Featuring £ e
Kevin Young =
Remy Shand

THE

TRAGTCALLY
a0 ” }[]P

.n\ - HOLLY
McNARI.AND

f’ai




AsS!

{
Oans
&l’ro

*Job Search

ve
aries between campuses

Canada V5T 1C8 Canada M5A 2A8 Canada H2Y 2R5
INSTITUTE  (604) 872-2666 (416) 966-3066 (514) 845-4141

~ i : -
= U 112 East 3rd Ave. 410 Dundas St. East 451 St. Jean St.
i" Vancouver, B.C. Toronto, Ontario Montreal, Quebec
q) >

trebasv@direct.ca  trebas@trebas.com trebasmtl@total.net
www.trebas.com @ @ @ !

*PARTNERS IN EDUCATION WITH THE LIVERPOOL INSTITUTE FOR PERFORMING ARTS
FOR A HIGHER DEGREE OF SUCCESS



R S
l1X1ir

What Causes Ordinary Strings To 6o Dead?

You do. Every time you pick up your guitar and play, you leave tiny bits of dead skin,
body oils, sweat and all types of gunk loitering on your strings. Stuck between
the windings (a space we call the "Critical Zone of Tone"), these contaminants dampen
vibration and accelerate corrosion.

The result? Strings that are dead, rowgh and dirty.

Elixir® Strings patented
coating technology prevents
contamination and
corrosion frominvading

the Critical Zone of Tone.

Critical
Zone of Tone

The Cure For The Common String.

Elixir® Strings are coated in a unique way to protect wound strings from your DNA
and other contaminants. Aflexible, strang, yet micra-thin polymer tube defends the
Critical Zone of Tone from invading enemies. Nothing (including the coating) gets between the windings.
The result? Strings that sound and feel their best three to five times longer than ordinary strings.

Gore, Elxc "e" icon. great tone « ong life and designs are trademarks of W.L Gore & Assoclates, Inc. €2001 W.L. GORE & ASSOCIATES, INC.
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TECHNICAL PRECISION |

| ARTISTIC INSPIRATION

334

rce Driva

Start with cutting-edge transducer design theory. Combine with
state-of-the-art technology and over 40 years of audio
manufacturing excellence. Then add a splash of inspiration.
The result is another in a venerahle line of precision tools created

exclusively for today's most discerning studio artists

Introcducing the

AT4040

Cardioid Condenser Studio Microphone.

(4«>)SERIES

Precision-machined, nickel-plated brass,
acoustic element baffle provides enhanced
element stability and optimal sensitivity

Technically-advanced large diaphragm
tensioned specifically to provide smooth,
natural sonic characteristics

Open acoustical environment of the
symmetrical housing assembly
minimizes unwanted internal reflections

Externally-polarized (IIC bias) true condenser design
Transformerless circuitry virtually eliminates
low-frequency distortion and provides

superior correlation of high-speed transients
Switchable 80 Hz hi-pass filter and 10 dB pad
State-of-the-art surface-mount electronics

ensure compliance with A-T's stringent consistency

and reliahility standards

> Includes AT8449 shock mount to provide
mechanical isolation and secure mounting

(audiotechnica.

over forty years
of audio excellence

Stow, OH 24224 | 330 686 2600 | Fax 330 686 0719 | E-mail @at om | w
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34 » The Tragically Hip

by Rod Christie

Canada’s favourite greup delivered In Violet Light

late spiring, marking the first time the band opted

to not wark selely in their ©wn studio by making the trek
fo the Bahamas to werk with producer Hugh Padgham.

. Héliy McNarland

by Ryan McLaughlin
This \ancouverbased songsiress returns after a five-year
higtus Witk her new album, Home Is Where My Feet Are.

e Faocus on Keyboards
by Kevin Young
Delve into the worlll of key®oards in this all-encompassing
Jeurndy through ihe world where there is a difference
between biack and white. That's right, there are no grey
arens in this foature:

.« The Alchemy of Music
& Audio Software

by Alec Watson

Walk through what's available software-wise for musicians
S0 eamduters can be used fo their greatest potential,
whether it e creafing, neiating, recording,

mixing or- mastering,

Départments Columns

9. Feedlack : 25 - Guitar - Rick Washbrook
12 oY 26 - Keyboards - Amin Bhatia
16 + Changes 21 * Bass - Orin [saacs
19 - Music Gnline 28 - Percussion - Mitch Borge
20 - Road Test - 29 - Woodwinds— BMI McBirnie
69 * Kot Gar 30 - Brass - Chase Sanhom
69 * Froduct Information ‘31 « Digital Music - Paul lau
16 - Markotplace 32 - Vecals - Sarah Slean
1 - Classilieds 58 - Writing - Tom Wilson
18 - Showcase 99 - Recording - Karen Kane

60 - Live Sotund - Jim Yakaduski
62 - Business - Chris Taylor

Cover photo by Bernari Clark.
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ART DIRECTOR
IS TINKLER

PRODUCTION MANAGER
BINDA FRASE

CONSUMER SERVICES DIRECTOR
MAUREEN JACK

CONSUMER SERVICES COORDINATOR

PUBLISHER
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BUSINESS SERVICES REPRESENTATIVES
SHAWN CLARIDGE

BUSINESS MANAGER
LIZ BLACK

COMPUTER SERVICES COORDINATOR

KELLY EMBLETON
FREE PRODUCT INFO
[
¢ JEM7VSBL
Lo BoDY: Alder
NECK : 1pc. Maple 4
FINGERBOARD : Rosewood |
BRIDGE : Lo-Pro Edge
PICKUPS FRONT : DiMarzio Evolution (H) !
CENTER : DiMarzio Evolution (5) ! ;
REAR : DiMarzio Evolution (H) M
CONTROLS : 1Volume, 1Tone
5Way Lever Switch
HARDWARE COLOR : Vintage Silver "
AVAILABLE COLOR : SBL (Sparkle Blue)
¥
X
ANRASN
[0 R A A "4
Norris-Whitney Communications Inc.
| W 4

AX W
US MAILING ADDRESS

wwwibapez.com

For more information on Ibanez procucts, send $5.00 for Ibanez cataloj
Efkay Music Group 2165 46th Avenue, Lachine, Quebec H8T 2P1

© Larry DiMarzio 2002
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NT3 NT1 NT2 NT1000 NTK NT4 NTS (Pair) Broadcaster | Classic Il
$269.00 $349.00 $569.00 $499.00 $799.00 $729.00 $599.00 $549.00 $2,999.00

ODE

www.adi-online.net

RADE MICROPHONES ARE DISTRIBUTED IN CANADA EXCLUSIVELY BY AUDIO DISTRIBUTORS INTERNATIONAL (ADI),
1275 NEWTON ST, UNIT 6, BOUCHERVILLE, QC J4B 5H2 TEL: (450) 449-8177 FAX: (450) 449-8180, info@adi-online.net

Prices indicated are Canadian suggested retail, dealers may sell for less.
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18 Series-Sneakers

CPX Series amplifiers deliver pure power for massive sound Designed for mobile and fixed sound reinforcement applications,
in mobile systems, project studios. musician. and DJ setups the new injection-molded LQ Series enclosures feature exceptional
Crest’s reputation for exceptional audio, flexibility and reliability high power handling capability while maintaining clarity, even at
immediately distinguishes the affordable Performance Series from extreme levels. They are made from high-impact, injection-molded
the competition polypropylene in a trapezoidal shape for easy stacking or clusters,
with extensive ribbing and bracing for greater strength.

* The amp in its class with a built-in crossover

) Ly . inhtiginkt y 5
(150 Hz 24 dB per octave Linkwitz-Riley filter, * Extremely IIguinIﬂhl but rugged cabinet design
tuned for subs)

2 o2 n i
Maximum in 2U rack format at an * High-efficiency Lﬂuﬂw peak power handling
affordable price speakers that can handle max SPL of 134dB

, ) . . : (LQ 12 and LQ 15)
Easy interfacing with other devices using

or Binding Posts for use with speakers and XLR
or 1/4" daisy-chain output jacks for audio feeds
including loop-through connectors

hink
* Three Iilﬂ‘ﬁ pu.“ler, 4-pin Neutrik jacks plus two
1/4" jacks for signal input, bi-amplification,
and daisy chaining

. ‘ .
In(lustry standard power supply design * Multiple handles, top and bottom ﬁlYlﬂﬂ point
for maximum low frequency output inserts, and a 3/8" stand mount

Crest sonic performance * Also available in a ﬂﬂ.%fﬂd version

cvenat i« i i ”whlteiadlo LOUD] COMPACT
940 Gateway Drive Burlington, Ontario L7L 5K7 %CREST

Tel: (905) 632-6894 Toll Free: 1'800'263‘0733, PERFORMANCE
FAX: (905} 632-6981 Toll Free Fax: 1-800-565-3587
sales@whiteradio.com www.whiteradio.com




Dear CM.

| could not help but respond to the letter from Erin
Gignac titled “Songwriting Sessions a Waste™. Erin
appears to write out of a deep frustration with the
music industry. but it is not fair to lash out at James
Linderman (or anyone else) for attempting to shed
alittle more light on aspects of what can be a deeply
frustrating industry.

Like any industry built on the sweat of crea-
tive dreamers. the music industry has its sharks
— people who rely on the combination of igno-
rance and ambition to separate the hopeful from
their cash. Some music industry professionals
also practice a kind of Applied Darwinism: they
will take your money if you really. really
insist on spending it. expecting that the
unfit and untalented will eventually run
out of money. patience or both. However,
if you show a degree of humility and a
desire to improve your craft, experience
shows me there are lots of people out
lhere in the music business who will be
willing to spend some of their precious
time helping you.

From observation and experience. | can
say that the sheep most frequently
fleeced in this business are those indi-
viduals who insist that the guidelines and
traditions — | won't say rules — of quality
songwriting don't apply to them. Those
traditions are all about respecting the
needs. the likes and dislikes. of people
who listen to your music.

Most song writing and music industry
seminars are aimed precisely at helaing
people to improve their craft (a songwriting
seminar might have acquainted Erin with an
AABA song structure, for example). tc un-
derstand a complicated business a .tle
more clearly. and to equip writers with the
creative disciplines that will enable them
to do justice to a great musical or lyrical
idea. when it comes along. Organizations like
the Songwriters Association of Carada (SAC),
the Canadian Country Music Association
(CCMA). or the Nashville Songwriters Associa-
tion International {NSA!) all provide seminars or
workshops for this purpose, and all of them work
for the benefit of songwriters, and to prevent fur-
ther exploitation.

Erin makes a good point about “staying true”
to your creative muse, but goes seriously astray
by drawing a line between “real songwriters™ and
“commercial songwriters”, as though you can’t
try to write great songs while respecting your

www.canadianmusician.com

Address your letters to:

Misguided
Songwriter?

audience at the same time. It's about communi-
cation. about trying and never stopping. about
learning how to win a permanent piace ir peo-
ple’s hearts with a few words and a me'ody.

Oh. and if you're hoping for mainstream
radio play. try to do all that in just aboui three
minutes. Not much of a goal. eh?

Sincerely.

Bruce Madole

Co-ordinator.

NSAl Toronto Regional Workshop

Ml

rsencentive WM,

Dear CM.

Erin Gignac's letter on songwriting workshops (May/
June 2002) reflects several of music's inost en-
during myths: 1) that technical knowledqe is the
enemy of art: 2) that creativity can't be taught; and
3) that true artistic integrity is only possible in a
vacuum.

The truth is that if groundbreaking songwrit-
ers share one quality. it's their fascination with
the technical minutiae of their ¢craft. The informed
rewrite is the most important tool of the true art-
ist. Does Gignac think people like Joni Mitchell
and Peter Gabriel are just releasing whatever

What’s On Your Mind?

FEEDBACK c/o Canadian Musician,

23 Hannover Dr., #7,

St. Catharines, ON L2W 1A3

Fax: (905)641-1648 e info@nor.com,
www.canadianmusician.com.

“inspiration” they vomited up that morning?
Without technique. one person’s journal entries
are as good as the next person’s. As someone
who has run many a songwriting workshop. | can
tell you that when a fledgling writer denigrates
“the whole verse chorus thing,” he/she is
usually looking for excuses. Without craft.
songwriting bears an uncanny resemblance to
that other thing you do behind closed doors when
nobody's listening.

Don Breithaupt.
Green Dolphin Music
Bolton, ON

Dear CM,

Please allow me to respond to a letter
posted in your May/June issue regarding
songwriting sessions. | agree completely
that songwriting should start from the heart.
Anyone’s opinion on “what makes a song
greal” is purely subjective. and following
so-called songwriting rules isn't for eve-
ryone. However, songwriting is a craft
which must be cul'ivated. and just because
a song flows from inspiration does not
mean that it's a GOOD song. The muse
only gets the process going ... it's up lo
the songwriter to finish the process through
careful rewriting and polishing that will give
a song focus and make it something that
someone (besides yourself) will want to
listen to. “There are a lot of great songs
that have never been on the radio” — and
there are a lot of songs that no one wants
to listen to because the writer did not fin-
ish the job. Sure. some seminars are heav-
ily geared to writing “commercial” songs,
and it’s unfortunate that these are the ones
this songwriter attended. But please don't
paint all educational opportunities with the
same brush. Some worksnops (such as ours) sim-
ply help songwriters to define what they re trying
to say. gently suggest ideas that they may not have
thought of. and introduce them to their peers in the
community. The beauty of songwriting is
that ii's a constant learning process ~ you can
always improve!

Lorena Kelly

Saskatchewan Recording Industry
Association

canadian musiciano



Keeping the circle unbroken
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Brad Paisley, Country Star, Singer Songwriter, and the newest member of the Grand Ole Opry

See you at NAMM in Nashville!
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Nashville, Tennessee

Jean Larrivée Guitars Ltd. Canada
Jean Larrivée Guitars U.S.A. Inc.

www.larrivee.com
info@larrivee.com

World Radio History



1OSL)\

Ontario Staging Limited

W antariostagfing.com
Toll Free HSTT09 ST AG]

} \”\’ \indro S255.00

Really Nice
((’Nl]”('\NUI‘
Supplying All
your
i v
Staging Needs!

78 Mack Ave..Scarborough. ON
MIL IM9

CD/CDROM  Repucamion
CDR  RepucmoN
CASSETTE Dupucamion
VIDEO Dupucamon
GRAPHIC Desion
CUSTOM  PackacinG

2)
accudub inc.

