
out of every ten gigs, your kit will go 
sprinting across the floor every time you 
kick the kick drum.” A rug will help to 
prevent that awkward (not to mention 
embarrassing) situation. 

The Final Word 
Regardless of all the specs, Gonzales 
says, “The key to any system is the ease 
of setup, tear down and maintenance. 
How much you spend on a sound system 
is going to determine pretty much what 
its capability is. But it’s really worthless if 
it’s not easy to set up, it’s not very small 
and you’re always fixing it.” 
Of course, there are infinite items you 
can purchase to make your sound more 
and more consistent, but these are the 
basics. If you’re still unsure about what 
to buy, consult with a musician who’s 
been through the process, or take a 
sound engineer with you to several 
stores to compare elements. Ultimately, 
though, audio beauty is in the ear of the 
beholder, and you’re the one who has to 
be happy with the equipment. PS 

Sarah Chauncey is a 
Toronto-based freelance writer 

with an extensive background as 
a producer and production 

coordinator for televsion and 
theatrical stage manager. 
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8Î . 

LACQUER CHANNEL 

MASTERING 

297 LESMILL ROAD, TORONTO, ONTARIO M3B 2V1 

TEL (4161 444-6778 • FAX (416) 444-0251 • email info@lacquerchannel.com 

55 



...WRITING 

By Rick Rose 

How To Sell Your Songs 
Well aspiring songwriters, here we go, put 
your seatbelts on. When I met my manager 
for the first time about eight years ago in 
New York City he made me understand this 
business. Dee Anthony, who represented 
such acts as: Peter Frampton, Tony Bennett, 
Joe Cocker, Emerson, Lake and Palmer, 
Jethro Tull, Gary Wright and many other 
very successful bands educated me quickly. 

PERSERVERANCE, TENACITY AND 
RESILIENCE, is what he said. You have to be 
committed and stick to it, it's not a hobby, 
pastime or fantasy, it's reality and it's your 
life. You have to ask yourself is this what I 
want to do for the rest of my life? If you think 
you can run a Dry Cleaning Place and write 
a song every once in a while, it's the wrong 
business for you. There's also going to be a 
great deal of knowledge to grasp and hold 
on to — remember, it's a people's business 
and you will have to understand that your 
talent and life will be under scrutiny and 
always under a huge microscope. Always 
look at it like you are training for the 
Olympics and your gonna have to know 
how to bounce back in the roughest of 
times. There will be times when family and 
friends might think you're crazy chasing a 
dream but stay focused. 

NASHVILLE IS KNOWN AS THE LAND 
OF A MILLION SONGS. The songwriters 
circle is great, they're like neighbours, very 
honest and extremely humble and there's 
never a lull in conversation — remember, 
it's story town. At first it was one of the 
scariest things in my life that I did. I went to 
unkown turf to see what I'm made of. After 
a few weeks I made the rounds to the 
songwriters clubs and eventually got signed 
to Sony Tree Publishing after I did a six-song 
audition for Country Hall of Fame 
songwriter Bobby Bradock at the Sony 
Studios. 

The CREATIVE PROCESS requires you to 
be organized and very self motivated. You 
have to be prepared when you walk into a 
writing session, if you're having trouble 
paying the hydro bill that month, figure a 
way not to bring it into the session. I 
recommend to write every idea down, read 
books, watch movies, travel, listen closely 
when people speak and just be very alert. 
Write all titles, story lines and phrases down 
and keep music ideas on an organized tape 
that's labelled so you know where 
everything is. 

NETWORKING is extremely important, 
when you meet writers and producers in 
Nashville remember that this is their life, not 

a hobby, so in conversations make sure you 
stay focused on what you came there for. 
I've been fortunate to converse and work 
with some of the greats such as Desmond 
Child, Barbara Mandrell and Bobby Bradock 
and they all say the same thing, you've got 
to stay focused and keep learning. Never 
think you have enough ideas, ¡ust keep 
writing and re-writing. 

Inside the PUBLISHING WORLD it's a 
different animal altogether, my ¡ob as a staff 
writer is to write songs that will make it onto 
big stars' CDs and hopefully sell millions of 
copies and chart high. It's business they're 
into to make money for the company. I'm 
assigned a personal song plugger and he or 
she will work closely on building my 
catalogue and steer me in the direction that 
I should be writing. When I turn a work tape 
in I will be informed who it's pitchable to 
and then do a strong demo to convince the 
artist that this is "their" song. There might 
be two or three re-writes and even other 
songwriters brought in to help finish the 
song. It's an open concept and you have to 
be willing and able to deal with guidance 
all the way through. 

Nashville is a town of LOYALTY AND 
INTEGRITY, so if you think you have to 
change your style to fit into the club, don't 
— it's a quick way to be asked out of town. 
Don't dare be phoney, it won't last long. 
What you are is what your are. I come form 
the Mellancamp/Springsteen school of 
writing and it's excepted by Music Row's way 
of thinking 'cause it's rural enough. I write 

with a lot of the great writers over at Sony 
Tree and the beauty of collaborating is when 
I almalgamate my style with some of the 
hard core country writers or the gospel/pop 
and Music Shoals guys. We come up with 
very interesting commercial songs. Develop 
friendships — remember it's a lifestyle down 
there, you live it. I'm still on the road a fair 
amount and I just finished some dates with 
Sawyer Brown and Barbara Mandrell. But 
when I'm off the road, I'm there in Music 
Row taking meetings, writing sessions, 
recording and performing in the songwriter 
clubs. My last major cut was for the Orion 
film Rude Awakening. I wrote the theme 
songs for the movie with Paul A. Rothchild 
and Jim Steinman and sung by Bill Medley. 
That opened a lot of doors and made me 
realize I love the songwriting world. 

SOCIETY AND TECHNOLOGY are 
rapidly growing. But there's one thing the 
computer will never figure out how to do. So 
we as songwriters still have one of the only 
human element professions left and that is 
why we try to reach people with words and 
music. 

Gi.v.i/vw soncwrjtek/aktist Kick Rose is i stau 
writer for Sony Tree, Nashitueand has 
TOCREO WITH .S-mTAVÍ HroWN INTI H IRHARA 

Manor Eri. and scored the movie th imi song eor 
the Orion rei.eise "Ride Awakening". 
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Sonic Perfection. The 030 delivers spectacular clarity 

with 32-bit internal processors and 20-bit A/D and D/A 

converters. And optional digital I/O cards interface directly 

with AES/EBU. Tascam TDIF' or ADAT 8-track recorders. 

Memory, ! core every setting of your 

mix—fader posi- 5

tions, EQ, effects, 

compressors, etc.— , 

and recall them 

instantly. You can even store your realtime 

moves from start to finish. Then, when you 

have to make changes to a previous mix. the 03D's time¬ 

code automation will help you beat deadlines by days. 

Powerful Processing. Two new state-of-the-art 32-bit 

digital effects processors come pre-loaded into the 03D. 

Under the hood you'll also find 4-band parametric EQ and a 

digital compressor/limiter/gate on every channel and bus. 

Store your custom settings in 03Ds libraries. 

Remote Control. Put your entire studio at your 

fingertips; manage MIDI-controllable hardware, like tape 

machines and HD recorders, right from the 03D. 

Surround Sound. Discrete 6-channel surround sound 

panning on every channel makes the 03D a must for post 

production and new multi-channel music applications. 

What does the 
O3D and all of its 
built-in gear cost? 
Just $5,499 MSRP. 
That’s your dream 
come true. So get to 
a Yamaha dealer 

and be the first to 
drive one home. 

ramala ont. The 030 has many of 
the features of its bigger brother, 
the 02R shown above. The same 
impeccable sonic quality and 
power have made the 02R the 
choice ol top recording and post 
production professionals. 

Call lor mort inlomatii» 

YAMAHA 
SMART MIXING 

© 1997 Yamaha Canada Music Ltd., 135 Milner Avenue. Scarborough. ON. 

M1S 3R1 (416) 298-1311. Yamaha Corporation of America, Pro Audio 

Department, P.O. Box 6600, Buena Park, CA 90620. www.yamaha.com and 

www.yamaha.co.jp/product/proaudio/homeenghsh/index.html. Yamaha is a 

registered trademark of Yamaha Corporation of America. All other trademarks 

are the property of their respective companies. 



...VOCALS 

BY TERESA MYERS 

Singing For Money - You Bet! 
It's music to your ears. You love to sing. 
It fills a void like nothing else can. You 
sing every chance you can and time 
after time you think to yourself, "If only 
I could sing for a living!" That's the 
Dream... to do what you love to do 
...for money! 
When you set out on your journey to 

singing stardom, friends will invite you 
to sing at their weddings, teachers will 
steer you toward classes in music. You 
may spend years doing some things 
right, like taking voice lessons and 
working on repertoire, but you may not 
know where all this will take you. Most 
of us take this arbitrary route thinking 
one day we'll just happen to "be in the 
right place at the right time." Don't do 
it! Take control of your destiny. 

While it's true that few of us have a 
rich uncle in the business, don't go 
about your singing career hoping you'll 
get "discovered." Rich uncle or not, 
being in the right place at the right time 
takes planning. 

Knowing what steps to take is the key. 
Where do you start? How do you 
prepare? What kinds of things should 
you do? What resources are available? 
These are important questions, but a 
real problem for singers has been 
finding the answers! You can spend a 
lifetime collecting bits of information, 
but you must have a plan in order to put 
those bits of information into perspective. 
So, the next question is, "What are the 
basic steps of the plan?" In my search 
for helpful knowledge to bring a singer 
up out of the trenches of amateurland 
and into the limelight, I stumbled across 
an audio program entitled "Singing For 
Money," penned by record producer, 
Scott Seely, who spent years in 
Hollywood grooming singers for studio 
recording work and for personal 
appearances in clubs and concerts. 
Scott talks about the difference 
between a Personality Singer and a 
Studio Singer. I learned the 4 Principles 
every successful singer uses. Within 
these Principles are eight Tools and 
several Resources a singer can use in 
order to take control of their destiny. It is 
simple and straightforward. 

The first Principle is setting goals. 
Scott says, "Without definite goals and 
plans you will find yourself going in 

directions that will lead you nowhere!" 
To most of us that's no big revelation. 
But, the secret word here is not goals, 
but "plans." We know our goal is to 
become a professional singer. But, to 
make plans to reach our goal, we have 
to know how and where to start and 
what to do next! 

The second principle is preparation. 
After all, competition is intense in the 
music business. To make top dollars as 
a singer, it is essential that you prepare 
yourself with the 8 basic requirements: 
timing & rhythm, tone quality & range, 
breath control, Intonation, diction & 
projection, phrasing & styling, 
consistency, and reading music. Many 
talented amateurs think it will take too 
long to get these down. But a singer 
must have these skills to be competitive! 
It won't take long if you apply yourself. 
You can still work on repertoire, 
audition, even perform while you're 
working on them. Remember, other 
singers have these down! If you don't 
have access to a voice teacher or coach, 
you must look for resources to prepare 
your voice for your career ahead 

Luck is when preparation meets with 
opportunity. You can be one of the lucky 
ones if you prepare yourself. Once 
prepared, create a plan to make that 
preparation pay off. Look for resources 
which will help you achieve your goals. 
How many times have we seen 

featured singers who are mediocre at 
best, yet they make money because of 
their willingness to invest in their career 
and to do what it takes to sing 
professionally? 

It's your career. Give it your best shot. 
You can sing for a living if you prepare 
yourself and make plans to reach your 
goals. 

Teresa Myers is an editor for 

California based Info Tor Success and 

AUTHOR OF HIE Voice Buiwer audio tape. 

While it’s true 

that few of us 

have a rich uncle 

in the business, 

don’t go about 

your singing career 

hoping you’ll 

get “discovered.” 



MICROPHONE APPLICATIONS - PART 3 
This column is continued from the June '97 
issue and is the last article on instrument re¬ 
quirements. So far, we've miked the drums 
and all of the guitars. 

PERCUSSION 
When miking two congas, it is best to position 
the two mies away from each other rather than 
facing each other. This way the rear, least 
sensitive area of each mic is facing the other 
conga, and we will have gained better 
separation between the mies. One 
microphone, placed between two congas or 
bongos, will pick up both pieces well enough, 
although there will be no stereo effect. 

The percussionist in my band has more 
percussion pieces than are found in an African 
tribe, and so some sound techs can get 
worried. Pierre is very proficient at bringing his 
hand-held objects up to the mic(s), rather than 
having a mic for each item. 

nm in il ni h hi 
Keyboards 

Some of the P.A.s I set up have a quad-direct 
box for the keyboards. This will accommodate 
two stereo keyboards, or four mono 
keyboards. Most keyboardists arriving with 
several keyboards will have their own sub¬ 
mixer. You can just hook the mixer's stereo 
XLR outputs into the snake, unless the outputs 
are 1/4" line-level, in which case you can use 
two Dis — for the right and left outputs. 

If the P.A. system is in mono, you may 
need to point this out to the keyboardist, as 
he or she will insist on your accommodating 
the keyboards' stereo outputs. The same 
applies to guitarists playing through a stereo 
effects rack or a stereo amp. Perhaps point out 
the mono outputs on the back of the 
keyboard, effects processor or amplifier. 

The proper (ie: studio**) way to mic a 
Leslie speaker is to use at least three mies: two 
for the upper ports (for stereo), and one (or 
two) for the lower ports (for the low end). I 
have survived on just two mies, however. 

Many accordion players have clip-on mies, 
one for each side. I have met some players 
who only use one side, so you may want to 
check before miking both sides of the 
accordion. I use the SM57. The accordion 
player for the Mahones (for whom I used to 

do FOH), use to just tape an SM58 to the side 
of his instrument. 

BRASS 
Most of the horn players that I have worked 
with have preferred the Sennheiser 421 over 
the SM57. Regardless of the microphone, most 
horn players don't really enjoy sharing a mic, 
anymore than the drummer likes to have only 
two mies for the whole drum kit. In really large 
ensembles (where the players may have al¬ 
ready accepted the sharing of mies), I will put 
a couple of mies in front of four or five pieces 
and let the soloist(s) take turns stepping 
forward to a mic when necessary. 

Some players double-up on instruments, 
and occasionally you will find a musician who 
plays saxophone and trumpet, for example. 
Ideally, you should put one mic face-level for 
the trumpet and a second mic facing down (at 
the belly-button) for the sax. Or, the player 
can make do by adjusting the boom of the 
stand himself or herself. 

There are clip-on mies meant to attach to 
the bell of the instrument. These will usually 
need phantom power from your console. 

As any Jethro Tull fan will know, a flute is 
miked at the mouthpiece, rather than at the 
end. Ian Anderson endorses tne Shure SM57, 
but I also use the '58 with good results. Flutes 
can also use a clip-on mic, requiring phontom 
power. You'll find that mic attached to the end 
of the flute. 

VOCALS 
The Shure SM58 has been the vocal mic of 
choice for many years, and with very good 
reason, but there are many others to try; too 
many to list. Shure also makes the Beta 58, 
which has a wider frequency response than 
the SM58. It is also a supercardioid, where the 
SM58 is a cardioid. 

For the bigger shows, I will keep an extra 
vocal mic mounted on a stand, off in the 
wings, in case the tead vocol mic (or its 
channel) goes down. In such an instance, the 
lead singer will need a replacement 
immediately, so this mic is patched right into 
the snake and given a place or, the console. 

Garth Brooks and Madonna have 
established headset microphone trends in 
their respective markets. What many people 
often don't realize, is that Garth and Madonna 
use compressors. When using a mic mounted 
on a stand or held in your hand, you can vary 
the distance from your mouth to the mic as 
required for dynamics (volume), frequency 
response (see "proximity effect" - June issue) 
or for effect. This is not possible when the mic 
is suspended a fixed distance from your mouth 
at all times. A good compressor (when used 
properly) will ensure a usable volume is 
maintained, bringing up quiet low notes, and 
compressing loud high notes. 

WIRELESS MICS 
Although wireless microphones could take up 
an enti re article, I'll just mention a few points: 
Try to avoid any system with a receiver that 
has only one antenna. If your reception isn't 
great with the receiver at the console, put it 
(the receiver) side-stage. Also, the higher the 
operating frequency, the bette' the reception. 
The UHF systems that cost $2000+ are worth 
it, if you want o wireless system that never, 
ever cuts out. Lastly, the cheaoer systems do 
not have protective circuitry that prevents your 
P.A from going SNAP! if the singer turns the 
power off on the mic while the volume is still 
up. Be careful. 

Any questions or comments? E-mail me -
parton@island.net 

57zw; Parton is a sound tech now based out oe 
Vancouver 1st and. 
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BY RON SKINNER 

Recording 

Broadcast 
Over the past few years I have had the 
pleasure of being involved in several 
recording sessions that are destined for 
radio broadcast. I know, you're probably 
thinking, well my recordings are destined 
for broadcast; in fact my next record is 
going to be a smash hit. Yes, that may 
be true, most recordings are destined for 
radio broadcast. More often than not 
your music will be recorded for people 
that will purchase your record and listen 
to it in more ideal environments. What I 
would like to point out are some of the 
differences between recording your new 
hit record and recording music that is 
intended for radio broadcast only. In 
broadcasting, most of your time is spent 
recording music that will be put to air 
once, maybe twice. This music generally 
comes in the form of a session that will 
highlight the music of a particular band 
or artist or it may be incidental music for 
a Drama, Documentary or a Theme for 
a new Program. 

I've noticed several differences in the 
approach to recording for broadcast as 
compared to recording for commercial 
release — the main difference being 
time. The end result in a broadcast 
recording is, of course, to be of the same 
calibre as a recording for retail sale but 
these results must come under very 
tough time restraints. In the broadcast 
world, time is always of the essence. With 
today's recording technology forever 
becoming less expensive, a musician 
could work at home for days on a guitar 
solo or vocal overdub. In the case of a 
broadcast recording, this situation is 
much different. A typical studio session 
for radio could be anywhere from a few 

hours to a week, depending on the 
complexity of the session, the importance 
the music will play in the program and, 
most importantly, the budget. These time 
restraints can put a great deal of pressure 
on the musician being recorded. In this 
type of session it is generally one take. 
No time for a quick fix up or punch-in let 
alone hours of labour to get that all 
important "Doo Wa" in the third chorus. 

The total production time for a fairly 
high-budget popular music session for 
radio might be three eight-hour days. In 
these three days the artist might be hired 
to record as many as five songs. Seems 
simple enough, three days and only five 
songs. The problem is that these three 
days will consist of everything, including 
setup of the studio, recording the bed 
tracks, overdubs, tear down, the final mix 
and, of course, you also have to take 
some time to eat. With a total schedule 
of about 21 hours of recording time the 
task of producing these five songs can 
become somewhat overwhelming. For a 
band, that doesn't have the songs well 
rehearsed this is a potential nightmare. 
The key to a great recording for 
broadcast is to have your material well 
rehearsed and to manage your time as 
efficiently as possible. With a limited 
amount of time to record and mix, an 
emphasis should always be put on pre-
production. The object should be 
rehearse, rehearse, rehearse and when 
you think you have the material all 
worked out that is the best time to set up 
another rehearsal, just to make sure. It 
is also best to be in close contact with the 
producer and engineers that will be 
working on your session. In most cases, 

the recording engineer is just as 
concerned about the session as you are. 
He or she is up against the same time 
pressure you are and will most likely be 
the person that you will be working with 
the closest. Developing a plan of action 
before the session and making a 
schedule with this engineer will speed up 
the process. This added preparedness 
could easily save you enough time to 
spend a few extra minutes on that guitar 
solo you have been rehearsing for the 
past week. 

One can only hope that all of this 
preparation does not stall your creative 
spark. It is very important that the music 
that you are recording has some magic 
moments. This magic in a recording 
session for your next hit record might 
come as a spontaneous performance. In 
the broadcast recording, the hope is that 
the tension of the clock will result in a 
different kind of spontaneity. So, when 
that radio producer calls and has an idea 
that you record some of your material for 
a radio program, just remember this is 
not your average recording session. You 
will be expected to be well prepared and 
still give them the same magic they heard 
when they received your new CD. 

Ron Skinner is the House Engineer for CRC 
Radio's Musk: Recording Studios in Toronto. He 
ALSO WORKS AS A FrF.EIANCF RECORDING ENGINEER/ 
Producer. Ron can re reached by E-Mail at: 
RSKINNER@TORONTO. CRC. CA 
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PUBLISHING AGREEMENTS - PART II 
In the last issue of Canadian Musician we 
briefly reviewed the 4 main sources of 
publishing income: 1) Mechanical Royalties; 
2) Performance Royalties; 3) Synchronisation 
Licenses; and 4) Print and other income. In 
this article we will examine how this income 
is split up amongst songwriters and publishers 
under a typical music publishing agreement. 