Purveyors of High Quality Reailtime
Audlo Cassette, CD's & Video

70 Bathurst St.

Toronto, Ontario, Canada, M5V 2P5

(416) 504-5262
or toll free

1-888-322-2838

canadian musician

~ More Cash
~ For Your
| Craft

| The Lowdown on the Sound
| Recording Special Payments Fund

fyou've ever heen called into a session to per-

torm on an album that went on to sell many
thousands or millions of copies, and all vou have
to show for it is vour initial scale wage, this
article is for you. Alternately, if vou ever plan
to work as a session musician and you'd like to
make more than a few hundred dollars a pop,
read on.

Though it has been in existence, by one
name or another, for nearly 40 vears, many
musicians have never heard of the Sound Re-
cording Special Payments Fund (formerly the
Phonograph Record Manutacturers’ Special
Payments Fund). Started in 1964 by the Ameri-
can Federation of Musicians (AFM), the fund
is designed to compensate musicians — over and
above their initial scale wage - that have con-
tributed to the production of recordings.

The fund’s Fxecutive Director, Enex Steele
explains how the money for the fund is attained:
“We have a compliance audit function, where
we go inand audit the record companies every
couple of vears and just basically keep them
honest. Also, they make pavments o the organi-
zation based on sales of CDs, cassettes and vinyl
every six months. We take that money and invest
it in short-term investment vehicles and then we
disperse the money 1o the participants annually.
So you have the money coming in from basically
three places: (1) Compliance Audits, (2) Volun-
tary Pavments and (3) Interest Farned.”

The money is gathered and then divided
among participants in the fund. Beeause money
is only gathered from recordings in which a
Collective Bargaining Agreement between the
AME in the US and Canada and various record
producers is signed, the more participants the
more money for evervone.

The fund currently has about 3,600 active
| Canadian participants, and between 1997 and
2001 about $4 million US was distributed to
them. *The other thing that is an added ben-
efitis if vour work is used in another vehicle it
qualifies you for additional compensation. Let's
say for example they take the recording that
vou performed on and they use it in a motion
picture or in a commercial or what have you,
vou are entitled to an additional pavinent just
simply because vou did it right.” told Steele.

By “right” Steele means the musician made
sure that the gig was an AFAM covered job -
considered “covered work™ - and that the
musician is a member of the AFM and up-to-date
with their union dues. “The money is invested,
in part, in the Canadian Pension Fund as well.,

Iinex Steele

So in addition to getting a supplemental pay
ment onee a vear for five vears, a portion of the
money s also put into the Canadian Pension
Fund, so that when you retire you get even
more compensation.” A musician can retire?
Who knew?

The fund has an annual moncetary distribu
tion every August 1" and surprisingly last yvear
an incredible $230,000 US was put into an
Uncliimed Account for Canadian musicians.
The majority of this money is the result of the
fund managers being unable to locate partici-
pants heeause their addresses has changed and
they haven't updated it

The often nomadic lifestvle of many musi-
cians has proved a constant battle for the fund,
which is continually trving to keep their
databases updated to make sure the money gets
to those it is intended for. One of the innova-
tive ways that is currently in development to
help in this matter is the fund’s Web site.
Participants will be able to view their wax state-
ments, tax documents and participant statements,
while also heing provided the opportunity to
update their information allowing them to re-
route their payments to wherever they want
them 1o go. The fund is also looking into
putting a direet deposit module online. which
will virtually assure that the artists will get their
money wherever they are.

Those of you that are just hearing about
this excellent opportunity for the first time may
be wondering why, if they've been around for
so long, are vou only discovering it now.
Steele explained, “1t's basically starting with
me. My challenge has been, since T took over
[in _()()()] to find as many musicians as possible
and give them the money that they are entitled
o. [ want to raise the awareness of the organi-
zation, | want to raise the visibility and again,
I want to make certain that people understand
that we do have relevance. It's a fantastic ben-
cefit, an absolutely fantastic henefit for a
participating musician, and that’s why | want
to do it.” Addressing the musicians thatare still
sitting on the sidelines and don’t want to bother
finding out more, Steele commented, *You're
only hurting vourself. The benefits far outweigh
not doing it. Where else can vou get paid five
times for working once:”

To gain more knowledge on the Sound
Recording Special Payments Fund. call (866)
711-FUND (3803) and watch for the Web site
to be faunched later this summer.



Should You Start Your Own
Publishing Company?

chidcs the obvious profit potential, which

is attractive to anvone seeking a good busi-

ness to start, there are several situations that
make setting up a publishing company a natu-
ral move:

* Sonuw riters may want greater control over
their own copyrights, as well as earn more
money from their use.

e New songwriters may want to short-circuit
frustrations of tryving to get publishers to
accept their work.

* Writers who work with a co-writer who
does well as his own publisher and you can
negotiate a portion of the rights for your
own company. (NOTE: If vour co-writer
is a staft writer with a major company, vou
may find this very difficult unless you also
have great contacts and are aggressive about
pitching vour songs).

¢ Reeord producers and recording artists may
want to own some of the copyrights that
they record.

e Artists” managers, music business attorneys,
or accountants may want to handle clients’
SOngs.

e Record labels should want to publish songs
they release that aren’t already signed to
publishers.

*  People who have a great casting sense that
lets them present the right song to the right
artist at the right time.

The Nuts & Bolts Of Setting Up
Your Own Publishing Company

I You are cligible for a SOCAN publisher
membership it vou conduct business from an
office within Canada and have been assigned
cither (a) a minimum of five copyrighted musi-
cal works written or co-written by a SOCAN
member, or by a Canadian who is a member of
anather performing rights society; or (b) the
copyright in at least one song that has been

commercially recorded and was written or
co-written hy a SOCAN member or by a Ca-
nadian who is 2 member of another performing
rights society. You are cligible to have BMI,
ASCAP or SESAC process vour application as
a publisher if: a record is being released con-
taining a performance of the song; a motion
picture is heing refeased that includes the song;
a television program will be or has been Troad-
cast using the song; or a radio program has been
broadcast that played the song.

2 Come up with a name for your company
(with three alternates) and clear the name with
SOCAN, BMI, ASCAP or SESAC. You may
use vour own name but vou should try to come
up with something catchy that will make peo-
ple want to open envelopes with vour demos
inside. Unless vou intend to publish the songs
of other writers who may belong to other per-
torming rights organizations, you need only set
up a company with the organization vou're
affiliated with as a writer.

Note: There is a one-time $30 Cdn. member-
ship fee to be a publisher member of SOCAN,
There is a $50 US annual fee for being a pub-
lisher-member of ASCAP. There is 2 one-time
$100 US application fee to be a BAI pub-
lisher, and no annual fee. There is no fee for
SESAC publishers.

3 Once the name(s) have been cleared, go to
vour local city or town hall and obtain the forms
to register a fictitious name certificate, also
known as a 1/B/A (doing business as...). Then
go to vour hank and open an account under
vour new business name. It vou have any ques-
tions about the required business forms contact
vour local Canada Business Service Centre (www,
chsc.org).

4 Copyright all the songs vou wish to have in
vour company on a PA (Performing Arts) form
assigned to your company. If you have already
obtained copyright registrations on your un-
published songs, vou will now register them
again as published works.

by Peter Speliman

§ For songs being released on records, or for
songs that will be or have been performed ina
maotion picture, television program or radio
program (regardless of whether the song is
included on any record), fill out both the writ-
er's and publisher’s clearance forms trom the
performing  rights  organization  involved
(SOCAN, BMI, ASCAP or SESAC). These
forms naotify the organization that a specific
song is heing released on a specific album so
that, when it's performed on the radio, I’V or
elsewhere, the organization will know who to
pay, what pereentage to pay the writer and the
publisher, and where to send the cheques. Di-
rections are included on the forms and in the
publisher's manuals provided by the organiza-
tions. Keep a copy of evervthing vou send out
for yvour files.

6 Organize yourself to be able to keep track
of your “song shopping.” Cheek out the soft-
ware from Working Solutionz  (www.song
tracker.com/songtrkr.html). SongTracker and
SongTracker Pro 3.0 are an award-winning sct
of integrated templates that turn FileMaker
Pro 3.0 into a full-featured publishing/song
shopping system for professional songwriters
and active music publishers.

7 Finally, learn as much as vou can about the
operations of music publishing. Tim Whitsett's
Music Publishing: The Real Road to Music Busi-
ness Success is the first book you should master.
Other good resources to help vou understand
music publishing are Music, Money & Success by
Jeftrey & Todd Brabee (Schirmer Books) and
The Musician's Business & Legal Guide, ed. n
Mark Halloran (Jerome Hedlands Press), es-
pecially pages 121-198.

Peter Speliman is Director of Career Develop-
ment at Berklee College of Music, Boston and author
of The Musician's Internet and The Seli-Promoting
Musician (both from Berklee Press). You can find
him at www.mbsolutions.com.

Help For Taking Country
Across the Country

If you are a Canadian country artist and vou are planning a tour this year, the Canadian
Country Music Association (CCMA) wants to help keep vou on the road.

icians’ domestic touring activities since 1997,
when the Canadian Tour Support Program was instated. The program helps artists
stay on the road longer to promote their albums to radio stations, retail stores and, of
course, their fans.
For information on the Canadian Tour Support Program or to receive an application
form, contact: Canadian Country Music Association, 5 Director Ct., #102, Woodbridge, ON
L4L 4S5 (905) 850-1144, FAX (905) 850-1330, country@ccma.org, www.ccma.org.

The CCMA has been helping mus

www.canadianmusician.com

canadian musician m



Play "TEm Again Man-How To Boil Bass Strings

h, the beauty of a fresh string, is there any greater sound? The bright-

ness resonating with every pluck and slap, the glimmer of tonal
perfection and a smooth sheen that just sereams new! Well open the
drawer and pull out those old spare sets, it's time for the renewal.
Whether vou're gigging it every night to pay the bills or just jammin’
in vour hasement, the following tip is a great way to extend the plavability
of vour strings while keeping cash safely in your pocket.

Boiling strings (which works for guitars as well, but to a lesser ex
tent) has Jong been met with mixed emotions. However, when done
properly, a nice sterilization will keep vou playing long passed their
expiration date.

The Physics: The first thing to wrap vour noodle around is why
strings lack lustre over time. When played, the strings collect dirt and
oil from your hands which prevents them from vibrating properly and
in turn gives vou that not-so-fresh sound. When the temperature of a
metal is raiscd, ity Hike most things, expands. This expansion allows for
the dirt o fall free from the coils and also breaks up the collected oil.
Additionally, when quickly rinsed in cold water, the strings tighten al-
lowing for a return to some of their original tension.

Directions: "To perforny the procedure vou'll need one pot, some wa-
ter, a heat source and a littde bit of time. Simply remove the strings from
vour instrument, wrap them up and drop them ina pot full of hoiling water.
Let the strings poach for about 135 to 20 minutes, remove and rinse with
cold water. Make sure the strings are dried right away, as to avoid any
type of corrosion. Wait about an hour, string up and rock out!

Limited Warranty: Sorry, as much as it sounds like a miracle cure-
all, boiling vour strings will only extend their life about a month, and
then it will he time to keep those locat retailers in business and pick up
2 new set.

Canada Council
For The Arts
Deadline Dates

he Canada Council for the Arts is a national agency that
provides grants and services to professional Canadian
artists and arts organizations in dance, media arts, music,
theatre, writing and publishing, interdisciplinary work and
pertormance art and the visual arts. Some of the music pro-
grams and their deadlines are as follows:
Grants to Professional Musicians (Individuals)
- Nov. I, 2002 and March 1, 2003
* Classical Music of All World Cultures
¢ Non-Classical Music (Popular Traditions) of
Al World Cultures
Aboriginal Peoples Music Program - March 1, 2003
Career Development Program - Oct. |, 2002
Travel Grants to Professional Musicians
- Any time (at least six weeks before departure date)
Residences and Commissioning of Canadian Compositions
- Sept. 15, 2002 and Jan. 15, 2003
Grants for Specialized Music Sound Recording
- April 1, 2003
New Music Program
¢ Multi-Year, Annual, Project Funding
Muarch 15, 2003
* ‘Targered Initiatives
- March 15, 2003
¢ Shared Initiatives and Audience Development Grants
* Solo Production Projects
¢ Creation/Production Projects
Music in Alternative Spaces
Professional Orchestra Program — Jan. 15, 2003
Opecra/Music Theatre Program — Dec. 15, 2002
Music Touring Program
* Music Touring Grants
- Dec. 15, 2002
* International Performance Assistance in Music
(Pilot Project)
Pee. 15, 2002
Music Festivals Programming Project Grants and
Music Festival Travel Grants
Sept. 15, 2002 and Feb. 15, 2003
The Canada Council for the Arts awards a number of prizes
and fellowships that recognize excellence in various disciplines.
\ separate calendar lists Canada Council prizes and fellowships
with their deadline dates. Contact the Endowments and
prizes Section if you would like a copy. For more information,
visit the Council’s Web site at www.canadacouncil.com.

Despite the latest Technologies on the terrain of digital
amplifiation this still remains the reference of almost
all guitar players.

The question that arises is, why would you settle for a
simulation when the real thing is still available

Take your change, pick up your guitar go to the nearest
Koch dealer and listen to what we mean

Paui-tan Dakaet (Kavw)

amps = attitube

Real Tube Sound!

TR

Twntone Mead « TEZ12M
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For more information you can call or email - (514) 831-5787 / sales@audionova.ca
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Feature Highlights

e Fasy-to-use. musician-friendly, digital
8-track (+16 virtual tracks) hard disk
recorder/mixer.

¢ Solid professional design with illuminated buttons,
SPDIF. WAV comgatibility, phantom power, waveform £
editing, Training Mode (with center canceller), Mastering Mode.

» Superb digital mixer with assignable compressors, A.S.P. digital
effects.

¢ Burn CD’s with optional built-in burner!
¢ Incredible price point!

distnbuted exclusively in Canada by Enkson Audio, a division ot Jam industnes Ltd.
21000 Trans-Canadienne « Baie D’'Urfe-, QC, HIX 4B7 « tel: (514) 457-2555 « fax: {514) 457-0055 + email: nt @ eriksonaudio.com

www.eriksonaudio.com

A Recording Mic For Every Application
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c3000B
Highty Affordabie 1
large diapbragm nmic
with a vergatile cardiod
polar pa‘tein for vocals
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providing th-e classic
“silky” AKG sound.
Spider-type shock
mount included.