Different Deals 
Publishing agreements come in many 
different shapes and sizes. A songwriter may 
sign with a publisher for a single song, a 
period of time, for a whole catalogue of 
songs, or an agreement could be coterminous 
with the term of a recording contract. The 
songwriter will need to determine what deal 
is best suited based on obtaining skilled 
advice and the facts of each situation. 

A single song agreement offers one song 
commitment and often low advances but 
leaves the songwriter free to work with 
whomever they please thereafter. The sale of 
the catalogue of songs may offer a sizeable 
advance but the songwriter may find that 
some of the tunes get lost in "the shuffle" and 
not properly "worked" to obtain licenses and 
earn income. Finally, a deal which is 
coterminous with a recording contract may 
also offer sizeable advances but it is 
dependent on the songwriter's success as a 
recording artist. 

Advances 
Advances are the cornerstone of most 
publishing agreements. A sizeable advance 
may provide a sufficient financial basis for the 
artist to survive in the early stages of a 
burgeoning career. A publisher who merely 
sits back and collects money for you is 
probably not what you're looking for unless 
you're in desperate need of advance monies. 

Advances range widely and may hinge on 
a major release for the artist within a 
particular period or certain success levels 
thereafter. In Canada, a typical advance with 
a major publisher (although no two deals are 
ever the same) of $75,000 would break down 
as follows: $25,000 for signing the contract 
with the publisher, $25,000 upon signing of 
a recording agreement with a major record 
label, $25,000 upon the formal release of the 
record. In the U.S. it is not unusual to see 
advance rates at many times those listed 
above. 

The advances are recouped against 
money earned from the songs. 

Term 
Publishing agreements can be for the life of 
the copyright of the songs, which is generally 
life of author plus 50 years, or the rights to 
songs may revert to the author after a 
prescribed period. A publishing agreement 

for all songs written by a particular songwriter 
will normally be for an initial period of one 
year plus four or five option periods (for a total 
commitment of six to seven years). These 
options, as under the typical recording 
agreement for the record company, will be 
possessed by the publishing company. This 
means that at the end of the first year it is the 
publishing company's option to exercise their 
option and continue to claim rights to your 
songwriting output for a particular period. 
Normally, upon exercising an option further 
advances will be paid by the publisher. 

Royalties 
The money from songwriting is generally paid 
out as follows: 50% to songwriter, 50% to 
publisher. If the songwriter is her own 
publisher she keeps 100% of the publishing 
royalty. If the songwriter enters into a 
publishing agreement with a publishing 
company the publisher will normally take % 
of the publishing share and the songwriter will 
retain % of the publishing share and all of the 
writer's share. Essentially, under a typical 
publishing agreement the songwriter ends up 
with 75% of the income from the songs, that 
is all of the songwriter's share plus 50% of the 
publisher's share which is the co-publisher's 
share, while the publisher ends up with 25% 
of all the income from the copyright. It is 
important to stress that although this is the 
most typical breakdown, the percentages can 
be divided up any way the parties see fit. 

Reversion — Performance Obligations 
Normally the publishing company will bargain 
to maintain rights to the songs delivered 
during the term of the contract for the life of 
the copyright. This means if you signed a 
publishing contract which granted the 
publishing company rights to your songs for 
the life of the copyright the publishing 
company would continue to make money off 
your songs for the rest of your life and beyond. 
However, it is important to recognize that the 
publishing company runs the risk of never 
recouping on its initial advance outlay to the 
songwriter despite the lifelong interest in the 
copyright. 

It is a point of negotiation to have the 
copyrights in the songs revert to the songwriter 
after a period of time, i.e. 10 years or 7 years, 
especially if the copyrights have not been 
exploited fora period of time. An artist might 
be able to negotiate this type of clause with a 
smaller publisher that is not providing a 
substantial advance or where the songwriter 
is a sought after commodity. An art:st should 
obviously be on guard against giving away his 
publishing "forever" where songs may end up 
doing nothing after five or six years. When an 
artist requires copyrights to revert to his full 
possession after a period of time after the 
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publisher is given a fair chance to exploit the 
copyrights, the artist can shop the songs to 
other parties who may show more enthusiasm 
about exploiting the songs or exploit them him 
or herself. 

Rights to Alter Songs 
The publishing company will want to be able 
to fully exploit the songs the songwriter has 
provided under the terms of the agreement 
and in doing so seek to alter the song. For 
example, the publisher may want to use the 
songs in television commercials, as part of a 
political campaign, or in movies. The 
publisher may want to alter some of the words 
slightly to make the song more marketable in 
certain territories or may want to translate the 
song into a different language altogether. 

Negotiation on this issue will vary 
depending on the different philosophies of the 
parties involved and their relative bargaining 
power. Artists who take a strong stance on the 
publishers' freedom in this area may find 
themselves without a deal. More often than 
not, the publisher will agree to limitations on 
its freedom in respect to the use of the songs 
for political purposes or in X-rated films, for 
example. Finally, parties may agree as a part 
of negotiation on a higher degree of freedom 
on the publisher's part where the artist is in 
an unrecouped position. When the income 
derived from the songs has eclipsed advances 
provided to the artist then the artist may be 
granted with a right of pre-approval prior to 
the use of the songs in situations which might 
be disagreeable to the artist. 

Conclusion 
The songwriter/publisher relationship can be 
a fantastic relationship when the publisher has 
a strong belief in the material being written 
by the songwriter and actively seeks out 
income by exploiting the songs. If the 
publisher is merely sitting back and collecting 
the songwriters' money the parties should 
consider an administrative deal rather than a 
publishing agreement. An administrative deal 
involves the publisher merely collecting the 
songwriting income for a fee which is much 
less than what an active publisher takes for its 
services. 

CHRIS IS THF. FORMER IJAD VOCAIJST FOR THE 

J UNO-NOMINATED ACT, ONE. He HAS FUNCTIONED AS AN 
ARTIST MANAGER, ROOKING AGENT, SONGWRITER, 

CONSULTANT, PURUC1ST, ROOKKEEPER, JOURNAIJST AND 

TOUR MANAGER OVER THE VAST 15 YEARS. He IS 

CURRENTLY PRACTISING IAW WITH THE TORONTO IAW 

firm of Paul Sanderson &A ssociaits. 
He will soon release his first hook titieid, "An 

Introduction to the Music Business: As Told ry the 
People Who Live It", scheduled to appear on 

ROOKSHELVES IN THE 1'U.l OF '97. 
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FENDER AMP CAN 

A new portable amp by Fender is designed to go anywhere. 
Fender's new Amp Can is a battery-powered, portable 
amplifier in a compact housing inspired by a paint can. 
The Amp Can boasts 20 watts of raw power, two fully 

independent channels (guitar and line/mic), push-button 
distortion, a rechargeable Gel-Cel battery, a handle that can 
be used as a “tip stand” for aiming sound, rugged PVC-
cylinder housing, a specially designed Fender 6-inch speaker. 
It’s also safe to use near water. 
For more information contact: Fender Musical Instruments, 

7975 N. flayden Rd., Ste. C-100, Scottsdale, AZ 85258 (602) 
596-9690. http://www.fender.com 

MEINL CYMBALS 
Meinl Cymbals has released the new XL Cymbals. This new line 

is included in the Classics and Raker Series in 14", 15", 16” and 
17” XL Crashes as well as a 20” Ride. For more information contact: 
Direct Music Supply, PO Box 341,4500 Queen St.. Niagara Falls. 
ON L2E 6T8 (800) 828-1601, FAX (716) 285-8760. 

AMADA GUITARS NOW 
COME IN MANY SIZES 

Amada Guitars have released 
classical nylon string guitars in five 
sizes ranging from one-quarter to 
full, in scale dimensions from 17 to 
25.5 inches. Variations in the size 
of hands and arm-length give each 
student different needs. These 
guitars feature a Rosewood fing¬ 
erboard with optional Mahogany or 
Oak backs and sides. Hand crafted 
in the Czech Republic, Amada 
guitars are designed to encourage 
the musical development of 
students. For more information 

Geneva International 
at 1-800-520-9970, 29 

Rd., Wheeling, IL 60090 
520-9970, FAX (847) 520-
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Introducing The New Yamaha 
Clavinova CVP Digital Pianos. 

Anybody who plays keyboards will love the new Yamaha Clavinova CVP digital pianos. The 

new CVP models include great new features that outshine the competition, great sound that 

eclipses ever} thing you’ve ever heard from a digital piano, and at great prices as well. 

(Because what good are superior features if you can’t afford them?) 

Discover the new Yamaha CVP Clavinovas. Ideal for home or studio. Computer compati¬ 

ble. Very sensitive keyboard. 

And that’s about as close to perfection as you can get. 

YAMAHA Clavinova' DIGITAL PIANOS 
Yamaha Canada Music Ltd., 135 Milner Ave., M1S 3R1 (416) 298-1311, FAX (416) 292-0732. 

Yamaha Corporation of America, PO Box 6600. Buena Park, CA 90622 (714) 522-9011 



1979 
M/A Burton Cummings, Murray McLauchlan, Synth Shopping, Studio Design 
J/A Gino Vannelli, Sylvia Tyson, Phil Nimmons, U of T Jazz, Copyright Law 
S/0 Domenic Troiano, Prism, Irish Rovers, Moe Koffman, Keyboards 
N/D Anne Murray, Max Webster, Minglewood Band, Maynard Ferguson, The 

Nylons, Arranging, Guitar Collections 

1980 
J/F Trooper, Segarini, Ronnie Prophet, Andrew Davis, Managers 
J/A Dan Hill, FM, Powder Blues, Morgan Davis, Show Playing for Guitar, Radio 

Airplay 
S/0 David Clayton-Thomas, Downchild, Nash the Slash, Hearing Loss 

1981 
M/A Ronnie Hawkins, Rough Trade, Liona Boyd, Brian Harris, Building a Mini 

Practice Amp, Building a P.A. Mixer 

1982 
J/F Toronto, Goddo, Lenny Breau, Marek Norman, Spotlight on Halifax 
M/A Saga, David McLey, B-Girls, Pat LaBarbera, Battery 
M/J Chilliwack, Shari Ulrich, Daniel Lavoie, Performing Rights 
S/0 Diane Tell, David Wilcox, Doug Bennett, Linda Manzec Anvil 
N/D Loverboy, Andrew Hermant, Wayne Rostad, V.E.J.I. 

1983 
J/F Payolaî, Kate & Anna McGarrigle, Figgy Duff, Mary-Lu Zahalan 
M/A Rough Trade, Rob McConnell and The Boss Brass, Dick Damron, Terry 

Crawford, Sam Moon 
M/J Liona Boyd, The Spoons, Raffi, Rational Youth, Do It Yourself Percussion 
J/A Headpins, Carroll Baker, John Kay, Luba, Garrison Brothers, Resonator 

Guitars 
N/D Oscar Peterson, The Lincolns, Jarvis Benoit Quartet, Wildroot Orchestra, 

Image - Part II 

1984 
J/F Bryan Adams, Messenjah, Ocean Limited, Spotlight on Montreal - Part I 
M/A Men Without Hats, Geoff Edmunds, Tommy Banks, Spotlight on Montreal -

Part II 
M/J Sylvia Tyson, Teenage Head, Anne Mortifee, Peter Chipman, Sonic 

Fundamentals for Musicians 
S/0 Saga, Darkroom, MIDI, Making a Video, MuchMusic - Video Airplay 

1985 
M/A The Spoons, Jane Siberry, David Foster, Computers and Music II 
May Kim Mitchell, The Box, Recording Live to Stereo, Computer Music Software 
Jun. Corey Hart, Murray McLauchlan, L'Etranger, Electronic Drum Jungle - Part I, 

Lighting Guide - Part I 
J/A Honeymoon Suite, Leonard Cohen, Johnny MacLeod, Terry Clarke, 

Electronic Drum Jungle - Part II, Lighting Guide - Part II 
S/0 M+M, Spotlight on Vancouver, Lighting Guide - Part III, Electronic 

Percussion Accessories 

1986 
J/F Joni Mitchell, Loverboy, Music Publicity, New Music, Pro Keyboards - Part I 
J/A Luba, 54*40, Musicians' Money, Cover Bands, Computer Music 

1987 
Jj/F Glass Tiger, Liona Boyd, Gold Radio, Percussion 
M/J Bruce Cockburn, Rock & Hyde, Music Sponsorship, MIDI 
S/0 Platinum Blonde, Chalk Circle, Rock Critics, Guitar 
N/D Loverboy, Haywire, Rock Fashion, Sound on Sound 

1988 
M/J Honeymoon Suite, The Tragically Hip, Downchild, Michael Breen, MIDI 
J/A Glass Tiger, Neil Young, Home Recording, Spotlight on Montreal 
S/0 Red Rider, Jeff Healey, Art Bergmann, State of the Guitar 

1989 
N/D David Wilcox, 54*40, Cutting Crew, Avoid Getting Ripped Off, Putting a 

Sound System Together 

1990 
] J/F Jane Siberry, Daniel Lanois, The Scramblers, A&R Directors, Music Education 
M/J Alannah Myles, The Box, Paul Janz, Are You Ready for Management? 
S/0 Jeff Healey, Celine Dion, Northern Pikes, Getting Legal Advice - Part I, 

Home Recording 
N/D Blue Rodeo, Seventh Son, Patricia Conroy, Getting Legal Advice - Part II 

1991 
J/F Alias, Sneaky James, Bob's Your Uncle, Making Your Own Video, Music 

Education 
M/A The Tragically Hip, Barney Bentall, Keyboards, Spotlight on Vancouver 
M/J Neil Young, Annihilator, Bootsauce, Home Recording 
J/A Sue Medley, Roch Voisine, Wild T & The Spirit, Vintage Guitar Collecting, 

Canadian Guitarists 
N/D Grapes of Wrath, Lee Aaron, Chrissy Steele, Darby Mills, Brighton Rock, 

Percussion 

1992 
[ ] J/F Robbie Robertson, Crash Test Dummies, Rita Chiarelli, Music Education, 

Build Your Own Tube Di 
j J/A Kim Mitchell, Brian MacLeod, Monkeywalk, Home Recording, Compilation CDs 
S/0 Bryan Adams, Prairie Oyster, Bourne & MacLeod, Live Sound 
N/D Jeff Healey Band, Sloan, Leslie Spit Trio, Future Beat 

1993 
I J/F Triumph, Paul Janz, Making it in L.A., Music 101 
M/J The Pursuit of Happiness, Pure, Guitarmania, Montreal Jazz 

! J J/A 54*40, Moxy Früvous, Wild T & The Spirit, Live Sound & Touring 
S/0 Holly Cole Trio, Cassandra Vasik, The Boomers, Home Recording 
N/D Bruce Cockburn, Doughboys, Charlie Major, Percussion 

1994 
M/A 15th Anniversary Issue, 15 Years of Great Music 
M/J Loreena McKennitt, Maestro Fresh-Wes, West Coast Music, Guitarmania 

! ! J/A Barenaked Ladies, The Celine Dion Band, Ben Mink, Bass 
S/0 Rheostatics, Creative Recording, The Musicians' Guide to Nashville, 

Industrial Music 

1995 
□ J/F The Tragically Hip, Dream Warriors, One Horse Blue, Careers 
j J/A Devin Townsend, Bourbon Tabernacle Choir, The Care and Feeding of Your 

Manager, Music Software 
N/D Jane Siberry, Bass Is Base, Alannah Myles, Drum Explosion '95 

1996 
J/F Junkhouse, Alex Lifeson, Ashley MacIsaac, Music Education 
M/A Blue Rodeo, Cowboy Junkies, Jazz in Canada, Bass Solos '96 
M/J The Alanis Morissette Band, The Sattalites, Megan Metcalfe, Guitarmania 

' J J/A Bryan Adams, Son, Brian Hughes, Special Effects 
□ S/0 Moist, Blackie & The Rodeo Kings, Sloan, Amplification 

N/D Rush, I Mother Earth, Crash Test Dummies, World Percussion 
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CMC 
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SHURE PSM600 
SERIES PERSONS. 
STEREO MONITOR 
SYSTEMS 
Shure’s new PSM600 Personal Stereo 

Monitor Systems are available in both UHF 
wireless and hard-wired versions that are 
expessly for stage use. Capable of delivering 
consistent, high-quality audio through new 
proprietary El Earpieces, each system 
incorporates body-pack functions which 
afford the performer direct control over 
volume, balance, and Shures’s exclusive 
MixMode feature. 
By eliminating the need for traditional 

floor wedge monitors, performers using 
PSM600 systems enjoy lower stage volumes 
with increased intelligibility. For singers, 
this means less vocal strain. In addition, the 
reduction in on-stage volume increases 
fidelity in the house mix while reducing the 
chances of feedback. Used properly, a Shure 

PSM600 Personal Stereo Monitor System 
can also serve as a safeguard against high 
sound pressure levels that can damage 
hearing. 
On an operational level, the PSM600 

wireless unit operates in the 626-662 MHz 
range of the UHF band. There are a total 
of 10 frequencies available, each of which 
is fully compatible with all other Shure UHF 
and VHF systems. Equipped with two 
selectable frequencies to provide touring 
artists with protection from interference, 
the system also features tone key squelch 
to help eliminate reception of spurious 
signals. The P6T Transmitter includes stereo 
input level LED strings, mono-stereo source 
select, and headphone monitor output with 
volume control, all in half of a rack space. 

The personal body-packs of both the hard¬ 
wired and wireless PSM600 systems share 
many professional features, including stereo 
operation, a defeatable fixed-threshold peak 
limiter, volume and balance controls, dual¬ 
mode EQ switch, and MixMode operation. 
Exclusive to Shure PSM600 systems, the 

MixMode feature provides users with the 
option to send and receive a pair of mono 
mixes rather than just a single stereo mix. 
In this mode, the balance control adjusts 
between the two mono mixes. This enables 
each musician to adjust his own volume 
relative to the rest of the mix. 
For more information contact: A.C. 

Simmonds & Sons Limited, 580 Granite 
Court, Pickering, ON LI W 3Z4 (905) 839-
8041, FAX (905) 839-2667. 

F^IAAUNDO 
Presenting 

THE 
WORKS 
OF ART 
For the 
Discriminating 
ARTIST... 

From About 

$500 00 Retail 
(Canadian Dollars) 

Exclusive Canadian 
Distribution 

WES-CAN MUSIC 
SUPPLIES LTD. 

8299 - 129th St., Unit 106, 
Surrey. BC V3W 0A6 
Tel. 1-800-661-9960 
Fax. 1-800-600-6646 

E-mail: salem@direct.ca 

THE HANDMADE STRING™ 
7 Palisade Ave., Emerson, NJ 07630 
Ph (201) 599-0100 Fax (201) 599-0404 
http://www.DRStrings.com 
e-mail: DRStrings@aol.com 

ADAM CLAYTON 
U-2 

plays Nickel"SUNBEAMS" 45-105 
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The set features an all-beech wood shell, famous Yamaha Tour-style lugs, steel triple 
flange rims, YESS mounts and high-gloss, quality lacquer finish. Since the shell is 
comprised of only one wood, it reflects many of the same sound properties of all¬ 
birch or all-maple shells sets, while retaining a tone unique to beech. 
The concept behind Beech Custom is to offer a quality, high-endset at a lower 

price than birch or maple shell sets. Yamaha has accomplished this and a whole 
lot more with this series. Beech Custom offers a new sound in drumming with a 
traditional look, yet it is totally new. Six finishes are available; they include solid 
finishes of Pure White and Solid Black. Blueberry. Red Apple, Lime Green and 
Pear Yellow stains. 
For more information contact: Yamaha Canada Music Inc., 135 Milner Ave., 

Scarborough ON MI S 3RI (416) 298-1311, FAX (416) 292-0732. 

DOD 
ECHO FX 
PEDAL 

The FX96 Echo FX is the new totally analog 
tape delay simulator. Bulky echo machines of 
the past will no longer need to be hauled. The 
FX96 puts the “worn-out tape” characteristics 
of an old echo machine at your feet. The Tape 
Quality knob controls the amount of high 
frequency degeneration in the delay’s circuit, 
enabling the user to get full delay, but with that 
classic tape sound. Controls are Echo (delay 
time, up to 8()()ms), Slap (regeneration), Tape 
Quality (high-frequency EQ) and Dry/Tape 
(mix). Perfect for providing anything from aslap 
back delay to a grainy tape echo, the FX96 is 
sure to both bring back some memories as well 
as create some future ones. 

For more information contact: Erikson 
Music, 620 McCaffery, St. Laurent, PQ H4T 
INI (514) 738-3000, FAX (514) 737-5069, 
75430.3357 @compuserve.com 

#1 in Best Sound Clarity 
by Guitar Player Magazine 

P.O. Box 238 • Madison, TN 37116 • (615) 868-6976 • www.georgels.com 

• Miniature dai'incl mi< 
with gooseneck and shoe 
that clips to the bell 

Be Heard Above 
the Rest! 