Sugg. Retail: $599

c20008B

Ogdimum antry-'evel
srvall-diaghragm
“ecording mic leaures
“ugh senskivity. low self
Joe, and a caraicid
ookar pattern for urigue
dex dality. Complete with
Spider-type chock
ncunt.

Sugg. Retail: $450

C1000S

Best-selling smail
diaphrag namic with
selectable polar
pattarns (Carchoid o
hyparcarctiond), battery
or phartion jower.
Inclades Presence
Baest Adaptor and pop
screen.

Sugg. Retal: $375

distributed exclusively in Canada by Erikson Audiaq, a division of Jam Industries Ltd.
21000 Trans-Canadienne, Baie-D’Urfé, QC. HIX 4B7 « tel: (514) 457-2555 » fax: (514) 457-0055

email: info@eriksonaudio.com ¢ www.eriksonaudio.com




SOCAN
Collects

F or the past half-decade digital pay au-
dioservices have broadeasted music through
digital channels on satellite and cable sys-
tems, without paving any royalties. A recent
announcement from the Copyright Board
is about to change all that.

For evervone that doesn’t know what
digital pay audio services are, they are the

channels on both satellite and cable systems |
(usually in the high numbers) that broad- |

cast commercial-free, digital-quality music
to television sets across the nation.

The Society of Composers, Authors and
Music Publishers of Canada (SOCAN) will
begin collecting license fees for these per-
formances, retroactively from 1997 to the
present. SOCAN estimates that they will
collect more than $1 million for the current
vear under the new taritt.

You can check out the complete Copyright
Board decision in PDE format at www.ch-
cda.ge.ca/decisions/m15032002-b.pdf

Pen a Prize
Winner

Dustnﬂ vour pens, de-case vour acous-
tic and pull out those *Only you can
think of something that imaginative” lyrics
- the Intermational Songwriting Competi-
tion (15C) is now accepting entries.

The ISCis providing amateur and pro-
fessional songwriters the opportunity to win
more than $30,000 in cash and prizes with
its new annual songwriting competition.
Categories that songs can be entered in
include: pop, rock, country, folk, R& B, hip-
hop/rap, world music and Ivries only. Fntrants
may submit multiple songs inas many cat-
cgories as they wish and submissions can
be made via mail or online clectronic
(MP3) means.

The event will be judged by many of

the most influential members of the mu-
sic industry. Monte Lipman (President of
Universal RLU)I(I\) Arif Mardin (VP/GM
of Manhattan Records), Andy Summers
(performer and ex-Police member), Kim
S'tcphcnx‘ (VP AKR of Atlantic Records),
Eddie Kramer (producer of "The Beatles,
Led Zeppelin, The Rolling Stones and Jimi

Hendrix), David Bendeth (Sr. VP A&R of

RCA Records) and more will make up the
contest’s panel of judges.

“The cost for a single-song entry is $30
US, with additional entries costing $20 US
per entry. For more information on this
contest or to enter, click on www.song
writingcompetition.com.

canadian musician

For more frequent news
updates, visit

and click on ‘Online News'.

Who the Hell is
Dakona?

hev've plaved the Viper Room in LA

and Brownies in NYC, they've at-
tracted enough attention to have most
major US labels bid on them, Madonna's
Maverick Records signed them, and
theyv've had Pete Yorn open for them.
Still the question remains: Dakona who?
Consisting of Ryan MeAllister (vocals/
guitars), Brook Winstanlev (guitars),

John Biondolillo (drums/pereussion) and

Shane Dueck (bass/vocals); the West Coast
band has heen putting out albums in one
form oranother since 1997, but it was their
first full-length debut, 2000°s Ordinary He-
roes, that started to turn heads. *“The idea
was to create something half decent that we
could then shop around,” said Winstanley.

[ “Wewanted to find someone who was in the

industry, because we were slowly learning
that it was a lot about who vou knew. "T'hat
was when we hooked up with EGA (Eric
Goddand Management).”

\round the same time as eamingup with
FCGNE, Ordinary People attained No. 1 Inde-
pendent Selling Release in Vancouver-area
FINIV stores. MeAllister explained that “do-
ing well™ inan independent market is a
world away from big commercial success, and
though the sales were good for an indie band,
he joked, *\We were lud\\ to hit four digits
a vear in sales, which is like Certified Cot-
ton or something.”

The band’s big break came when EGM
sctup some high profile showcases for them
in Los Angeles and New York. *I'he one
night that lc.lll\ started it all was the first
nwh( that we played the Viper Room. They
had all the labels there and there were
CEOs and head A&R guvs waiting outside
to getin because the Viper Room only holds
200 people and we had 270 on our guest list,”
said Winstanlev. Te didn’thelp mateers that

a then little-known Pete Yorn was opening
for them and a star-studded audience was in
attendance. “Jason Biggs was there,
Cameron Diaz was there, and Warren G,
it was just this huge event. Honestly, we
were plaving on stage and most of the peo-
ple in the audience were checking each
other out. Tt was just all about the hype ...
the ball just started rolling - because Mav-
erick is checking us out, Interscope comes

and because Interscope is looking, Island Def
Jam wantstosee.”

Fourteen showeases for record labels and
a handful of transcontinental flights later,
the band had offers from alimost a dozen la-
bels. After some business banter, Dakona
decided that Maverick Records (home to
Alanis Morissette and the Deftones) was the
best place for them.

After settling on Maverick, the band
began shopping fora producer, and though
their US Tabel was looking at big American
producers, it was a Canuck, Arnold Lanni,
that Dakona felt most comfortable with.
Moving across the country, the band set up
shop at Lanni’s Arnyard Studios in Toronto,
ON, and began the daunting task of ereat-
ing a major label record, which is due out in
February 2003,

With international recognition around
the corner, MeAllister gives this advice for
musicians looking to break into the indus-
trv: “lForgetabout going straight to the labels
by vourself. It works one out of a thousand
times. T'ry baby steps; get that good demo
and then take thatand geta good manager
and then take that good manager who hope-
fully has connections at the labels and just
go that way. Don’t try to hit the home run

right off the bat, and just play as much as
voucan.”

Ryan McAllister
and

Brook Winstanley
take a break
while doing
some final
mixing at
Arnyard Studios.



Sonic ... Coming To A

Theatre Near You

Tm'()nm—l)nscd Sonic, who is currently
promoting their CD Sister Boombax,
has signed a deal with Famous Plavers to be
advertised on up to 800 movie sereens across
Canada as well, the band has been shipped
to various theatres nation-wide to spread
their tunes and bring recognition to the
growing trend of inter-cinema bars.

The deal came up when Nina (vocals)
and Tony (guitars) walked into the Famous
Players Colossus theatre in Woodbridge and
spotted a poster indicating that the theatre’s
bar, The Pod, was going to be having live
bands performing.

“We inquired that we wanted to speak
to the manager and we asked them if we
could play. We said we were from the area
and so he asked for a tape and then hired us
to plav a show. [t went over really well, the
place was packed and evervbody was having
a good time, so we left oft that they would
callus back,” said Nina.

The theatre’s management called the
band back because of the success of their first
show and Sonic was invited to play the
Summer Tent Fvent. After the show the
band sat down with the theatre’s manage-
ment. who had gained interest in Sonic
because their shows were so well artended.
“They realized that we're really hig on pro-
motion. I mean every time we would play
Colossus, we would put up tlyers, set up
posters, send out e-mails to all our friends.”

FFamous Playvers main goal was to gain
exposure tor its bar, The Pod, which -nany
people didn’tknow existed. " The combination
was working really well; Famous Players was
totally behind them and started advertising
themon the bigsereen rightacross the counury.

Management was so pleased that they
wanted to move Sonic to other theatres in
the country. “They sent us over to the Para-
mount in Montréal and we did the same nvpe
of thing where we plaved in the bar/café that

Levy's Leathers Limited
To view Levy's complete catalogue visit www.levysleathers.com

www.canadianmusician.com

Tony Cutrone (left), Nina, Slavio
Monopoli and Mark Gabriel.

they have there. Basically wherever they
have a bar, we know that we are first pick 1o
plav.” savs Nina.

“It's amazing exposure, Iamous Players
is a great company to be connected with.
Evervone’s really open-minded and theyll
accept any idea and be willing to debate it,
trv it ‘They've never been connected with
bands betore, so tor them it was just a whole
new thing. Entertainment ereates exposure
for them and now evervone knows there's
a barat the Colossus — plain and simple. No
one knew before we played there. It's pretn
cool, especially that the sereen advertising
is across Canada. So I mean that's amazing,
amazing exposure.”

[fvou want to check out Sonic, they will be
plaving at the Famous Players Colossus in
Woadbridge, ON, on Jul: 20and August 10,2002,
Sister Boonbox can be purchased on the band's
WWeb site at www listentosonic.com orat www,
himv.comas well as seleet FINIV stores.

canadian musician m
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Huntsville Festival of the Arts
Huntsville, ON, July 4-21, 2002
(800) 663-2787, FAX (705) 789-8988,
info@huntsvillefestival.on.ca,
www.huntsvillefestival.com

Atlantic Jazz Festival 2002
Halifax, NS, July 5-13, 2002
(800) 567-5277, FAX (902) 425-7946,
info@jazzeast.com,
www.jazzeast.com

Beaches International Jazz Festival
Toronto, ON, July 18-21, 2002
(416) 698-2152, FAX (416) 698-2064,
beaches@beachesjazz.com,
www.beachesjazz.com

25" Annual Vancouver
Folk Music Festival
Vancouver, BC, July 19-21, 2002
(800) 883-3655, FAX (604) 602-9790,
info@thefestival.bc.ca,
www thefestival.bc.ca

Home County Folk Festival
London, ON, July 19-21, 2002
(519) 432-4310, FAX (519) 432-6299,
www.homecounty.ca

Hillside Festival 2002
Guelph, ON, July 26-28, 2002
(519) 763-6396, FAX (519) 763-9514,
hillside@hillside.on.ca,
www.hillside.on.ca

Palmer Rapids Twin Music Festival
Palmer Rapids, ON, July 26-28, 2002
(613) 587-4683,
alschutt@nrtco.net

LS

Events

Atlantis Music Conference 2002
Atlanta, GA, July 31 to August 3, 2002
(770) 499-8600,
www.atlantismusic.com

Markham Jazz Festival
Markham, ON, August 15-18, 2002
(905) 471-JAZZ (5299),
bebop@sympatico.ca,
www.jazzfest. markham.on.ca

Summerfolk Music & Craft Festival
Owen Sound, ON, August 16-18, 2002
(519) 371-2995, FAX (519) 371-2973,
gbfs@bmts.com,
www.summerfolk.org

Eaglewood Folk Festival
Pefferlaw, ON, August 23-25, 2002
(705) 437-1634, FAX (705) 437-3693,
eaglewd@ils.net,
www.eaglewoodfolk.com

Hamilton Music Scene 2002
Hamilton, ON, September 6-7, 2002
(905) 546-3104, FAX (905) 521-0924,
www.hecfi.on.ca.

County Music Week 2002
Calgary, AB, September 6-9, 2002
(905) 850-1144, FAX (905) 850-1330,
country@ccma.org,
WWW.CCMa.org

Billhoard Dance Music Summit
New York, NY,
September 30 to October 2, 2002
(646) 654-4660,
bbevents@billboard.com,
www billboard.com

Prairie Music Week
Winnipeg, MB, September 26-29, 2002
(204) 943-8485,
thom@prairiemusicweek.com,
www.prairiemusicweek.com

The Ontario Council of Folk Festivals
Conference 2002
Ottawa, ON, October 18-20, 2002
(866) 292-6233, FAX (705) 674-5227,
ocff@icomm.ca,
www.icomm.ca/ocff

Montréal Drum Fest 2002
Montréal, PQ, November 8-10, 2002
(450) 928-1726,
angelillo@videotron.ca

PASIC 2002
Columbus, OH, November 13-16, 2002
(580) 353-1455, FAX (580) 353-1456,
percarts@pas.org,
WWW.pas.org

CINARS 2002
Montréal, PQ, November 19-23, 2002
(514) 842-5866, FAX (514) 843-3168,
arts@ecinars.org,
www.cinars.org

International Association of
Jazz Educators Conference
Toronto, ON, January 8-11, 2003
(785) 776-8744, FAX (785) 776-6190,
info@iaje.org,
www.iaje.org

15" Annual International
Folk Alliance Conference
Nashville, TN, February 6-9, 2003
(301) 588-8185, FAX (301) 588-8186,
fa@folk.org,
www.folk.org

East Coast Music Awards
Halifax, NS, February 13-16, 2003
(506) 672-2002, FAX (506) 696-9061,
ecma@ecma.ca,
www.ecma.ca

Canadian Music Week 2003
Toronto, ON, February 27 to March 1, 2003
(905) 858-4747, FAX (905) 858-4848,
info@cmw.net,
www.cmw.net

South by Southwest (SXSW) 2003
Austin, TX, March 7-16, 2003
(512) 467-7979, FAX (512) 451-0754,
SXSW@Sxsw.com,
WWW.SXSW.com

Cape Breton Drum Festival
Cape Breton, NS, April 26-27, 2003
(902) 727-2337,
bruce@cbdrumfest.com,
www.cbdrumfest.com

Violin 2003
Montréal, PQ, May 27 to June 6, 2003
(514) 845-7744, FAX (514) 845-8241,
info@jeunessesmusicales.com,
www.jeunessesmusicales.com




Downloading

lllegal Music

Downloadmg music off the Internet is one of the
most popular and controversial issues on the
Internet today and probably will be for a long time.
As technology improves. music is being down-
loaded and distributed over the Internet more quickly
and efficiently than ever before. Most music
downloaders do not realize the impact. effects and
consequences of downloading illegal music from
the Internet.

So what's legal and what's not legal? Well,
most MP3 files found on the Web are legal. as they
are postad by bands who want to get noticed. or by
established artists promoting their material. What
is not legal 1s unauthorized copies of music. This
usually includes MP3s created from CDs that are
posted online by people who have not obtained
permission from the artist or record company to do
s0. Most music files downloaded and traded on
Napster-type sites are illegal.