Introducing the world’s first and only complete line 
of phantom powered professional quality condenser 
microphone systems for use in sound reinforcement 
and recording of brass, woodwind, stringed and per¬ 

cussion instruments as well as flutes and harmonica. 
The frequency response and mounting hardware of each A.M.T. 
system are skillfully adapted and refined to suit the unique 
character, tone and shape of the instrument thus providing the 
lightest, most practical, best fitting and most natural 

sounding dedicated instrument microphones in the industry. 

Because each A.M.T. Microphone is crafted from a solid block of 
aluminum alloy, they are extremely lightweight and virtually 
indestructible and carry a full two year unconditional warranty. 

SEVERAL OTHER MODELS AVAILABLE FROM LEADING 
MUSIC AND PRO AUDIO RETAILERS ACROSS CANADA. 
Or Call; Audio Distributors International. * Double 

I74S Marie Victoria. PO Box 990.10. Longucuil. QC MG 2S6, microphone 

Tel/Fax: (514)646-5181 (Exclusive Canadian Distributor! 

applied microphone technology 
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fender's passport 
PORTABLE P.A. SYSTEM 

The Fender Passport Self-Contained 
Portable P.A. System has a wide array of 
applications — from night club acts to 
business seminars, travelling DJs to 
aerobics classes, and anything else 
imaginable. 
Passport has the look and weight of a 

medium-sized suitcase, and is just as 
comfortable to carry. This sleek package 

opens up to reveal a complete P.A. system, 
including two full-range cabinets, a .self-
powered mixer, two dynamic microphones, 
and all necessary cables. Setting it up is no 
more than a five minute process, even for 
the novice; but its inherent ease-of-use and 
portability does not end there. 
Breakthrough technology allows it to be 

hooked up anywhere in the world, and also 
adjusts load requirements to eliminate the 
potential for damaged speakers due to low 
or intermittent power conditions. 
With the Passport's "one-finger" touch 

controls, it’s simple to dial in the sound-
and change it on the fly. A simple and 
reliable digital reverb provides a variety of 
rich effects at the touch of a button. Passport 
users will appreciate the sensible V.I.P. 
(Vocal Input Priority) feature: it auto¬ 
matically reduces the background music 
level when someone begins to speak, then 
restores it when the person stops speaking. 
With the versatility to cover almost any 

situation. Passport’s four channel eight 
input (4 line. 4 mic) mixer features two 
additional stereo channels for audio play¬ 
back from CD and cassette players. 
Eight 6.5" highly efficient transducers 

( four in each speaker cabinet ) work together 
to deliver clean, full-range coverage, while 
the self-powered mixer delivers 250 watts 
of clear sound, even with the controls 
wide open. Much more than a tone control, 
the innovative "one-touch" EQ is able to 
adjust bass, mid and treble simultan¬ 
eously for optimum response. It's virtually 
foolproof: just turn the control until it 
sounds good. 
Two sturdy speaker tripod stands are 

available as an option, so the speakers can 
be set up at a desired height. 
Formoreinformation contact: Fender 

Musical Instruments. 7975 N. Hay¬ 
den Rd.. Scottsdale. AZ. 85258. (602) 
596-9690. FAX (602) 596-1384. 

H HAMMOND 

“This box is awesome... 
...as close to the real 

XM-1 Drawbar Sound Module 
wi th com pa n ion 

Hammond XMc-1 Drawbar Controller 
Now you can re-create the sound of the legendary 

Hammond B-3 in a size that won’t break your back... 
or your bank account! 

HARMONIC DRAWBARS 
NEW SAMPLING TECHNOLOGY 

MIDA COMPABILITIES • PATCH LIBRARY 
LESLIE SPEAKER SIMULATION 

DSP DIGITAL REVERB 

HAMMOND SUZUKI USA, Inc. 
733 Annoreno Drive • Addison, IL 60101 

Phone: (630) 543 4)277 • Fax: (630) 543-0279 © 1997 Hammond Suzuki USA. Inc 
The Sound That Set The Standard. 



MOVING ? 
Did 

New 

http://www.oiart.org 

Compare before you choose 

duplicators, -
and audio 

... as sound engineers, sound designers, 
studio owners, educators, songwriters, 
composers, MIDI specialists, editors, 
performing artists, broadcast production 
engineers, independent producers, custom 

Don’t leave without us! 
Let Canadian Musician know 

where you’re going. 
Send us your new address 
(along with your old address) 
to: Subscription Department, 

Canadian Musician, 
23 Hannover Dr., #7, 

St. Catharines ON L2W1A3 

multi-media artists 
consultants to 

name a few. 

T * For more than a 
decade OIART graduates 
have been riding the 

„ crest anywhere sound is created and 
celebrated. Give us a call and we'll help 

you make a splash. 

Our Grads 
Make Waves 

OIART 
Ontario Institute of Audio Recording Technology 
502 Newbold St., London, Ontario, Canada N6E IK6 
Tel (519)686-5010 • Fax (519)686-0162 • email inquiry@oiart.org 

LEVY'S 
LEATHERS 
INTRODUCES 
NEW LINE 
OF BAGS 
The CM90 Series is a new line of 
lightweight bags specifically designed to 
fit Mackie mixing consoles, made by 
Levy’s Leathers. These form fitting soft 
sided gig bags feature a polyester shell, one 
inch foam throughout and a plush lining. 
The top of each bag is reinforced by a hard 
plastic insert to protect the top of the mixer. 
Additionally, a full zipper opening allows 
easy access while the wrap around handles 
are encased in plastic tubing for further 
comfort. Each bag comes with a detachable 
strap with a rubber shoulder pad. Levy’s 
CM90, CM91, CM92 and CM93 fit the 
Mackie CR 1202 VLZ, CR 1402 VLZ and 
SR 24/4 Live consoles, respectively. 
For more information contact: 

Levy’s Leathers Ltd. Box 3044, Winnipeg, 
MN R3C 4E5, (204) 957-5139, FAX (204) 
943-6655, levys@levysleathers.com, http:/ 
/www.levysleathers.com 
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LAI 28 

LA118 

The Laws of Physics / The Art of Listening 

SEAN 

I 6158 and request 

la copy of the 

I Linear Activation 

ft. Technology 

K Brochure. 

Kenton G. Forsythe, 

Exec. VP, Strategic Product 

Development (right), 

and Gary Hardesty, VP, 

Engineering, demand 

that EAW innovations 

use fundamental laws 

of acoustical physics 
in new ways. 

hi-fi sets. They can't 

S' handle the power and they don't 

E disperse the sound evenly. Basically, 

I they're useless. 

Linear Activation from EAW is not 

Mie truth is that most PA systems are 

[ not designed for live performance. 

I They borrow cone drivers from 

instrument amps and 

'j \ crossovers from home 

E just another PA. It redefines the word. 

LA offers a complete line of PA 

I systems engineered by EAW - the 

K world standard in professional touring 

E sound. LA features the same profes-

E-sional cones and compression drivers, 

I the same heavy-duty, computer 

E designed crossover and the same 

E road-proven construction techniques 

I and materials. All designed to solve 

j the specific problems of small-venue 

I live performance. 

You're a professional. Don't you 

| deserve a professional PA? To find out 

E more about a 

feitruly professional 

I PA, call 508-234-

EASTERN ACOUSTIC WORKS 

LA212^ 

One Main Street, Whitinsville, MA 01588 tel -800 992 5013 •• 508 234 6158 fax -508 234 8251 web-http:/rwww.eaw.com 
Contact Distribution Ltd., 38 Thornmount Drive Unit #1, Scarborough, ON Canada M1B 5P2 tel--416-287-1144 fax -416-287-1204 e-mail: contactl@netcom.ca 



FIRST CLASS RECORDING 
MADE AFFORDABLE 

• Excellent Ergonomics 
_ • EDA Profile Console 
• Dynaudio M3 Monitoring System 
• World-Class Mie Preamps 
• 5-Machine Lock Capability 
• SADiE Disc Mastering System 

THE RECORDING STUDIO BUILT FOR MUSICIANS 
► Lydian Sound Inc. • 60 West Wilmot St, Unit #21 • Richmond Hill, Ont. L4B 1M6 

Tel: (905) 709-0141 • Fax: (905) 709-0143 
e-mail: info@lydiansound.com • www.lydiansound.com 

POCKET-SIZED 
DIGITAL 

RECORDER BY 
E.W. BRIDGE 

E.W. Bridge introduces the first pocket-
sized digital recorder and player for 
musicians. It is only 3/8 inch thick. 4 inches 
long and 2 ‘4 inches wide. Musician's 
Pocket Memo can go anywhere comfortably 
with anyone. It is designed for common 
needs voiced by most musicians. Melodies, 
lyrics, and riffs, including live music can 
be captured on-the-go for easy reference and 
improvement later. Recordings can be 
played anyplace. 
Musician's Pocket Memo digital sound 

quality is the first in the world to be 
sufficiently clear for musicians, while 
maintaining pocket size and widespread 
affordability. It features an advanced mono 
sound synthesis chipset, high-sensitivity 
small microphone, and high output small 
speaker. Its unique sound clarity results 
from these high quality components 
together with finely tuned integration 
circuitry. The result is noticeably better 
sound than most portable cassette recorders. 
Operation is through a fully labelled and 

intuitive 7-button membrane keypad. Since 
recording is digital on non-volative flash 
memory, each recording is stored separately 
and easily found. Each can be individually 
deleted which consolidates remaining 
recording capacity. Recordings do not risk 
malfunction or mechanical damage which 
can occur with tape cassettes. Stereo input 
and output 3.5mm jacks allow connection 
to other essentials. Musician's Pocket 
Memo connects to headphones, external 
mikes and speakers, studio equipment, PCs 
and directly or through mixers to electronic 
instruments. For example, electric guitars 
need only a simple $2 mechanical jack 
adapter. Electronic keyboards and other 
high power equipment can connect through 
a mixer. 
For more information or ordering 

contact: E.W. Bridge. 1645 West Selby 
Lane, Redwood City, CA 94061 
(415) 365-4916, FAX (415) 261-2172, 
sales@ewbridge.com 
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EVI T221M 
FLOOR MONITOR 

Electro-Voice is introducing the T221M biampable, 
12-inch. two-way floor monitor, the first floor monitor 
in the T-Series line. With 400-watt long-term power 
handling and l(X)-20,000 Hz frequency response (+-3 dB), 
the T221M is truly a professional-grade, tour-ready floor 
monitor. Touring professionals will notice flatter, broader 
frequency response and clearer, more articulate vocals. 
Built with renowned Electro-Voice components, the 
T221M includes the DH2T compression driver with two-
inch, titanium diaphragm, and high-power, cast-frame, 
12-inch woofer with 1,600 watts peak power handling 
capacity. EV's exclusive Resonant Drive technology 
smoothes the high frequencies producing surprisingly Hal 
response which reduces the potential for feedback. 
The unusual cabinet shape is unique to most floor 

monitors. Made from curved, %-inch. 12-ply plywood 
with a textured black finish, the T221M has a very 
professional, low-profile look for those who want very 
high performance from a nearly invisible wedge. 
The new Electro-Voice T221M also features biamped 

or full-range operation, and EV’s proprietary PRO 
circuitry which protects the compression driver from 
accidental overload. For more information contact: EVI 
Audio Canada Inc., 345 Herbert St., Gananoque, ON K7G 
3VI (613) 382-2141, FAX (613) 382-7466. 