The main reason why people download music
illegally is because it is available. fast and free.
Some music downloaders believe that downloading
illegal music off of Napster-type sites is not wrong
and not stealing. A whole generation of music fans

has been trained to think music should be free, and
this creates the problem.

Downloading MP3s and other illegal music
formats affects the music industry drastically. Mil-
lions of dollars are fost as a result of illegal music
downloading and copying. The amount of albums
shipped to retail outlets decrease and artists and
record companies 10se revenue.

Quick Facts

- Itis estimated by the RIAA that 3.6 billion sangs
are illegally downloaded each month. The RIAA
estimates that $4.5 billion (US) has been lost by
the industry due to pirating. An estimated 60 mit-
lion users were sharing 40 million songs illegally.

- The popularity of Napster led to a tidal wave of
similar services. Some services have reached
licensing agreements with record companies or
restricted access so these music files can only be
stored for personal use.

- A few solutions have been suggested to stop the
downloading of illegal music. such as: shutting

Vitaminic helps you discover new music groups
who have chosen to put their music out on the
internet in MP3 format. The Vitaminic directory is
compiled in order of musical genre and it gives you
some information about the band or artist together
with some tinks so that you can listen to their
music. If you're a musician, BackStage is the area
reserved for those who produce music and wish to
transmit it and sell it online. Visit Vitaminic at
www.vitaminic.com.

... It your favourite search engine doesn't always
yield the results you want. download Copernic at
www.copemic.com. Copernic searches 20 searches and
is available in a free version and two paid versions.

... Pollstar provides music business profession-
als with worldwide concert tour schedules, ticket
sales results, music industry contact directories,
trade news and unigue specialized data services.
In addition to pubtishing the concert industry's lead-
ing weekly trade pubtication, Pollstar also
maintains the world’s largest database of interna-
tional concert tour information. Drop by this site at
www.pollstar.com.

... The Music Discovery Network (MDN) is an
organization dedicated to the advancement and
success of independent music. Membership in-
cludes: music enthusiasts, artists, labels, media,
stores, educators, promoters, venue operators, ven-
dors and any other group or organization that would
take an interest in supporting independent music.
The site features sections such as what's new,
music, resources, Web radio, venues and festivals
and much more. Check out the MDN at
www.musicdiscoveries.com.

... Groove.ca announced a new feature added to
their site called the Public Mix section. DJs world-
wide can now upload their own mixed set via FTP
for all to listen to. This will give a lot of people the
exposure they are looking for. Mix sets can be
uploaded in the .RA (Real Audio) or .MP3
(Mpeg Layer 3) format only. Check out this new
feature at www.groove.ca.

... Check out Music Business Solutions at
www.mbsolutions.com/resource/ for thousands of
music-related resources. The emphasis in the Mu-
sician's Resource Directory is on resources that

down sites, applying royalty charges to MP3 play-
ers and also royalty charges on blank CD-Rs.
CD-RWs. MiniDiscs and cassette tapes

- Remember, from a CD you have purchased, you
can create a copy of a CD or create MP3 files for
your own personal use but you cannot give this copy
to another person. If you give this copy away or sell
il. you are in violation of copyright laws.

To learn more about protecting intellectual prop-
erty rights of artists. the industry and more. visit
the RIAA (Recording Industry Association of
America) Web site at www.riaa.com.

Please consider the information above before you
download illegal music off the Internet. Keep in mind
that if you pirate music. you're basically stealing
from artists” pockets. and you directly affect their
ability to produce more of the music you like.
Studio time isn't cheap. ..

Kelly Embleton is Computer Services Coordinator
Sfor Norris-Whitney Comunrunications.
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are most helpful to musicians who are trying
to establish careers for themselves in areas
such as: performing and recording artists, com-
posers and songwriters, educators and music
therapists and more.

... Visit the Canadian Musician Web site and
check out the new Online News section. You
will be able to find alf the latest news about the
industry, products, artists and more. You can alse
view the news archives and search the stories.
Check this out at www.canadianmusician.com/
newspub/index.shimi.

... Music Books Plus has greatly expanded
their catalogue and now features online over
5,000 books, videos and CD-ROMs on music,
recording, audio, songwriting, MIDI, multime-
dia and the Internet. You can join the electronic
newstetter or request a printed catalogue online
at www.musicbooksplus.com.

usic Online is a regular department of CM, 1eaturing'news and highlights of music online including the Internet, the major ontine services and music related BBSs. If you have questions, comments,

news, or suggestions, please e-mail them to kembleton@nor.com, FAX (305) 641-1648 or mail them to our St. Catharines office.

www.canadianmusician.com
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Serato Pitch ‘n Time 2 is a state-of-the-art time
stretching and pitch shifting plug-in for Pro Tools
endorsed by heavy hitters such as mastering leg-
end Bob Ludwig. An AudioSuite-only plug-in (i.e.
no real-time processing as an insert), Pitch ‘n
Time 2 is compatible with Pro Tools 4.0 and
higher (including the new HD system) as well
as Pro Tools Free.

With a street price of around $900 Cdn., Pitch
‘n Time is not what I would call a cheap AudioSuite
plug-in. So. | am very interested to see how it per-
forms against “free” applications that ship with Pro
Tools (TC/E plug-in) and Logic Audio (Time and
Pitch Machine).

Upon opening the manual, | was happily sur-
prised at how clear and to the point it is. Serato
provides plenty of get-you-up-and-running exam-
ples that make learning the software a breeze. The
user interface is pretty intuitive and straightforward,
so even without the manual you could probably
figure things out.

The interface consists of three panels, labeled
Tempo, Length and Pitch.

The Tempo Panel

Tempo adjustments are made completely independ-
ent of pitch, unlike Varispeed on a tape machine.
In the Tempo panel you can choose between fixed,
variable and “morph” modes of time stretching.

In Fixed mode, you can change the tempo of an
entire selection by entering the desired BPM, per-
centage change or ratio. This is the mode you will
probably end up using the most. Variable mode
allows for variable tempo changes, such as ramping
up the BPM of a 2-track mix a hair going into
choruses. You enter tempo changes with a graphic
interface similar to automation graphics in Pro Tools
or Logic 5.

In Morph mode, you ¢an make tempo adjust-
ments to discrete parts of a selection. This allows
you to alter the length of a single note. for example
(a handy tool for fixing an otherwise perfect bass
performance). With the graphic interface you just
place markers on the waveform indicating the sec-
tion you want to lengthen (or shorten) and insert a
guide marker indicating where you would like the
section to end after processing. This is an applica-
tion of time stretching that hadn't occurred to me.

The Length Panel

Inthe length panel you are given the current length
of a selection along with its start and end points.
You can then enter the desired length or end point.
This is handy if you need the audio o fit into a
prescribed window of time, such as a 30-second
radio spot.

canadian musician

The Pitch Panel

The pitch panel allows you to pitch shift audio up
to 12 semi-tones without affecting the tempo. The
pitch panel consists of a fixed mode for pitching an
entire selection and a variable mode for pitch shift-
ing sections of a selection. There is also a Varispeed
mode that mimics the analog Varispeed of tape
machines in which pitch and tempo are directly
linked. You can create some interesting and/or dras-
tic special effects with this feature.

Tests
1. Bumping up the mix.

First | start with a basic 3 BPM jump to the tempo
of an 86 BPM song. In the real world. this is prob-
ably more than you would usually want to speed up
a finished mix, but it isn't ridiculous either. Com-
paring the results to the unprocessed audio, | can't
hear any artifacts or distortion in the Pitch 'n Time
file. It sounds identical, only faster. Both Pro Tools
TC/E and Logic Factory files sound reasonable. but
on closer inspection, they have become a little
thinner with traces of distortion setting in. | also
notice degradation on cymbals and reverb trails.

To magnity the differences with a stress test, |
then try a ridiculous bump up from the original 86
BPM to 120 BPM. Quch. The Pitch 'n Time track
actually sounds pretty good. all things considered.
There is a bit of distortion but | am actually sur-
prised how clean and full it sounds. The TC/E
and Factory versions are unlistenable ... quite
astoundingly distorted.

[ then try the same experiments on less com-
plex audio such as a solo vocal track and an
acoustic guitar. The story is the same. The big-
ger the change the more Pitch 'n Time shines over
the competition.

2. Loops.

Altering the tempo of drum loops is one of the
most common uses for time compression software.
However, | stopped using the Logic Time and Pitch
Machine to change the tempo of loops a while ago
because of the degradation in sound quality of the
processed loops. Instead | have been using Soft
Samplecell in Pro Tools and the EXS24 in Logic
to pitch loops to the right tempo. However. the
combination of Pitch ‘n Time and the Digidesign
Time Trimmer tool have changed all that. With no
discernable degradation in sound quality, loops of
almost any tempo c¢an be instantly dropped into a
song. All you need to do is assign Pitch ‘n Time as
the default time compression and expansion appli-
cation in Pro Tools and “time trim " the loop to snap
to the length of a bar. it's really simple and like |
said, with Pitch 'n Time, the loops sound amazing.

by Mark Makoway

3. Changing Pitch

I pitch up a solo vocal track from the key of C to
Eand it sounds ... well ... higher, sort of chipmunky.
I try shifting a finished mix up a whole tone and the
sound quality is identical to the unprocessed file
Honestly. | never really use file-based pitch shift-
ing in production, but | am very impressed with the
transparency of the Pitch 'n Time processing. | have
a lot of fun with the Varispeed function, adding tape
slow-down effects to the bridge of a song. Varispeed
is an interesting creative tool.

Conclusions

Serato Pitch ‘n Time 2 performs extremely well with
almost no discernable distortion. artifacts or loss
of fullness. Of course the more drastic the change.
the more you are inclined to notice some small
degradation. However, in comparison to the Pro
Tools TC/E plug-in and the Logic Time Machine,
PNT is a very, very beautiful thing. | only wish you
could use it directly within native platforms such
as Nuendo and Logic Audio (importing files into Pro
Tools Free for processing is a pain for Native users).
If you are Pro Tools user, Pitch ‘n Time 2 integrates
seamiessly into and delivers a lot in a very tidy little
package. | seriously recommend this software.

For more product information. contact: Serato Au-
dio Research, Private Bag 34903, Birkenhead,
Auckland. 1330 New Zealand. +64 (9) 480-2396.
FAX +64 (9) 480-2397. www.serato.com.

Mark Makozeay is a Juno-nominated producer.
owner of Rumblecone Music and
guitarist for Moist.

Manufacturer’s Comiments:

Although there is no VST version of
Pitch ‘n Time, because it is an AudioSuite
plug-in it is still possible to use it
directly within Logic if you are using
Logic to drive Pro Tools bardware.
There is a free 30-day demo
on our Web site, www.serato.com.

— AY Bertenshaw, Serato Audio Research
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Burns Brian May
Signature Guitar

n May 2002, Queen's “Bohemian Rhapsody™ was

named the most popular song of all time by the
Guinness Book of World Records. At its release it
had no precedent — unique for its symphonic
arrangement and the fact that the "string section’
was played by a guitar! | became a fan of Queen
and started playing after seeing them. Naturally, |
Iried to find out everything about Brian May and his
guitar. | thought, foolishly, that I might get the sound
I'heard it | could use the same guitar. Unfortunately:
Brian was not only original in the parts he played,
the guitar he played was one of a kind.

Called "The Red Special”, Brian and his father
had built it and it came to be mythologized 1o
ridiculous extremes — “| heard he used a knitting
needle and motorcycle springs in the whammy bar!”

A couple of attempts were made to copy Brian's
guitar, bul they were either too expensive or not very
good. With Brian's cooperation, Burns has made the
definitive version of his guitar, the Brian May Sig-
nature Model.

First, some technical details: the guitar has a
chambered, mahogany body, bound on both edges
and a polished ebony fingerboard on a glued-in ma-
hogany neck with a bi-directional truss rod. Grover
auto locking tuners, a 610 mm scale, 24 medium
frets and a zero fret finish the neck details. The
pickups are Burns Tri-Sonics, wired in series, then
routed through one master volume and one master
tone. An on/off switch and an in phase/out of phase
switch control each pickup, giving 21 possible
combinations. Ruling out some duplication you end
up with 16 tones, more than you've likely ever
had before.

One concession made in manufacturing was the
tremolo system; duplicating Brian's would have
made the guitar prohibitively expensive and one of
his objectives was that the guitar be affordable. The
trem used on the BMS is a fulcrum, similar to a
Strat. The bar on the other hand. is a different story.
Although the trem isn't the same as the one Brian
and his dad built, he insisted the same feel as his
guitar. Remember this guitar was prototyped 22
times before getting the approval of its namesake
(picky. picky!). The trem arm just didn't feel right
to Brian. So while the engineers spent a day with
their slide rulers, Brian's quitar tech, Pete
Malandrone, bent the bar in a vise till it felt right.
Sometimes science misses the point.

This brings us to the point that | got my hands
on the guitar, which is always my favourite part!
Taking the guitar out of its case, it's obvious that
this is a very well made guitar. The finish is smooth
and apart from one tiny bump on the heel of the
neck, it's flawless. The fretwork is beautiful with
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no roughness on the tangs and a nice profile on
the medium sized frets. The neck is quite wide
and the fingerboard has a compound radius that
stays comfortable all the way up. On the guitar |
received the nut measured 46 mm, the 12 fret 52.5
mm and the 24™ came in at 56.5 mm. The polished
ebony fingerboard is glassy smooth and feels great
under your hand. The guitar is acoustically loud and
sustains well on its own. Now for a little bit of trou-
ble: The BMS ships with the string gauge that Brian
uses, very light (0.009s). The product info that
accompanies the guitar mentions the fact that this
gauge set isn't to everyone's taste. Add to this the
short scale length and non-locking, floating (bend
up or down) trem, and that might explain why, for
the first few hours of playing the guitar, | had par-
ticular difficulty keeping it in tune. This passed.
and all was forgiven once | got to dig into the gui
tar's multiple personalities.

This will appeal mainly to Queen fans, (remem-
ber, without some fancy foot toys by Pete Cornish
and half a dozen AC-30s you won't get those
sounds). That being said, this is a ‘top notch’ gui-
tar, capable of such a wide palette of tones it would
be a shame to limit it to mimicking the sound of
Queen. It excels in the single coil realm, able to
get several convincing Strat and Tele tones. It even
does a decent Gretsch! When you start to get the
pickups out of phase with one another then things
get really interesting. ! think you'd be one happy
session player with one of these at your dis-
posal! When a producer asks for something
‘different’” you can give them more
‘differents’ than they’ll know what to do
with. This is also a great guitar for those
who don't want to (or can't afford to) drag
several guitars around for tonal versatility.
This thing can do a good version of so many
things it'd be a great main guitar for a gig-
ging player. Next tune is funky R&B? No
problem, the BMS can do that. Next up some-
thing heavy? The BMS has a monstrously thick
tone with all of the pickups on and in phase.

In short this is a great version of the guitar made
famous by one man making one band's music, but
itwould be just as happy to be anyone’s Swiss Army
guitar making whatever tones asked of it, in any
situation you might find yourself in.

The manufacturer’s suggest retail price is
$2,195 Cdn.

For more product information, contact: Audio
Distributors International (ADI), 1275 Newton, #6,
Boucherville, PQ J4B 5H2 (450) 449-8177, FAX
(450) 449-8180, info@adi-online.net, www.adi-
online.net.
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Mike Turner is a Toronio-based musician, best
knowen for bis previous role as Our Lady Peace’s
QUItATIST.

Distributor’s Cominents:

The Brian May Signature Guitar is available
in red and tobacco sunbyrst. Left-banded
maodels are also available and at
no extra charge.

— Richard Lasunier, ADI



by Paul Lau

Evolution MK-249C

ell, there are a number of inexpensive key-

board controllers on the market. such as the
Midiman Line {which includes the new Oxy-
gen8). the Roland PC70 and PC300 etc. What
makes the Evolution MK-249C different? Well,
first, it's very well built. It feels good — sturdy.
The component parts of the keyboard don't feel
like a toy!

This controller allows you to have hands-on,
real-time control over sound effecis. software
plug-1ns and virtual instruments plus t1e advan-
tage of USB. It has 49 full-size touch sensitive
keys that really don't feet that bad at all for an
inexpensive controller, at the Canad an Manu-
facturer's Suggested Retail Price of $335.

There are 12 assignable rotary controllers
that all feel pretty tight to me. There's an
assignable slider and modulation wheel making
14 assignable controllers in all. Now that in itself
should have you thinking about your saftware in-
terface and all the cool tweaking you can do!

There are also controller snapshots to trans-
mit controller data to other devices. The keyboard
is USB compatible and comes with a JSB cable
plus PC and Mac drivers. The latest crivers can
always be found on Evolution's Web site.
www evolution-uk.com. The keyboard has an
instant data input system with 10 non-volatile
memory banks with no battery requirement (S0
when you turn the keyboard off it doesn't blow
out all the work you did programming the memory
banks!). The Evolution also provides USB to
MIDI interface and Standard MIDI Out connec-
tions. The keyboard also features a pitchbend
wheel and a separate modulation wheel. That's
the same with the volume slider. There is also a
transpose function, octave shift, program, bank
change and a 3-digit LED display

Some of the software packaged with the
controller includes
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Sound Studio. the popular and powerful MIDI and
audio sequencer with integrated digital audio re-
cording and playback facilities. You can record
and arrange music then record digital audio, such
as vocal riffs, drum loops, and ambient back-
ground sounds over top. It also includes Music
Teacher, which makes learning to play the key-
board easy and fun. It comes complete with a range
of lessons to get you going. The teacher will show
you the way giving you the option of Izarning
notes, rhythm or both and showing your mistakes.
Like any teacher the Evolution Music Teacker will
give grades. You can even choose which teacher
you want — from Mr. Easy through to Mr. Guru!
MusicPlanet, designed for computer users, young
and old, who would love to play and create music
but have never known where to begin, is also
included. MusicPlanet gives you a great start
with hundreds of professionally recorded sam-
ples which czn be played and mixed togzther to
create an array of musical compositions. from a
chart-topping pop hit to a classical pianc mas-
terpiece to a pre-school nursery rhyme. The
composition can be recorded and saved away at
the touch of a button. which means all those great
ideas will never be lost. Dream Station demo. a
virtual synth workstation. Music Match is a pro-
gram that records and plays MP3s. B4 is a virtual
instrument that emulates the classic B3 organ.
A demo version of CubaseVST32 is in the pack-
age as well — an amazing sequencer.

Overall the Evolution Keyboard controller was
very easy 1o install and place within my system,
and easy to use as well. If you are looking for a
very functional controller that gives you a lot of
bang for your buck. check it out. | would also rec-
ommend that you keep a look out for
some of the new

products coming down the pipeline from Evolu-
tion — especially products featuring affordable
control surfaces with lots of dials and the 61-
note keyboard version as well as the two-octave
version!

For more information, contact: Thinkware,
109 Woodbine Downs Blvd., #12. Etobicoke, ON
MIW 6Y1 (416) 798-4293, FAX (416) 798-1755,
twarecndc@thinkwarecnd.com, www.thinkwarecnd.com.

Paul Lau is a Creative Music Digital Audio/
MIDE Consultant. e is oiner of SNC
Christian Productions and Soundlabs. He is
also a Software/Kevboard Consultunt for Steve's
Music and PC-Mega Computers, both in
Toronto, ON. Paul is also a member of the
band Scatter! 7. You can reach bim by c-muil
at docandio@cunada.com.

Distributor’s Comments:
Evolution is one of the leading names
in computer music. They produce the world’s
largest range of USB controller keyboards.
Evolution’s USB range includes two
49-note models, two 61-note nodels
and a compact 25-note model. Total
beginners can have a complete music studio
on their computer; the equivalent bome
keyboard could cost four times the amount.
Colin Meager,

Marketing Manager.

Evolution
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Gctting a grip on how the bass fine func-
tions in songs will help vou with vour
writing, arranging and choices for chord
ideas down the road. But for now let’s ad-
venture into the approach of giving the
illusion of two guitars playing at the same
time by learning 1o play walking bass lines
with chords,

"T'his technique encourages one to be-
come more aware of all the parts and how
they work together. These studies over the
next three issues will lead vou to develop vour
car, coordination, and vour desire to improve
the voice leading movement of vour chord
changes. Bass movement know |u|grc will bhe
very helpful in your overall plaving.

This arca of study is very rewarding.
Many of the great jazz guitarist masters like
Lenny Breauand Joe Pass did this very well.
Let's get started.
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\ stepwise motion is a smooth scale
approach using a whole or a halt-step
movement. \ skipwise motion is interval
leaps using a distance of a third or more be-
tween the chords.

Ex.1

Stepwise and stepwise motion. Bars 1
through 4 show stepwise motion. Bar §
through 7 show skipwise motion.

[ stress that the only real way to under-
stand good bass line movement is to know
the triads of chords and, when you see the
series of chord changes thatappear in asong
sheet or fake ook, vou will see the chord
name but think in vour mind the notes that
make up that chord. A simple example, fora
C chord the notes are C-1-G; these are the
1, 3% and 3 degrees of the scale. "Then,
for a C7 chord, the notes are C-15-G-Bb;

Rick Washhrook is u juz:
. performer and teacher in
whose latest

Toronto, O\,

(Bbis the minor 7" degree.) The A nu-
nor chord notes would be A-C-F and the
Amin7" notes would be A-C-F-Go (G ois
the minor 7 degree.) Ttis very impor-
tant to know vour three-note triads and
understand the function of the 3% degree
note and how it can make the chord a
major sound or a minor sound. Also un-
derstand that the 7" degree can be a mi-
nor 7" or major 7" degree. If this is con-
fusing, brush up on vour music theory.

Now that we have discussed the tri-
ads, here are some examples of stepwise
motion:

Ex. 2.a, Ex. 2.b, Ex. 2.c
In the nextissue, we will discuss ascend-

ing or descending chromatic motion in a bass
line with comping chords on top.

guitarist,

CDis a Lenny Breau tribute
album — A Gypsy's Bed.
Washbrook is also the author
of seven Guitar Instruction
videos entitled "Vhe
Intuitive Lenny Breau For
The Advanced Guitarist. Yon
can bear Washbrook and see bis
instruction video content on bis
1 eh site at
www washbrook.com.
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n response to phone calls and e-mails I've
had from other musicians in the com-
munity P've put together a short guide to
help vou when vou buy vour next syn-
thesizer.
I'must begin with the bad news thatit's
going to take you weeks, not hours, to get
up and running. Yes it is amazing tech-

nology and yes it claims to make you a

star overnight. Butif you've bought that

new synthesizer on the belief thatyou'll
be making music witch an instant orchestra
within a few hours, then sit down and have
a good ery now. As wonderful as this tech-
nology is, there are very few brochures
or salespeople that have the guts to tell
vou that it's going to take some time to
get it right!

Think about how many vears it takes to
master an acoustic instrument. .\ synthesizer
studio is a group of instruments, cach one
with a whole new set of freedoms and
restrictions. The freedom is that any in-
strument is capable of hundreds of unique
and exciting sounds. The restriction is that
the technical and sonic structure of cach
synthesizer has nothing in common with
another one. You'll have to learn each syn-
thesizer in your studio, one ata time before
vou can take it into battle on your next
project. It this were a live
player that vou’d never
heard of, would vou
trust him or her £
with a soloat vour
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next recording date without even an audi-
tion? Same thing.

And ves vou should read the manual, no
matter how badly it’s written. It’s vour only
clue to what the manufacturers were think-
ing when they built the thing. When vou
open the box, take the manual out first and
read through itsomewhere clse, ideally over
a weckend. Then when vou come back,
vou’ll have a peripheral idea of its workings
as well as a general idea of where to find
something in the manual.

In getting to know vour new instrument
vou have to start with its existing sounds. A
major fallacy is the instrument’s display that
tells vou w hat sound vou are playing. Un-
like looking at a real player who holds an oboe
in his hands, the synth patch display that says
“oboe” is no guarantee that vou're going to
hear a convincing simulation. Synth tech-
nology is a combination of waveforms or
digital data programmed by technicians and
while some are amazing, some are down-
right awful. One might dial up “English
horn™ or even “bagpipe™ and come up with
an oboe sound that actually sounds more
convineing.

So, ignore the display and use vour car.

Go thmuqh vour new synthesizer patch by
patch and make note of the sounds that tr uly
inspire vou. Play with each sound for a long

time (have your MIDI sequencer run-

ning to caprure that musical idea too)

and try the sound in different reg-

isters and different dynamies. Also

decide where it would be placed

in an ensemble situation. Is ita

distant sound, akin to muted

strings? Or a small but

pointed solo sound that
would perform the

same function of a

flute double for violins? Any ensemble skills
you have, whether orchestrating or playing
in a band are valuable here. Thinking in
terms of lavers now will help vou blend these
instruments later.

Now rename your sound. Give ita prac-
tical name that relates to its timbre, eg.
“metallic piano” or “breathy flute”. Patch
names like “DemonGod” or “Angela’s Pad”
serve no useful purpose and you should
rename these patches to something more
usetul. If your synthesizer has ROM presets
only (non-rewritable memory) then you
won’t be able to rewrite the patches. In this
case use a notepad or a database to log vour fa-
vourite sounds and their memory location.

This auditioning exercise is crucial
because it allows vou to get to know the
personality of the instrument, and help vou
instinctively write for it. This also allows yvou
to give the instrument vour own unique
trademark since you've chosen the sounds
that appeal to you. Just as in acoustic writ-
ing, it’s not the sound, but how vou blend
that sound with others, that will make or
break a good arrangement. In time vou'll
start editing patch parameters and actually
change and create new sounds.

After the above exercise you can then
consider taking your new synth into battle
with the rest of your toys and tricks on your
next gig. Don’t do it before. How many
times have we had a friend call us over to
“Check this out,” only to be greeted with
malfunctions and “That’s funny, it never did
that before ... Oh T know ... nope that’s not

..just give me a minute...”

Time is precious. Use it and vour new
gear well.

Composer Amin Bbatia has maintained a love/
bate relationship with synthesizers for 20 years.
e no longer bas bair. Recent scores include the
LMAX film ~Goldfever™ and Tl series Power

Play and John Woo's Once A Thief.



have to share with you something Pve
noticed that is sad, but true. Musically, the
general public expects very little from us bass
plavers. | know some of you are rejoicing but
most of vou hate this fact as much as I do.
“Thatis why I've always used itto my advantage.

When | was growing up I could never
figure out, that whenever a round of solos
were taking place, why did everyone but the
drummer stop plaving or get really quiet
whenever L had to solo? Talways thought that
if I'm keeping the energy up to back their
solos, they should keep the energy up to back
mine. After time, [ realized that if the
musicians I'm plaving with aren’t in my
regular band where [ can tell them what |
want when Isolo, then | have to live with it.
Think about it ... When a keyboardist so-
los, he is able to comp the chords in his left
hand while blistering a 100-mile-an-hour
lead line on his right hand. The guitar player
hits a switch and his instrument goes into a
distortion that makes anything he does sound
great. The drummer, as long as he can keep
a beat, has the first instrument ever created
to his advantage. When we step up, every-
one else shuts oft so the audience can hear
every little thing vou do ... and if you
haven't got much to say, unfortunately you
say it loud and clear.

I feel that if the band is going to shut oft
when [ solo, great, because they would prob-
ably just get in my way anyway. Here are a
couple of things vou must learn to make sure
when it's vour turn to solo you Stand Out.

1. Learn tosololike a lead instrument.
Why? Because no one expects it. This is not
casy to do and it will take vou vears before
vou get a handle on it, but when vou do,
trust me, it’s a great feeling to actually inake
vour bass sing the blues over a blues line.

2. Learn to comp. Why? Because no
one expects it. What I mean by comp is learn
to play the chords that dictate those great
solo lines. That’s what the keyboard player
just did for his solo - try to out do him. And
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finally, the most dangerous trick in the
book...

3. Stop the band and unleash vour
thumb. Why? Because no one expects it
including the musicians on stage.

Lactually got to the point where I didn’t
want the band to play atall. 1 would stop the
band and just have the audience clap on the
2s and 4s of the beat. Think about it ... if
I'm going to take a solo where I know i'm
gonna eventually work my way up from a
funky thump groove into a blistering display
of 16" note triplets that would make Victor
Wooten proud, why would I have a drum-
mer step all over me? This works great if
vou can pull it off because vou actually get
the audience involved. They become a part
of vour solo.