NAME OF BAND/ARFIST 

ADDRESS CITY PROV./STATE 

POSTAL/ZIP CODE PHONE/FAX CONTACT 

NO. OT BAND MEMBERS MANAGER PHONE 

DESCR.PTION OF MUSIC 

NAMES OF THREE TRACKS SUBMITTED: I. 

SIGNATURE 

AsADItN 

IM INTERESTED IN HAVING MATERIAL INSERTED 
INTO THE CMW CONFERENCE TOTE BAG. 

I'M INTERESTED IN HAVING A TRACK 
ON THE CMW INDUSTRY SAMPLER CD. 

Magazine 
logo here 

Please complete the form below and include it with your tape or CD, photo and bio. and a $20.00 non refundable pro¬ 
cessing fee (money orde- payable to Canadian Music Week). Forward to CANADIAN MUSIC WEEK. P.O. Box 91015.555 
Burhamthorpe Rd.. Etobicoke, Ontario, Canada M9C 2Z0. ALL ELEMENTS MUST ACCOMPANY YOUR APPLICATION TO BE 
CONSIDERED. All submitted material becomes property of CMW and cannot be returned. We will listen to a maximum 
of three tracks, so please list titles accordingly. 

S[DE]E]BQs@ QBQnOBQnDHG] 
Submission Deadline: December 1,1997 

For more information: phone: (416) 695-9236, fax: (416) 695-9239, 
. e-mail: cmw@ican.net, www site: http://cmw.com 

CMW MARCH 5-8 

CANADIAN MUSIC WEEK TORONTO 

Conference • Festival • Showcase 

0^000 Hew BDeH 
Get your band in the face of over 3,000 movers and shakers 

in the industry! Canadian Music Week '98. designed to pro¬ 

mote the art and business of r-iusic. is the leading interna¬ 

tional event for Canada's music anc sound recording industry. 

Submit your application to be considered as one of the 350 

hottest, up-and-coming bands selected from around the 

world to showcase in Toronto’s clubs and concert halls. 

Selected acts also receive V.I.P. access to the Music and 

Multimedia Show, the largest trade show of its kind in 

Canada, featuring exhibitors. 2 days of seminars. A&R work¬ 

shops. musician clinics, and product demonstrations - as 

well as all festival showcases. 
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Best Price 
In The Industry 

NEW! 

“QUALITY 

INSTRUMENTS 

AT 

AFFORDABLE 

PRICES” 

Available in: Alto, Tenor & Soprano Saxophones. 
Clarinets, Flutes, Trumpets, Pocket Trumpets, 
Trombones and Background Brass Instruments. 

Student and Professional Models available in: Gold 
Lacquered, Genuine Silver Plated, Genuine Gold 

Plated and Black/Gold Finishes. 

E.M. Winston 
In Canada, please call: 
London Music Sales 
17 Hammond Cres. 

London, ON N5X 1A5 
Phone: 519-439-3817 Fax: 519-439-0037 

38-44 West 21st Street, Fifth Floor 
New York, NY 10010-6906 USA 

Phone: 212-463-7197 
Fax:212-229-0642 

West Coast: 
11232 Vanowen St. Suite A 
N. Hollywood, CA 91605 
Phone: 818-985-3721 
Fax: 818-985-1143 

SENNHEISER 
1081/1083 
MIKROPORT 
Systems now 
AVAILABLE IN 

VHF 
Sennheiser announce the replacements for 
the 1051/1053 VHF radiomicrophone 
systems. Now with six switchable 
frequencies, better RF filters making for 
improved suitability for multi-channel 
systems, improved interference rejection 
and a longer operating range due to higher 
receiver sensitivity. 
Both VHF systems are supplied complete 

with all necessary accessories-ready for 
immediate use. A system consists of a true 
diversity receiver, with either a hand-held 
transmitter (System 1081 -V) or a pocket 
transmitter with clip-on microphone 
(System IO83-V). Within a switching 
bandwidth of 7 MHz the user can choose 
between six frequencies, which accounts for 
the high flexibility of the system. The true 
diversity receiver is fitted with all the 
features that are essential for professional 
RF transmission: state-of-the-art PLL 
circuitry, “HiDyn plus” noise suppression 
system for superb audio quality, and an 
Advanced Mute Function for muting the 
receiver in the case of interference. Another 
professional feature: two receivers can 
easily be slotted together and fitted in IU 
of 19" of rack space without any additional 
adaptors being required. 
Both transmitters of the new VHF systems 

have excellent audio quality, switchable 
sensitivity, and an operating time of up 
eight hours — which is ample even for long 
performances and presentations. The 
1081-V system contains a hand-held 
transmitter with a super-cardioid dynamic 
microphone head and an RF output of 
approximately 20 mW (this may be reduced 
in certain countries due to local radio¬ 
communications regulations). The antenna 
has been integrated into the body of the 
transmitter which sits comfortably in the 
hand due to its ergonomic design and a 
weight of only 250 g including battery. The 
1083-V system comes with a small but 
powerful pocket transmitter and an MKE 
2 miniature condenser clip-on microphone 
which is ideal for any application where 
an unobtrusive microphone is required. 
For more information contact: Sennheiser 
Canada Inc., 221 Labrosse, Pointe-Claire, 
PQ H9R I A3 (514) 426-3013, FAX (514) 
3953. 

CANADIAN 7 2 MUSICIAN 



HIMI 
The Digital Interface Handbook, Second Edition 

$69.95 (Rumsey & Watkinson) FP081 

Digital Compression in Video & Audio 
$62.95 (Watkinson) FP080 

The Art of Digital Audio 
$104.95 (Watkinson) FP032 

The Studio Business Book 
$48.95 (Mandell) MX001 

Recording & Production Techniques 
$27.95 (White) SS001 

Handbook for Sound Engineers: The New Audio Cyclopedia * 

$139.95 (Ballou) HS018 

The Sound Reinforcement Handbook 
$48.95 (Davis & Jones) HL028 

Guide to Sound Systems for Worship 
$34.95 (Eiche) HLO95 

Practical Recording Techniques 
$38.95 (Bartlett) HS023 

MIDI Systems & Control - Second Edition 
$48.95 FP056 ( Rumsey) 

18002658481 
E-MAIL order@nor.com FAX I (905) 641-1648 

WEB: musicbooksplus.com 

from MUSIC BOOKS PLUS Winter/Spring 1997 Catalogue 

Í4HS 

' . SOUND ON SOUND 

production 

Mail cheque/money order to: 

COMPRESSION 

to order by credit card 
(VISA, MASTERCARD, AMEX) 

DIGITAL 
INTERFACE 
HANDBOOK 

Second edition 

JOHN WATKINSON 

IB I III HUH IUI 

:>x»nooo»K 

= SS£»H1 

Practical Recording 
Techniques 
THE STEP-BY-STEP APPROACH TO 4 
PROFESSIONAL AUDIO RECORDING 

MUSIC BOOKS PLUS 23 Hannover Dr., #7, St. Catharines, ON L2W 1A3 
Prices shown in Canadian Funds. Canadian residents add 7% GST. 

All oraers add 10% shipping/handling. 



Change 
the course of 
music history. 

HW 
HUNK TOUCAIiON AM) AVAKNKS W KXXW 

H.E.A.R. offers information 
about hearing loss, tinnitus, 
testing, and hearing protection. 
For an information packet, 
send $10.00 to: 

H.E.A.R. P.O. Box 460847 
San Francisco, CA 94146 
or call the H.E.A.R. 24-hour 
hotline at (415) 773-9590. 

-u- Complete CD & cassette printing 

-k- Artwork, film & graphic design services 

Reference CD master within 48 hours 

Includes: 
• CDR PREMASTER • GLASSMASTER 

• JEWEL BOX • 2-COLOUR DISC PRINTING 
• ASSEMBLY • SHRINKWRAPPING 

75 Sherbourne Street, Toronto, Ontario M5A 2P9 • TEL: 1-800-PAM-8977 • (416) 364-2649 
e-mail: pam@clo.com • Internet: http://maac.com/pam 

Wallachcr Guitar Hangers’ mount easily 
on walls, amps or speaker cabinets and 

are beautifully constructed for durability. 
Get yours before the Fall season starts. 

¡< 
Wallacher 1-800 9-U HANG IT 

805/649-4486 Fax 805/649-4323 
415 Old Ventura Ave P.O. Box 633 

Oak View CA 93022 

Prices in U.S. dollars. 
All orders add $4.95 for shipping & handling. 
MasterCard & Visa accepted. Dealers welcome. 

New from 
Recording Industry 
Sourcebook, 8th Edition 

• Recording Studios 
• Audio Post-production 
• Remote Recording 
• Audio & Music Education 
• Studio & Acoustic Design 
• Sound Reinforcement... and more 
PLUS Studio Profiles, Touring Services 

SB006, $111.95 Cdn. (plus s/h & GST) 
To order: Call 1-800-265-8481 

Fax: (905) 641-1648, E-mail: order@nor.com 

CANADIAN 7^4 MUSICIAN 

NEW 
POWERLIGHT 
TAILORED FOR 
Bl-AMPING 

QSC Audio Products has announced the 
addition of the Powerlight 1.6 to their 
Powerlight Series of amplifiers. The Power-
light 1.6 has been tailored for biamp app¬ 
lications, providing a low distortion class 
AB output circuit for the high frequency 
channel and a powerful high-efficiency 2-
step linear output circuit for the low-
frequency channel. A special high-voltage 
power supply and output circuit optimizes 
power at 8 and 4 ohms, delivering 500 watts 
on the high-frequency channel, and 1,100 
watts per channel at 4 ohms on the low-
frequency channel. 
Weighing 18 lbs. (8.2 kg) and only two 

rack spaces high, the amplifier is ideal for 
touring sound applications such as bi¬ 
amped main speakers, stage monitors, 
keyboard, and bass guitar systems. Audio 
circuits are based on proven QSC linear 
output circuit topology to insure legendary 
QSC sonic performance and reliability. 
Other standard features include inde¬ 

pendently defeatable clip limiters, detented 
calibrated gain controls, Neutrik “combo” 
connectors with both XLR and 14" inputs, 
LED meters that indicate signal level and 
amplifier status, and a stereo/parallel/bridge 
switch. An HD15 “data port” connector 
allows an interface to QSC’s CM 16 
MultiSignal Processor, which provides 
remote signal processing and amplifier 
monitoring and control by computer over 
an Ethernet network. A pair of contacts on 
the rear panel for remote power supply 
control allows the user to set one or more 
PowerLight amplifiers in “standby” mode, 
which eliminates inrush current when 
switching the amp on. 
Eor more information contact: S.F. Market¬ 

ing Inc., 6161 Cypihot, St. Laurent, PQ H4S 
1R3 (514) 856-1919, FAX (514) 856-1920. 



Ml BAC MUSIC 
LESSONS 
UPGRADED 

MiBAC Music Software upgrades MUSIC 
LESSONS for Macintosh with a new 
version that teaches essential musical skills 
for any instrument. MUSIC LESSONS 
requires no previous musical training. It's 
designed to help anyone age eight and older 
understand how music really works and 
learn skills that will help them play any 
instrument better. 
The features MUSIC LESSONS offer are 

the twelve drills, fast answer checking, 
custom drill creation, user interface options 
and help browser, record keeping and 
extensive sound report. MUSIC LESSONS 
v.3.0 is available now from many music 
software retailers or directly from MiBAC, 
or directly from MiBAC Music Software, 
PO Box 468, Northfield, MN 55057 (507) 
645-5851, FAX (507) 645-2377. 

NEW MILLENNIUM FOOT 
CONTROL FOR AMPS 

Johnson Amplification’s J-12 foot controller is a new complement to the Millennium 
Stereo 150 and Marquis Stereo 100 Integrated Modeling amplifiers. 
Sporting ten footswitches and two built-in expression pedals, the J -12 allows guitarists 

to control any parameter of their sound in real time The J-12 can perform just about 
any controller task asked of it, from creating "Voodoo Wah” effects to synth-like volume 
swells to morphing capabilities. 
In addition to the expression controls, the J-12 acts as dedicated Preset and Bank 

controller, providing instant preset or bank access. Tuning and Bypass are also a breeze 
with the J-12. When the dedicated Bank Up button is held, the foot controller instantly 
accesses the chromatic tuner mode of the controlled unit, while the Bank Down button 
will bypass all digital effects when held. 
Designed to get the most out or the Millennium and Marquis amplifiers, the J-12 is 

also completely compatible with Digitech’s 2112 SGS, GSP 2101, Valve FX and Legend 
II guitar preamp/multi-effect processors. Housed in a heavy-duty metal chassis with durable 
metal footswitches, the J-12's LCD display is easy to read. For more information contact: 
Erikson Music, 620 McCaffery, St. Laurent, PQ H4T INI (514) 738-3000. FAX (514) 
737-5069, 75430.3357@compuserve.com 

For Banjo 
and Guitar 

• Lifetime 
Guarantee 

Call, write or 
fax us for more 
information. 

Flexible 
Dealer Terms 

¿^BEACON BANJO 
COMPANY, INC 

TUNE 
IN 

TO KEITH 
TUNERS 

THE BRAND 
OF CHOICE 

3 Glasco Tpk./P.O. Box 597 
WoodstocK, NY 12498 
Tel: (914) 679-8314 
Fax: (914) 679-5483_ 

SUPER FORTUNATE 
(CES) 

The person who gets this black, near mint, 
Gibson ‘92 Super 400CES 

is a lucky individual. 

FREE CATALOG 
MANDOLIN BROS. LTD 
629 Forest Ave, Staten Island, NY 10310 

Tel (718) 981-3226 / 981-8585 
Fax (718) 816-4416 

Website: www.mandoweb.com 
E-Mail: mandolin«! mandoweb.com 

TRILLENIUM 
MUSIC COMPANY 
P.O. Box 88 Tunbridge, VT 05077 

publishes 

in new, beautiful, digitally 
written and stored editions 

including 

Chamber Music 
Piano 
Opera 

Orchestral 
ami Big Band 

Write for free catalog & 
Visit our website at 
www, trill mu sic. com 

CANADIAN 75 MUS I C I A N 



MARKETPLACE • BUY « SELL « TRADE • MARKETPLACE « BUY « SELL * TRADE • MARKETPLACE 

GALBRAITH 

The Original Back Pak-er 

1-800-363-8273 

Mastering Graphics 
CD-R Printing 

TORONTO 

Web Site: www.magic.co/~mixmama 

of on-air 

75 therbouma »t. toronto, on., m5a 2p9 

EALEYd/sc 

REPRODUCTIONS 

NUMBER 9 SOUND 

CALL 410*148*8718 

POUL AUfWO ÍÍ1USÍC 

TOP QUALITY 
BEST PRICE 

PROFESSIONAL QUALITY 
AT THE RIGHT PRICE 

201 Dufferin St. Toronto, Ontario M6K1Y9 

Ph: (416) 531-6913 Fax: (416) 588-2289 

Unbiased advice 
on studios and gear. 

- (her 130 album credits. -

U (416) 259-9177 foe (416) 252-0464 

High quality, low cost 
publicity photo's — Fast. 

Photos from your digital files, 
film or photo. 
Colour or B&W. 
As low as 98c per print. 
Ask for your free info kit. 

ADVERTISE VOl R 
PRODUCTSOR 

SERVICES IIS THE 
WE OFFER 8 wttk "push" to all 

relevant ifafwns of your choice 

weekly frackiny 

Compact Disc Manufacturing 
Cassette Duplication 

Printing & Alternative Packaging 
Graphic Artwork 

main line 
Tracking and Radio Pfemoticns 
500 Nelson St. W.. Port Dover. Ont. 

phone <519» 583-0168 fax ( 519 > 583-3967 
e-mail mainline@ netroute.net 

http://www.netroute.net/-mainline 

cd manufacturing 

cassette duplication 

cd mastering & editing 

vinyl pressing 

cd-rom duplication 

graphic design 

(416)364-2649 

1-800-668-0098 
Internet Mail: lnfo@Targray.com 

Fax: (514) 695 0593 

KAREN 
KANE 
Music Producer/ 

Recording Engineer 

for your free catalogue -

1-800-835-136 
www. hea leyd isc.cdm 

Special studio and indie lab p! rate* 
Proffesional Masterinf^vailable 

• 24, 48 and 72 Track Recording 
and Post Production 

• Recording Equipment Rentals 
• CDR Recording 

(Single CD Recording) 
• Cassette Duplication 

• Hands on Recording Courses 
• Digital Editing & Mastering 

• Excellent Rates 
E-Mail: number9@astral.magic.ca 

Web Site: mtp://www.citw.com/num9 
Downtown atJ arvis S Carlton (Free Padang) 

Compact Disc 
& Cassette 

tpufacturing 
www.surfsup.net/summit 

Above the Rest 

Since 1974 

With the Beet 

Quality, Service & 

Package Prices 

A Difference! 

>1800-403 9755 
SUMMIT. Box 333, Westport. ON KOG 1X0 

(((^QnQtfon 
vKSS* MUSIC MANUFACTURING 

7" & 12" preuing, lacquers, metal 
processing, full Une of standard 

and custom packaging 

I-8OC-667-4237 
<4I6> 364-1943 
"Vinyl!?! Are they WISP!" 

MARKETPLACE 
Call: 

Deana Lavc&nho for more brio 
(905) 641-1512 

FAX: (905)641-1648 

GUARANTEED 

300 promo CD’s $745 
£D PACKAGE INCLUDES: 
Tyvex or cardboard mailer sleeve, 

2 colour CD label, 

15 min. running program length or less 

Fits all hard shell cases 

(except jumbos) 

Send certified cheque 

or money order to: 

Co-Rock Canada 

RR #3, Box 52 

Brighton, ON 

KOK 1H0 

Please allow 6-8 

weeks for delivery 

(Dealer inquiries welcome) 

$ 30.00 

2.10 (GST) 

2.40 (PST) 

5.00 (S&H) 

$ 39.50 TOTAL 

CANADIAN ~7 Q MUSICIAN 



CLASZfFtetïS All classifieds listed here will also be 
featured on the CANADIAN MUSICIAN 
web site at http://nor.com/cm 

PRODUCTS 
EXPOSE AND SEU YOUR MUSIC ON THE NET We 
offer realtime streaming of your audio dip on the net. Music 
lovers around the world can hear a sample of your music 
quickly and easily. We've mode purchasing your song easy 
to! Consumers simply order by credit card, a download of 
your song, or a CUSTOM CD that we produce at NO COST 
TO YOU! To find out more contact: NET DIRECT Internet 
Marketing Services NOW! E-mail: music@netdirect.ca. Net 
Direct, 557 Havelock Dr., Waterloo, ON, Canada N2L 4Z1 
(519) 745-3597. 

North American Bond Nome Registry. Thousands of bands 
ore registered with us. Are You? It's Free. Check it out. 
www.bandname.com 

FREE Invention Kit: Patent and Market your new product 
idea! Coll Concept Network: 1-800-835-2246 Ext. 144. 

PUBLICATIONS 
MUSIC DIRECTORY CANADA, 7TH EDITION IS 
AVAILABLE!!!! The MOST comprehensive directory of the 
Canadian Music Industry on the market today! Completely 
updated and features full listings including e-mail and web 
addresses for such categories as: Recording Studios, Record 
Companies, Producers, Equipment Suppliers, Venues, Radio 
Stations...and much more. Only S34.95 plus, S/H & GST. 
Dealer discounts available. Call 1 -800-265-8481, FAX (905) 
604-1648 E-mail: order@nor.com. Check out http:// 
musicbooksplus.com for more information. 

The Art of Mixing and How To Run A Recording 
Session are two new titles now available from Music Books 
Plus. Check out ALL of our new titles on our website: http:// 
musicbooksplus.com. For o FREE printed catalogue, Coll: 1 -800 
265-8481, FAX: (905) 641-1648, E-mail: info@nor.com. 