Start slow and funky and do not play the
same bass line to the song - alter it or come
up with something fresh. Believe itor not,
less &5 more at this point. Pull vour thumb
out of the holster and slowly startinto
a slight flurry of notes. Make sure
that after you've done vour run or
lick that vou get back to being slow
and funky to make sure they, the
band, knows that you know what
vou're doing. Double up the speed and
intensity to the point where you only
have about four bars left for overdrive.
Go for the kill, cue the drummer for the
last four bars that you've saved for vour ego
filled 16" note triplet, hammer-ons, double
thumping and whatever you can throw in
the solo. The big finish comes when vou hit
the fourth bar of overdrive, the audience is
going wild, your hand is about to fall off, you
then cue the rest of the band to hit the cho-
rus of the song, and once again you come off
looking like the man.

Please don’t try this at home. Remem-
ber, in front of an audience is the only way
to truly Stand Out. Until next time, mad love
to all my bottom dwellers.

Orin Isaacs is the Bassist/Musical
Director of Open Mike with

Mike Bullavd which can be seen
nightly on the Comedy Network and
TV Check out bis album entitled
Where U'm From in stores and online.

Roy Timm
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hen was the Tast time vou sat
down and just listened to vour
drums? Each drumand eymbal in vour
serup has a unique sound and that sound
is altered by your unique way extract-
ingits uniqueness. That’s a lot of unique.
The sample world has, in the past,
tried to emulate the personal sound of
instruments but never really got there.
Not because they used the wrong micro-
phones or the wrong instruments or
even the wrong people to play the in-
struments they sampled. Tedidn’twork
out primarily because
they didn’t have you.
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Or to put it another way, they could have
had vou come in and play the instrument
they wanted to sample because they wanted
to capture your unique way of sound extrac-
tion. Al they would have recorded was the
way vou played that day. You're human.
You're affected by yvour surroundings and
by the uniqueness of the instrument you
play and the people vou're playing with.
I've noticed, at least for myself, that the
tone of my drums and cvimbals in combina-
tion with the room I'm in will really have
an efteet on the type of groove and tempo
Pl play. For example, next time you're sit-
ting at a piano (a real one) just play a note.
Any note. Take a minute to feel the sound
of the room you're in and how the piano
resonates. Some brilliant tech people have
gone to great lengths to sample pianos and
to their eredit, theyv've done a fine job but
nothing compares to how vou would play
that same pi'.ln() from moment to mo-
ment. The same goes for drums
and cymbals,
Sample CDs and
clectronic drums
have come leaps and
bounds but the at-
titude these days is
more in tryving to
give the drum-
mer sounds he/
she canapply their
“unique” person-
ality. more than
v and  replace
their acoustic in-
strument. Which
brings me back to
being human.
Take amoment to
revel in being who you
arc. Listen to your in-
strument and take note in

human

how you are atfected by its tone or lack of it
Play a groove for a while, say 10 minutes.
Once vou're done pick up a metronome
and clock the tempo you were plaving at.
It you're the type of drummer who has a lot
of drop in your toms, tune them up so they
stay wide open, ring forever. Find a groove
and lock in for 10 minutes. Clock it. Chances
are the tempo will be quite difterent OR you
will have found a groove which works with
vour natural body clock but fits the new
tones from the kit. Also notice how vourap-
proach to the kit changes in how aggressive,
ornot, you become. Believe itor not, heing
awarce of how these kinds of things aftect vou
and in turn how yvou affect them is a great
way of finding out who yvou are, musically,
and that’s the thing that can’t be sampled
but only recorded and even then, what will
be recorded is whatever vou are that day. A
couple of excellent recordings in this regard
are Four and More, (Miles Davis) with Tony
Williams and 80/81, (Pat Metheny) with

Jack DeJohnette.

It may sound as though 'm a purist, but
I'm not. [ use technology all the time. Asa
matter of tact, As Trees WWalking, my first
solo record is 70 per cent tech and 30 per
cent “real”, but throughout the record, who
and what [am is verv clear. [ think it’s worth
the time to discover who we are.

Mirch bas beld the drum throne with Crash “Test
Dumnmies since 1991 and is a tonring clinician
Sor SABLAN cymbals and Pearl Drums. Check
out www.mitchdorge.com  for more information

abont bis first solo recording, As Trees Walking

as well ay bis video Mitch Dorge,
Downsampling Pereeption.



Introduction

This article is dedicated primarily to those
who play flute in non-classical contexts.
However, itis likehy to be of relevance to
most wind players. So, whenever vou see
the word, “instrument”, feel free to substi-
tute vour own horn because what I have to
say about the flute may well apply to vour
own instrument!

This article serves primarily (though not
exclusively) the interests of (1) doublers and
(2) flutists in the classical tradition who wish
to produce more convineing results when
plaving in non-classical situations. It examines
the issue from a physical perspective - so |
will not be discussing idiomatic details Gi.e.,
time, rhythmic and melodic approaches) in
relation to any particular bag or groove,
Nevertheless, because the approach I'm tak-
ing is essentially physical, what [ have o say
is relevant in any non-classical playing situ-
ation = whether its jazz, rock, pop, Caban,
Brazilian. flamenco, tunk, cte.

Acoustics
The flute is an inherently soft instrument
... that's just the way itis. Also, in non-clas-
sical performance sitcuations, because of the
presence of bass and drums, the playing con-
texts are often very loud. Unfortunately,
that's just the way itis. So vou not only have
to learn to reconcile vourself to these acous-
tical facts but also (and more importantly)
vou have to learn to cope with them.
“I'hese acoustical realities are not entirely
bevond challenging — at least in part. To
illustrate, there is little doubt that the top
end of the instrument is naturally much
louder and more penctrating than the bot-
tom end. So why not simply make use of this
acoustical fact? 1 often hear flute players

www.canadianmusician.com

p“hysically

trying to mmimize, it not remove, what they
pereeive to be ashrill edge from the top end
of the instrument (I supposce inan effort to
achieve what they presume to be a much
“nicer™ tone). Well, from the standpoint of
the general volume level, this is hardly nec-
essary hecause, more often than nos, the
plaving context is very loud anvway. My
approach to the top end of the instrument
has always been very simple = I'just "blast
awav!” — because this always works! And by
taking this approach, Tam not struggling with
what is a very natural acoustical tendency of
the instrument. | guarantee vou that, if vou
do the same, eventually, vou will geta good
result provided that you keep vour pitch
under control — and in order to do that,
vou must blow down and/or pull vour head-
jomt out.

On the other hand, the bottom end of
the instrument poses precisely the opposite
problem. [t is soft and does not penctrate
well. "Therefore, my approach to the bot-
tom end is, in the interest of balancing the
overall intensity of the instrument, to make
the bottom end as loud as 1 can! Admittedly,
this is not as casy as dealing with the top end
= but it can be done = broadly speaking, by
blowing down. However, blowing down (in
conjunction with pulling out vour head-joint
in order to rectify the pitch at the top end
of the instrument) will likely Tead to the
pitch being flat at the bottom. Therefore,
vou must compromise. Generally speaking,
if vou have a good instrument. with a rea-
sonably good scale, pulling your head-joint
out about the thickness of a quarter to, at
most, a quarter of an inch should put vou in
tune with the rest of the band throughout
most of the range.

Bill NeBiruie bas been voted

Flutist of the Year by the Jazz. Report,
His flute work is featured on the album,
Desvio, catalogued under the project name,
ENTREME FLUTE. It is availuble at
major retailers and throungh

the distributor, Indic Pool.

canadian musician m



Popeye’s Chord
hamburger has three components:
bun, meat, and bun. Similarly, a triad
has three notes: 1, 3 and 5. The most im-
portant part of the hamburger is the
meat; it is the component that identifies
itas a hamburger. The 3rd s the ‘meat’
of the chord. It contains the essence of the
chord sound and is the most important note
in the chord. Compared to the meat, the
bun is rather boring. Compared to the 3rd,
the rootand Sthare kind of boring. \When
vou eata hamburger, you would ideally get
a bite of meat in every bite. When vou
improvise, vou will incorporate the 3rd of
most chords.

This Analogy Is Getting Cheesy

Now add the cheese to the sandwich. Voila!
\ cheeseburger. Itis still a hamburger, but
the cheese adds an additional element
which enhances the flavour of the ordinary
hamburger. The 7th is the *cheese’ of the
seventh chord. Itadds zest. Justas you might
have Swiss or cheddar cheese on vour
burger, vou might have a major 7 ora b7 on
vour chord.

by Chase Sanborn
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cheeseburger

It 1 hand you a hamburger patty with
cheese (but no bun) you can still identify it
as a cheeseburger. If you know the 3rd and
7th, vou can generally identify the chord.
They are the most important notes of the
chord, and the 3rd is the more important of
the two.

Expand The Menu

We could change the hamburger to ham.
Now it is a ham and cheese sandwich. This
might be a minor seventh chord. Change the
ham to tomato and you've got a diminished
chord. And so on. Choose yvour own sand-
wich analogy. Vegetarians might prefer to
think of the 3rd as a Portobello mushroom.

Would You Like Fries With That?

What did the trombone player say on his last
gig? Ummm, never mind. Back to our
lunch... Now vou come to the condiments
(extensions). T'he natural extensions (9, 11,
13) might equate to butter, mayonnaise cte.
These are items which enhance the flavour
of the sandwich, but don’t necessarily have

particularly strong tastes themselves. The
altered extensions (b9, 49, #11, 513) might
be more along the lines of hot peppers or
fried onions. These are foods that have
strong flavours, and taste better when added
to the sandwich than they do alone. Onions
ona bun is nota popular sandwich. The root
and b9 sound better when the 3rd and 7th
are included. T have no guidelines as to
which condiment equates to which exten-
sion, that’s up to you. Have it your way.

Cheescburger Basics

Meat: B

Cheese: 7

Buns: root /3"

Condiments:  extensions /altered extensions

So how do vou use all this gastronomic
information? If you come across a G7 (b9
b5) chord and haven’t quite mastered (or
even heard of) a diminished/whole-tone
scale, remember this: 1t°s a cheeseburger
... play a B (the 3rd), and sce where that
takes you.

Chase Sanborn is a juzz trumpet player based in
Toronto. He is a member of the jazs fuculty at
Uof T and is a Yamaba performing
artist/clinician. Jaze Tactics is the third book
by Chase Sanborn. A wide range of products
and information can be found on bis 1eb site,
www.chasesanborn.com.



In this instalment of the digital column, 1
will try to simplifv/explain and uncover
the complex world of digital audio
workstations. Recently, I was on ROBTI -
The Bottom Line with Michael Vaughan,
where | was able to show some new tech-
nology as it pertained to musical gear. [t was
quite enjovable while generating a lot of
interest, especially with some of the tech-
nology that was shown.

Some of the tovs | brought along were
the Roland D2, MC-505 and Korg Triton.
Within minutes | had the host plaving along
and groovin’ on these “DAVWS”, “There are
many types and sizes of a DAV, and to me,
what defines a DAW isn’t how many fea-
tures it has, but what it can do. For example,
1 used to have a PPGWave and it was a one-
of-a-kind keyboard but at the time of its
creation it also had a 1,000-note sequencer
built on board with a svne connection for
my drum-ulator. 1 could do cight-part note
sequencing and have itsyne to a drunima-
chine - verv cool at the time. Tralso had the
capability to be to connected to external
modular voice units and a sampler called a
waveterm with monitor. Fxpandabilin and
connectivity are essential to DAWS. Most
of vou readers are probably familiar with the
Akai 2000MPC sequencer/sampler, a widely
used DAW for creating the groove tunes/
loops by almost everyone. Recently | got to
see the new Akai4000 and it comes with a
60 GB hard drive (that's just crazy) and a
monitor hook-up. It contains a fully fea-
tured Z-series sampler with 24-bit/96 klz
sampling capabilities, using Akai’s custom |-
L.ST chip. 'The interface has two slider con-
trols, two knobs and various extra switches
all custom assignable. The pads are now
switchable between six banks instead of the
four with previous MPCs. It also has 64
voices with 272 MB as standard RAM
(upgradeable to S12 using  standard
DIMAMS) and also a built-in CD-R. There
are also two USB ports allowing CPU con-
nection and kevboard or floppy drive and
MIDI ete. Do you even need anything clse?
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(Now that's a workstation!) Integration of a
DAW into a recording studio situation is
crucial and most all DAWSs make the con-
nection via computer connector, USB or
MIDI very casily.

What Tam trying to explain is that even
a simple drum machine has evolved trom
drum sounds with a pattern sequencer to a
sampling control unit with or without incor-
porated sounds. Iere s a tlip side of DAWS:
Roland/BOSS and Zoom have come out
with digital recorders that have included
pereussion and bass sounds, and on the Zoom
recorder, there are pads that are playable
like that of a drum machine! is thata DAVW?
Now on the tlip side of that recently [ re-
viewed a Roland VS-2480 digital recorder
that has evervthing in it except for stock
sounds —is thata DAVW? Do T have you con-
fused yet? I'm confused!

Okay, let’s go back a step, ! teel that dram
machines were the beginnings of the first
DAW, but then when vou have the incor-
poration of serious note sequencing, digital
audio recording, sampling capabilities and
stock sounds that can be triggered, voila! You
have the present day DAW! Aot has been
attributed to the kevboard world or market
where vou find products like the Korg M,
which came out about 10 years ago, with
areat sounds and a neat-o serateh pad
sequencer — what a teaser! (You then had
to go out and purchase a computer, software
and an interface). Now vou have the likes
of Korg's I'riton, Yamaha's Motif and
Roland’s Fantom that are all kevboard
workstations. What won't they do?

Now don’t be confused by all this

positive hype Fam spouting about

DAWS, they have their place in

the arsenal of recording and
performance tools. It's great to

use a DAW “afone”™ whether it

is a simple drum machine or a

full blown all-in-one, but it is

the importance of integration

with other musical colours on
vour palette that makes for

The All-In-One Wonder

interesting music. DAVWS are the all-
in-one wonders and have given hoth
novice and professional musicians a
ool that can really enhance and assist
in the creation of music! Guess what's
comin’ around the corner?

Pand Law is a Creative Muasic Digital
Audio/NIDI Consultant, Ozener of SNC
Christian Productions and Soundl.ab3
Software/Kevbourd Consultant for Steve’s
Vusic and PC-Mega Computers, Toronto.
Panl is member of the band Scatter? T und
vou can reach bim online at
docandio@canadu.com.
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hat kind of warm-up exercises

do you do?
I never prepare to write, I always just
write or don’t write, but before per-
torming live I do some silly things with
my lips and to warm up my throat [
make all the strange noises. Talso stretch
because if 1 play for an hour and a half,
and 'm really playing hard with a band,
it’s really painful after, so I strecch all
my fingers and my arms. We have to
put all our hands together and say
‘Whoa Band!” - it’s key!

Silly things with your lips and strange

noises? I'm almost afraid to ask.
Idoalitdle bit ot scales and Tdo sliding scales,
[insert vour own chromatic scale here], and
[insert chromatic scale mingled with vour
light helicopter-esque sound] scales like that
with your lips and scales with vour tongue
hanging out, that’s really good because it
keeps vour larynx low. [Ty it [t works. |

[ ...through laughter] Where did you
learn how to sing?

I learned o sing by singing often — that's
all. 1'sing in the shower all the time, and |
sang with my favourite records and stuff. 1€
just like vour voice is a muscle, there are
muscles in there and they just get stronger
over time. You can sort of hone it, and per-
feet the little movements that you have to
make so it doesn’t hurt vou or vou have more
stamina. I think ivjust takes time and sing-
ing alot.

Did you ever take singing lessons?
[A very cov] Nope.

Do you have a particular writing process
for your vocal lines, or songs in general?
Do you start with lyrics or a piano line?
Sometimes it’'s one, sometimes it's the
other. I don’t really pay attention to how [
write. Fvervbody’s dying to know how peo-
ple write songs and 1 don’t even know, [ et
it happen - if ook at it too hard I'll solve
my own mystery. [t's a mish-mash. Usually
I'm walking at 2 a.m. and something will
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come into my head from the ether. There's
a thing about harmony, like having a sense
of the chord, but not hearing it that [ eotally
find uscful and I’ve used it throughout my
musical training and career. You can men-
tally picture or mentally hear chords. So, I'll
be walking and I'll have this litde tune in my
head and then [ go, *Oh, okay pay attention
to those chords you're hearing,” so | listen
to them in my head and [ remember that’s
ong, that’s four, that’s five or minus three
goes here. Then I get home and I ewiddle it
out on the piano and 'm like ‘ooh, that's
pretty good.” 1Es this weird sort of abstract
mental thing if vou can picture a chord, and
I find that completely helpful.

It was printed somewhere that you went
back to university, not for music, but for
writing. Did you want to sharpen your
story-telling abilities?
Factually took a short story course for the
reason to get out of the bubble that s
the music industry. My whole life, my
triends and my social life and every-
thing was sort of revolving around the
same clubs and the same things to do
every night and the same people and |
was losing my mind. So
I said, ‘I need to know
there's another real-
iy So Lenrolled in this
course, because I've
always liked school too
I'm a big nerd loser.
The more books the
better. [just took it to
sort of sec other faces
and sce different life-
styles going on; people
walking around campus
in jogging pants and
binders, it was like,
‘Wow! Cool! People
living ditferentlv.” It
was good - its like
mental spring cleaning.
You have to rub clean
vour eyes all the time.

muscle

Artistically, you work in various other
mediums, painting, drawing, photogra-
phy, what attracted you to these forms
of expression?

I"'malways watching. 1 feel like that's my job
- to watch — that’s what I do for a living. |
get to express thatin so many different ways.
‘There are so many things you can do in one
day, or with your life, I just want to try them
alland normally I want them to have some-
thing to do with sound or colour, I don’t
know why, that’s just my particular idiosyn-
crasy. 've always loved visual arts. 1 had a
really influential teacher in high school who
really pushed me and challenged me, so
mavhe that’s why.

Whether ber music is popping up on the bit show
Dawson's Creck, or appearing in the block-
buster movie, Jovride, Sarab Stean is Canada’s
newest piano pixie skilled at crafting richly
textured songs that reflect ber long-
time love affuir with musicals. Her
njor label debur, Night Bugs,
was recently released on

Warner Music Canada. You

can find out more about ber,

ber music. ber artzwork, and

her photography ut
www.sarabslean.com.
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/ 5 avne Gretzkw, Cirgque du Soleil,
‘/ SCTV and The Tragically Hips
’ Which one doesn’t belong? if vou
asked any of the guvs in The Hip
e about their recent induction into the
Canadian Walk of Fame, the answer
would be themselves. A legion of deaicated
Hip tans would no doubt disagree, and The
Hip’s newestalbum, i Violet Light, sits atop
abody ot work that rivals any great Canadian

artist. Cadl them “The Group of Five™.

“Docs that mean iUs over?” asks Hip
drummer Johnny Fay,halt-joking. The general
sentiment expressed amongst Fay and band
mates Gord Sinclair (bass), Robby Baker
(guitar) and Paul Langlois (guitar) is one ot
stunned disbeliet. The band calls in one-by-one
from Kingston, minus singer Gordon Downie
(who faxed 1 a tew comments on each of the
new tracks), to talk about the recerding of the
new album, which hit stores June 11,

In Vielet Light is an affirmation of the
group's cealitarian spirit, the strength of
Downic’s Ivrics bolstered by twined guitarsand
dynamicgrooves - a hallmark o the band. The
record was created in three stages: The first two
consisted of recording and mixing at Compass
Point Studios in the Bahamas with Hugh
Padgham (The Police, Phil Collins) producing
and Terry Manning (Led Zeppelin, Lenny
Kravitz) engineering. The final two songs
(“Silver Jet" and albumopener Are You Ready™)
were recorded at the band's own Bathouse
Studios in Bath, Ontaria with long-time
associate Mark Vreeken. The finished product
is a result of both meticulous hard work and
happy circemstance.

'he catalyst for the album was Hugh
Padghaim and his sudden availability neas the
end of writing for the record. “Hugh's got an
incredible €V says Sinclair. “We had toyed
with the idea of producing ourselves again,
butit became clear carly i

The Hip performs
at a recent show
at Lee's Palace in

Toronto, Ontario.

the writing, process that we needed to have
some objectivity. [t was Johnny that was a
huge Padgham fan, but stuff like XTCand The
Police were influential to all of us”

“I'had to go to summer school because of
Hugh, laughs Fay.“When Svuchironicity came
out | ditched my exams so that | could be the
first person in Kingston to own it. He's got
such a great ear, and it just blew my mind
working witn him. Plus, he gave me the Stuart
Copeland sound on one track.”

Recording in the Bahamas provided anew
perspective for the band, notonly in handing
the creative decisions over to an outside
influence, but also through the isolation
afforded them on the island itself. Let's not
forget that a few weeks of beach, sea and sun
never hurt anvone.

“UWs still alittle mind boggling that we got
to work with theses guys,” offers Sinclair.
“From our perspective.it made the job easier.
It vou arc working with Hugh or Teriy. you
just defer. I was actuaily looking forward 10
handing it over. It was luxurious to be in a
position to bring what vou've got, play vour
hardestand wait to be told. Terrv's enginecred
Led Zeppelin 111, 'm not going to tell him
where o put a microphonet”

The recording at Compass Point was
divided into two parts, five weeks belore
Christmas 2001 for recording, and another
five in the New Year for final overdubs and
mixing.“At first, it was intense 10-hour days,”
says Baker of the experience. “After that, the
final weeks were a very different pace. I would
get up at my leisure, have breakfase by the
pool,take awalk and then slip i to see lwhat
the otiiers were doing|. We all popped in and
outevery hour or two, but just like production,
vou hire the best people that vou can and let
them do their thing” The album was
mixed

by Rod Christie

by Padgham and Manning, litevally hours
alter the last overdub was completed.

“We had done the last three records in our
own studio, and they were all a great
experience, says Langlois.“This time we felt
that it had been a while since we isolated
ourselves from anybody that didn’t have
anything to do with the record. It telt like the
right thing to do, and evervone was positive
down there?”

Bed tracks were done live ot the Noor,an
arrangement designed to augment the band’s
natural strengths, and the preferred approach
of Padgham. “He likes bands to be in one
room, and he’s very finicky about how it
sounds,” says Fay. “He was telling me not to
hit the cymbals too hard, or to tape them up.
Ilis big thing is balance, provided the
arrangement and the performance is there”

“Every song is basically the four of us
plaving in one room, with as much isolation
as possible, and Gord would be sitting in the
control room,”says Baker.“We woukd usually
keep that working vocal, but obviously try to
get a better one. We'd try differeni pitches,
lines or slightly different approaches, and it
ended up with cach song having upwards of
seven takes, and Gord would sort through
them and go tor the most complete take!

Writing for the album took place in June
2001, and the sessions followed closely with
the established Hip cthic: Each member
brings several contributions to the table,and
the band literally sits in a circle and presents
their ideas until everyone has had their say.
After 18 vears ol writing, recording and
performing, these jam sessions take ona more
stripped down, subliminal teel,as cach member
is aware of what will make a great Hip song
and what won't.




“You just throw the idea out there and sce
how the guys respond to it,”explains Sinclair.
“Some ideas take off instantly, some are
laboured and some never really getanywhere.
The big tactor is Gord's initial response and
what he layers on lyrically and melodically.
As a songwriter, | don’t spend an awtul lot of
time trying to finish an idea on my own,
because 1 know when a song is ‘Hip
Appropriate’, one that someone can feed off
of and take in a better direction than [ could
onmyown.”

Referring to the opener “Are You Ready”,
Downie writes; “This literally caime to me in
adream ... [ woke up in the middle of the
night in the Bahamas singing that exact
mielody. There was no tune for it until about a
month or so later when Paul started plaving
what vou hear today. I've always read about
that ‘waking up in the middle of the night and
scrambling for a pen’bit happening to people
but, until then, it had never happened to me.”

“We pay tons of attention to the lyrics
Gord has written,” states Sinclair, who in the
early days contributed to the lyrical
development. “Gord has written all of the
lyrics since Fully Completely, and he is a
disciplined and meticulous writer. He works
really hard, constantly refining and trying to
make the lyrics perfect for him. He's really
prolific and always bounces ideas off of us,
so there is no shortage of options.”

“Some songs require me 1o tigure out
what T am going to do before we go into the
studio”says Baker. The way we were recording
this time was a very song-oriented process.
Hugh doesn't like to hear guitar solos per se.
Unless you are Clapton, he doesit’t want to
hear vou winding out for several choruses.
Basically, all the parts had to serve the song,
so itwas a matter of stripping back. I1t’s largely
a matter of the type of song we are writing
now, it’s become a less is more approach. Istill
getplenty of opportun-ities towind it out now,
but it scems like 'monly indulging mvself?”

For a band that has been tight since day one,
with no membership changes, The Hip dynamic
is understand-ably solid. Each musician is

canadian musician

still finding new ways to use their instrument,
and still managing to be impressed with the
others contributions. “Any of us can teach a
course in group dynamics,” says Langlois. “1
don’t think anvone stops learning how to do
that better. The goals or aspirations we set for
ourselves have all morphed a bit, but
fortunately the intentions have all remained
the same, that is, to be a great band.”

“We've scaled things back now, because
we all have families,” says Sinclair. “We're
being more humane with the way we
approach things. The music is still huge. It’s
part of being in the band that keeps it fresh
every night. The shortansweris thatits alot
of fun to get up and play with these guys.

Because of the nature of the songwriting,
or again because we've been together so
long, we're not really pinned down to
playing a specilic song in a specific way,
nor are we even tied to playing the same set
from night to night. As a songwriter, 1 like to
think that you get betterand better over the years”

“You have to push it, you can’t keep
running over the same old ground,” adds
Baker. [ always know when | walk off stage
whether or not I played to the edge of my
ability. Lalways try to push, to surprise myself
onstage. I'm constantly surprised by what the
other guys are doing. Plus, there is the rush
of getting up onstage and plaving for people,
and all these songs are new, so you never really
know what is going to ly”

On top of working with a pair of world-
class studio professionals, The Hip also got
the run ot the house with Manning’s extensive
guitar collection. To hear them talk about it
is like listening to a bit of rock history. Baker
got to try Bob Marley’s Martin acoustic, which
he says was so warped it was unplayable past
the third fret.

“Terry takes great care of thesc
instruments,” he says, “so it can’t have gone
downhill that rapidly. [ don’t know how
Marley did it. Robert johnson’s guitar was
there — Theld it, which was a treat. The strings
were about an inch oft the neck,and it wasa
dobro, with a round neck. It was quite a slice
to sec itand know the history.”

On the record, he used some of his own
guitars,a lele,a Stratand a PRS, butalso took
full advantage of Manning’s guitar library.
“He’s got a couple of "56 leles, one belonged
to Eric Clapton and onc to Jimmy Page, and
we relied on them pretiy heavily. When they
were plugged in they had this growl to them
that vou don’t get with today’s instruments.
I'm not a vintage snob, P'm a utilitarian when
itcomes 1o guitars, they’re just tools,but there
was something special about those guitars. ]
used a guitar of Duane Eddy’s on a couple of
tracks.”

“When we were recording beds, [ chugged
along on rhythim with an acoustic, because
we never really know how the vocal will
appear in the end,” he continues. “l used a
Gibson [ 160, the John Lennon model. [t was a
great guitar that had anannoying buzz. When
we reconvened after Christmas, [had received
acouple of guitars from Garrison,a company

out of Newfoundland. I took the guitar down
and it was amazing, | redid all the acoustic
parts” Inaddition 1o these guitars, Baker used
his own Mesa Boogic and Tremoverb amps,
aswellas one he called a Bernie,a small amp
made in Hamilton out of an old film projector.
Formany of the acoustic beds, Baker plugged
his guitar into an amp, set just betore the
feedback point, what he describes as the old
Keith Richards sound.