RECORDING STUDIOS 
HARLOW SOUND STUDIOS a great 24-track DA-88 based 
facility employing names like Soundcraft, Drawmer, Sennheiser, 
Lexicon and mucb more. Main room includes baby grand. Contort 
Greg at (416) 741-5007 or Jim at (905) 863-4020. 

RECORDING, BEST RATES 24-TRACK 2”, 16-TRACK, DAT, 
CD, Dubs, top gear, amps & instruments, remotes, mastering, 
eng. producer, multi-instr, courses & FREE TAPE. Coll (416) 588-
7587. 

MORNING STAR RECORDING STUDIOS Professional 
24-track digital & analog recording facilities. Tel: (416) 261 -
8131, FAX: (416) 261-0906, E-mail: morstor@inlerlog com 

SERVICES 
RECORDING, MASTERING & CDs AT ONE LOCATION! 
‘ADATs, hard disk recorders, tube gear, Neumann mies. ‘Music, 
VOs, digital editing. ’Lowest prices on major label quality CD 
& Cassette mastering, design, printing & manufacturing. Silverbirch 
Productions, (416) 260-6688. 

ATTENTION SONGWRITERS: Let us arrange/produce your 
next song/demo/album. Full instrumentotion/16-track digital. 
We also do MAIL Order Demo's. For more information write/ 
coll: Exodus Studio Productions, P.O. Box 21039,6677 Meodowvole 
Town Center Circle, Mississauga (Toronto), Ontario, L5N 6A2 or 
(905)824-8382. 

C A Jsl ADJ rsl 

Please place this ad in the next 
issue(s) of Canadian Musician. 

_ words @ $.95 per word = $_ 

Rates $.95 per word+ GST. Minimum $20.00. 
Frequency discount 

3 ads 4%, 6 ads - 8%, 12 ods - 12%. 
Payment in advance. 

VISA, AmEx and MasterCard accepted. 
Call for display ad information. 
CANADIAN MUSICIAN, 

23 HANNOVER DR., #7, ST. CATHARINES, ON L2W 1 A3 

(90S)641-1512, FAX(905)641-1648. 

E-Mail: order@nor.com 

WARNING: YOUR EARS WILL 
DISTORT BEFORE THESE DO. 

The rigorous demands of professional audio - now more than ever¬ 
dictate quality, performance and value. 
Elliott Concert Audio Systems embody these virtues conclusively. 

Specifically, when it comes to value, we’re breaking new ground. 
Never before has any speaker, at this level of sonic quality, en¬ 

gineering and construction been offered at such an unbelievably 

low cost... and be assured, accuracy and durability has not suffered 
in the process. We take great pride in offering intelligent solutions 
for your pro audio needs without costing you an arm and a leg. If 
we couldn’t prove this, we wouldn’t have a leg to stand on. 
Check out the full line of Elliott Loudspeakers soon and find out 

there really is truth in advertising. 

^ELLíott CONCERT AUDIO SYSTEMS 
640 Riverview Ave. Elkhart, IN 46514 219.522.4911 



Showcase • ••••••••••• by Karen Bliss 

Artists oppearing in SHOWCASE will be included in the Canadian Musklan web site at http://nor.com/cm 

Shawn 
Sanford 

Style: expect country 
Line-Up: Shawn Sanford (lead vocals, 
acoustic guitar, background vocals); 
Mary Lynn Wren (background vocals); 
Ruth McGinness (background vocals); 
Shawn Bryan (drums, rainstick); Rick 
Hill (acoustic guitar, standup bass); 
John Grant (guitar); Darrell Goodman 
(bass); Richard Uglow (keyboards); 
Mark Haines (mandolin); "Mickey" 
Andrews (steel guitar); Ian Guenther 
(fiddle); Norm Barker (tambourine) 
Contact: Shawn Sanford, c/o BASS 
Music, P.O. Box 10, 175 Bloor St. E., 
Toronto, ON., M4W 3R8, (416) 969-
3729 or (905) 844-1278 

Unexpected. Sure is. An unknown 
Toronto country singer snags previously 
unreleased original material by Garth 
Brooks, John Berry and Duane Steel for 
his debut album — and does it justice. 
Shawn Sanford listened to over 200 songs 
pitched his way by various publishers and 
songwriters, before settling solid on the 
seven deadly wins found on his album, 
Unexpected. Owner and operator of a 
pure, sweet, country voice, the Calgary-
born Sanford gently delivers Steel's "Little 
Touches" about simple gestures of love, 
like a phone call or kiss on the cheek. The 
original Brooks tune, "Slow Down" is an 
emotive ballad which looks at the 
changing face of a working man ravaged 
by stress. And the first single, "She Has 
Walked Through Fire", by Berry, is both 
apologetic and confessional, loving and 
inspirational. Recorded in just under a 
week at Toronto's Studio 92 with 
engineer Norm Barker, the album also 
includes songwriting contributions by 
Johnny Douglas, Tim Taylor, Tom 
Paden, Ken J. Salaets and T.W. Barber. 

Dot-5-0 
Style: songs in the key of a 13-year old 
Line-Up: Jeremy Rusu (drums, vocals); 
Clint Bowman (bass); Dave Brown 
(saxophonist); Eric Loewen (guitar); Randy 
Rusu (guitar) 
Contact: Enzo Petrungaro, 410 Sher-
bourne St. Toronto, ON M4X 1K2; Clint 
(204) 237-6502 

Look out Hanson, Dot-5-O's 13-year old 
Jeremy Rusu is coming through! The blind, 
singer-drummer with the prepubescent 
falsetto has a penchant for soul-drenched 
pop. Sharing the same birthday as Stevie 
Wonder, the musical prodigy plays drums, 
guitar, keyboards, harmonica, Flugelhorn, 
banjo and accordion. While his instrument-
of-choice is drums, Rusu composes on piano 
or acoustic guitar. The band, named after 
the Braille contraction of the word 'one' (as 
in #1 ), is comprised of former members of 
Winnipeg indies Dub Rifles, The Unwanted, 
Living Proof and Monuments Galore (one of 
whom is Jeremy's father, Randy). A two-
song cassette, featuring a bluesy ballad 
"School Days" and the reggae-tinged 
"Braille 'N' Speak" (a talking Braille 
computer), is all that's been officially 
released at the moment. It was recorded at 
Channels Audio in Winnipeg in January '97 

with co-producer Howard Rissin. The young 
Rusu has a workable catalogue of over 20 
original songs, which Dot-5-0 recently 
recorded at Toronto's Chemical Sound. The 
kid's charm is immeasurable and will only 
grow as he does. 

Style: unPure pop 
Line-Up: Mark Henning (bass, vocals); Tarbash (drums); Malcolm Tente 
(guitar, vocals) 
Contact: Poney Rocket Records, P.O. Box 4078, 349 West Georgia St., 
Vancouver, BC V6B 3Z6 Ph/Fax: (416) 762-BENT; malcolmt@axionet.com 

Ex Pure founder Mark Henning resurfaces on So I Have Them, the debut from his new 
band, Blisterine. Recorded and mixed by Henning at Tomorrowland (and produced by the 
band), the Vancouver power trio has the rips and tears of an old pair of Docs, some of the 
twitches that come with too many sleepless nights, and the melodic nicety of those little kit¬ 
tens streetkids like to cuddle for appearances. "Clean Break" starts as nasty and raw as any 
old punk song, then cuts in with a sweet incongruous pop chorus, and so it 
goes...nasty...sweet...nasty...sweet. The next cut, "Gratitude", isa little more straightforward, 
or so it seems..., before a jazzy interlude interrupts the melodic rock. "This is only the beginning 
of our adventure," Henning sings. He isn't kidding. While there's more "normal" pop tracks 
like "Mr. Right" and "Goldfish" on the recording, Blisterine oozes humour on the one-and-a-
bit minute punk assault "Dipshit In A Pickup Truck." Hennings voice is certainly rough around 
the edges, like he needs a good gargle, but it works — probably more so live. 

If you are unsigned and would like to be a part of Showcase, send us a complete bio, glossy black & white photo and a cassette/ 
CD of your music. Also include an address and phone number where you can be reached. Send your complete package to: Showcase, 
Canadian Musician, 23 Hannover Dr., #7, St. Catharines, ON L2W 1A3. 
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Buy by spec 
(Bug Prammer 

Bug Prammer; 

COMPRESS OUTPUT 

auNiRnucnoM wyr / octtvt uvn UA.H HIDUCnOH 

s 
Web site: http://www.gerr.com 

E-mail: sales@gerr.com 

a Cumjjrunjl-je 

A Drawmer for $750. CON. 'SRI*. Dealers nay sell for less. 

Don't compromise your audio excellence. 
Choose Drawmer. You can afford it. 

DRAWMER 
OMI OATIO 

coi*i*t*eo« twain 
MX30 

"Even absolute beginners will find it difficult to get a bad 
sound out of the MX30. 

Although the MX30 is the budget baby of the Drawmer range, 
it doesn't have either a budget sound or a budget specification. 

Paul White 
SOUND ON SOUND 

DRAWMER is distributed in Canada by: 
GerrAudio Distribution Inc., 
Phone: I-888-462-8346, Fax: 1-888-329-4377 

Buy the 
raiumer MX30 at $750-

Brochure hotline: 1-888-462-8346 J 
i 

Gated/Compressor/Limiter 

' COMPRESS ' 

v ellul* 
OUTPUT 

The Drawmer MX30 is an exciting breakthrough... a dynamics 
processor from the world's experts for the price of, well... 
something rather less. Think about it: your music flowing 
through the professional industry's favourite signal path. 



THE CABINET THAT 
CHANGED THE 
SOUND OF BASS 
FOREVER. 

The Hartke 410. Our 410 
bass cabinet changed the 
sound of modern music. Its 
clear, articulate response 
brought the electric bass to a 
new level of expressiveness. 
That’s why Hartke is 

played by more leading pro¬ 
fessionals around the world 
than any other cabinet. 
New Hartke Prices. The 

4I0XL, 41 OTP. all of our 
bass cabinets and all of our 
bass amps are more afford¬ 
able than ever. The 4I0XL 
has gone from $1.599 Cdn. 
to $1,129 Cdn. and the 
41 OTP Transporter has been 
lowered from $1.1 19 Cdn. 
to $865 Cdn.! 
Hartke. Now is the time 

to get the cabinet that 
changed the sound of bass 
forever. 

Hartke 