Langlois set up for recording is even more
utilitarian than thatof his fellow guitar slinger.
“I'used the same gear that 1 take out on the
road,” he says. “These are the guitars 1 feel
most comfortable with, Before we went down,
I pretty much knew which ones were going
to go on cach song, what sound I was looking
tor. T used three Les Pauls. One is a’79 black
Custom, and there two ’79 Deluxes, one
sunburst and one tobacco. | also have a Les
Paul Jr,which is a distinctive, heavy sounding
guitar, and one [ was getting better sounds
from”

Drummer Fay used his Ayotte Kit for
much of' the record, the same kit he tours with.
“I'have a kit that Ray Ayotte made me about
10 years ago,” he explains. “It has a 14" bass
drum. That’s the one 1 used on “Ahead By A
Century”and*“Poets”, and you wouldn’t think
that such a small kit would cut it, but anvone
who has been in the studio knows that you
get the biggest sounds lrom the smallest
drums. I also used some of Terry Manning’s
drums, and I was honoured o usc the great
Mickey Curry’s ride cymbal, one of the
greatest drummers of all time and a detinite
influence on me. (Mickey Curry plays with
Bryan Adams and Hall and Oates)”




Sticking closely to the
tried and true, Sinclair
returned to his principle
bass used on the last few
records. “It’s a '57 tender P
that I bought off of Ryle Rock
12 vears ago. I's a stock 57
thathe had an carly ’60s jazz
pickup dropped into near
the bridge. I's a beautitul
sounding guitar, maple neck,

things but | always come
back to that one. T also used
amid-"60s Gibson EBOona
few tracks, a great guitar
with a nice wooly sound.
Terry also had a 7’62 [Hofer
bass right out ot the box,
which T used on “Beautitul
Fhing”™ 'magear junky, 've

got 1 closet full of stuff, and its just a lot of

tun picking up abeautitul vintage instrument
and letting it go”

“1 firmly believe that in the '50s, the
crattsmanship and nature of the business
meant that the guitars were made to better

standards)” he continues. “1 have a bunch of

"30s guitars, and theyre all beautitul. Having
said that, when we got back up here to finish
recording, | pulled outmy old Specter,the one
I plaved on“Up To Here™, and used iton the
to tracks we did at the Bathouse”

If recording down in the Bahamas was
such a great opportunity for the band, why
then did they finish recording the album with
Mark Vreeken at the Bathouse? As Baker
observes, the nonstop creative process was the
culprit:*Tteel like the record was made as we
were still going. We wrote beyond the
completion of the record.”

“We all talked atter mixing was finished
in January and decided that we were two
songs shv ofa record.” savs Fay.“We went into
Bath and had enough time to rehearse a
couple of tunes. Gord had this idea down in
the Bahamas ("Are You Ready™) and we spent
a little more time on it up here. It was nice
because we sent the songs down to lerry
Manning, and he's beena part of the family
sincehe worked at Ardent in Memphis, where
we recorded Up 7o Here, He mixed the final
songs for us.”

Baker laments the fact that they are often
unab'e to include all the songs they have
recorded onone record. While the band is not
really interested inreleasing singles or one ol
the odds and sods collections that are popular
these davs, they have come up with a creative

and 've tried a bunch of

way to allow fans to get this“unheard” music.
With cach copy of the album comes a Hip Club
card, which allows fans to go to the band’s Web
site and download two extra songs.

Call them Canada’s most humble rock
stars. When asked their feelings on the
Canadian Walk of Fame, cach member almost
audibly blushes down the phone line. They

are thrilled to be included in the company of

people or groups that they sav have defined
their own lives as Canadians, as well as the
tact that fellow musicians Rush were the
ones that campaigned to get them there
in the first place.

“Fthinkit’sa greathonour,and my parents
and wile and Kids are thrilled” says Sinclair.

“Pwould like totipmy hat to the guvs in Rush,
While thevre notadirect musical influence, the
way that they approach making music on an
independent, true to yourselves level has paved
the way directly and indirectly tor every band
in this country. They made it okay to play your
own stutl and approach itwith a comnmtment to
vour own passion and creativity. They've really
allowed us to be who we are. But on the other
hand, my kids are stoked 1o

meet Wayne Gretzky, so tor that

alone, 've got to thank them.” G

Rod Christie is a loronto-
based freclance writer.
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A Place To Call Home

lose your eyes, think back half a decade or so and bring to
mind the chill that drove through your body as a barely-known
Vancouverite belted out verse ahout being numb, asking the
question that defined the *90s: “Where do you fit in?”
It's been five years since Hollv McNarland released Stuff’
Land showed the world that grrls can rock too! In the time since, pop divas have
flooded the industry and all but destroyed everything Ilolly and her contempo-
raries built for women in rock. \Well, the ‘rocktress’ is back and ready to reclaim
her throne.

Explaining why she waited until now to return to the scene, Holly said, “We
Just kept going back in and recording more. Looking hack now [the industry]
Lwas so saturated with shit music at the time. Nothing was real; it was all pre-
fabricated music so I'm kind of glad I didn't get released during the ‘Spice’
thing and the Backsireet and Britney Spears thing. That's all kind of going
away, thankfully. There’s always something that's going to saturate the market,
but at least right now it's music — it's a bunch of guy bands but at least they're
playing their instruments. So I'm hoping now is a better time to be released.”

Her new album, Home Is Where My Feet Are, hit the stands June 1 1thand is
being supported by not one, but two singles. The heavier of the two, “Do You Get
High?", is being touted to rock stations across the country, while “Beautiful
Blue" is getting its play on the adult contemporary frequency, along with a
video on MuchMoreMusic. Wait, adult contemporary stations? What happened
ta the “rock chick?”

“I'm a mom now. Not that all the songs are mom-ville, but I'm a mom and i've
settled down quite a bit. You get older and you grow and your writing grows. If
vou're doing it yourself you're going to grow. I fought the whole ‘you have to he
a rocker, you're perceived as a rock chick.” I don’t want to say I'm not a ‘rock
chick,” she exclaimed in her best mock UK-rocker impersonation. “But I am

§ who [ am and that’s how I write and 1 can’t get around it, so when somebody
8 says, ‘Write a rock song? my initial instinct is ‘Fuck you! I'm not going to write

a rock song, I'll do what ! want.’ So it's just really honest. I didn't sit down to
ahi gieL comes out, comes out.”
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Though Holly construed that family life has matured her, the new album is still very

much soul-saturated. “My writing is really honest and it’s wide open. I'm not very g

personal and I'm not very private. I think that’s one way of getting the deep down §
stuff out without talking about it. I don't need a therapist | have a guitar!” she joked. §

Aside from the slightly toned-down artitude on the album, another new direction §
Holly took with Home Is Where My Feet Are was working with a fresh batch of pro- §
ducers. Both her first disc Sour Pie and her major-label debut, Staff were produced ¥
by Dale Penner (Nickeiback, Universal Honey). “He was the first guy and enly guy I'd
ever worked with, so we knew each other pretty well.” She explained that she inten-
tionally set out to go with different producers this time. “I'm not really intp deing the
same thing over and over again — vou try to get new input.”

The first part of the album, which was recorded in Malibu, California, was pro- S

duced with Hamilton, Ontario’s Mark Howard (The Tragically Hip, Emmylou Harris,*
The Neville Brothers) and bore the tracks: “When You Come Down”, “Brush Into My*
Tears”, “1 Crv", “The Ride”, “More” and “Sister”, a song which was co-produced with
Warne Livesey. Warne, who is best known for his work with the Matthew Good Band,
also produced both of the first two singles, as well as “Voices”, “Watching Over You®
and “Losing My Face". Rounding out the production team was another Steel City
resident, Malcolm Burn (Blue Rodeo, Shawn Colvin, Better Than Ezra) who pulled
duty on “Dallas” a distrustful tune (“What'd vou do in Dallas?/Can you still smell hery
skin?/My head’s turning upside-down/All I see is bright red”) audibly reminiscent of
“Water” from Stuff.

he Malibu sessions were something that Holly spoke very fondly of, but their
beginnings were anything but stable. “We had actually rented a castle. I think the
cheque was there and evervthing. I{ was this cheesy Malibu castle that we had seeny
pictures of and it was amazing. Mark Howard had alteady gone and took measure-2
ments and figured out if everyone could stay there, it was going to be amazing! But*

three days before I was supposed to leave, the woman that owned the castie - the 8
bitch that owned the castle — decided to go and check out my Web site and saw a 3

picture that my friend drew of me walking my dog and he's taking a shit. " It's just a |
fucking cartoon and she pulled the plug. She didn’t want ‘my kind’ in her castle. We
were set to go and everything was finished; | can't believe they didn't sue her.*

After getting over that initial hurtle, the Malibu heach house was discovered, but
again the fates had their own agenda: “Mark Howard was already there with the
gear. The day | was supposed to leave 1 got to the airport, and { had to go by myself'$
at that point because everything was so screwed up, so I was travelling with my gui-
tar, my bags and my child was strapped to my front in one of those liftle baby
harnesses. Then they turned me back at the border and sent me home and we had
to do all kinds of legal shit to get me down there. It looked like I'was never going to
do this album; it was crazy. But we ended up making it through and three years later
the album is going to come out.”

After laying down the majority of the album in the Golden State, Holly returned
to Canada’s left coast and hooked up with Warne. “We recorded at Mushrooms
Studios and the Wareliouse in Vancouver. They're both preftv awesome studios.
Warne is really good, and the easiest guy to work with. He's so fun and jusi a really
metlow and laid-back kind of guy. And he’s got a daughter a little bit vounger than
me so he knows the age,” pausing, she added with a chuckle,“I don't want to make
him sound old!

Warne also took on mixing duties for the album, working out of the Warehouse

Studios; “Three producers, one mixer ~ 1 had to get some continuity in therve.”
Continuity in mixing perhaps, but looking through the CD’s liner notes, it is easy
to tell that Holly enjoys utilizing the talents of a plethora of musicians. While in
Malibu she tapped a couple'of the guys she had previously toured with, Tony (Tone)
Yalcig for drums and Les Cooper for guitar work and when the sessions moved back
tn Canada, she brought in a familiar face that also calls Vancouver home, Dave Genn,
hest knewn as a (now former) member of the Matthew Good Band. “I've been friends
with him for years, so he was pretty eonifortable to work with. I wrote with hinvong

the album too. It was good, 1'd call him at like midnight and be like, ‘Come over*

- Comeover! We need to do the bridge.’ So he was good te botince everything off of. ™
Outlining other talent that peppered the new recording, she said, “Dagyl 3
Johnsdn, who's from Eminylon Harris' band; played basically everything on ‘Sister”,

with'the exception of some guitars we added about six months ago to beef iGUp 2§

lit-le played the bass, the drums, sang hackup, he ¢an just doeverything, he S re.x.l*,-
It amazing, and he's got a beautiful, heautiful voice. That will be on the e )

* CD as well, him doing hackups. 1t’s pn,m* Crazy to watch beeause he's
- manand he s got this angelic voice.” =

) L
by Ryan Mclaughlin
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HoLLYy MCNARLAND

Continuing, Holly explained that vocalist Josh
Ramsay performed backup vox on ‘Beautiful Blue’.
“He's in a band called Marianas Trench. He's got a
really beautiful voice. He's Kind of just starting out,
(he's like 21}, but I'm thinking he’s going to do well.”

IFor those that paid attention to the performers
on Stuff, vou'll notice a return of Joey Santiago
from the Pixies, who stopped by for a couple days
while Holly was recording in Malibu. “He played on
‘Brush into My Tears’. If you listen to it vou'll go,

‘Oh, there’s Joey, that's signature Joey.' It
was cool hecause 1 don’t think he has ever
really recorded on anybody's stulf since the
Pixies.”

With all the recording behind her, and the
album an its way to music stores, it was time
for the self-assured siren to hit the stage and
perform in front of fans for the first time in
3Y, years at the 2002 edition of New Music

West — no hig deal, just like old times, nothing to
worry about. “I was shitting my pants! I thought 1
was going to die! The night before T conldn’ sleep.
My stomach was in knots. But as soon as I got on
stage [ was fine. I was still nervous, but no more ner-
vous than 3'/2 vears ago. The last time I played [ was
seven months pregnant and before that was the "8
Lilith Fair.”

For her return, Holly hit the stage at none other
than Vancouver's infamous Penthouse strip club.
“There were poles on the stage and we tried to get
rid of them but it was like, ‘Nope, the poles stay.
We'll give vou Jigermeister, bui no, the poles have to
stay on the stage.” It was a lot of fun though; there
was a line up around the block ... so it was a nice
homecoming — a nice welcome back.”

“It was a bit weird because I'm not playing as
much guitar. We're going back into rehearsals
tomorrow and I'm going to start playing more guitar.
Sometimes | just don’t know what to do with myself
if 'm not playing, because I played a lot on the last
tour, so it’s kind of weird without a guitar.”

Letting it be known what might change from what
you hear on the album to what you hear when she
hits the road this summer, Holly said. “It's a lot hard-
er! 1t's a lot rockier live. We've sped up and chunked
up a lot of songs. Once you play that many slow-ish
songs it just kind of gets boring. It's good 1o listen to
on an album but live it's like a lullaby. So we're slow-
lv turning evervthing into rock, and we're not done
vet; we have five more songs to rehearse.”

Her stage line-up includes Dave Genn on kevs ani
guitar, Sean Ashby on guitar and lap steel, Nik Pesut
handling drumming and backup vocals. and Joel
Myers on bass guitar as well as singing backup. “lt's
starting to sound really good. I've never had that
many backups before, and it’s a lot of work. It's a big
full sound now, I'm pretty excited and rehearsals are
a lot of fun.”

Concluding the interview, we asked Holly if she
thought that her return 10 the scene might bring
with it some of the vigour that the femaie music
scene has heen missing, she said, “Somebody was
telling me, | think it was my old A&R guy, that all
the weasel people [a.k.a. record company execu-
tives| get reports on what's doing well and he said
that women in music went up like 20 per cent in the
last little while. There are not a lot of females right
now, it's pretty depressing. I think the whole women
in rock thing being beaten over evervbody's head
made it sort of disappear and it's frustrating. But
I'm hoping there's going 10 be a frenzy again.” &

Me too.

Ryan McLaughlin is Assistant Editor for
Canadian Musician

Holly and Her Band

HOLLY MMCNARLAKD

Guitar:

(ibson J-200 acoustic guitar
Fishman Platinum acoustic guitar DI

DAVE GEWHA

Guitars:

5 Gibson Les Paul Standard

' Gibson Les Paul Studio

'67 Gibson 335

He shares Holly's '97 Gibson J-208

Strings:
All his guitars are strung with DR
strings gauge 10-52.

Ampilifier:
Mesa Boagie Mark-IV head and 4 x 12 cab

Pedalkboard:

MXR Dynacomp compressor
Ibanez Tube Screamer

Boss Vibrato

Dualop Tremelo

Digitech Whammy

Line 6 Delay Modeller

Bio: Dave, who is the musical director
for Holly's touring band, has appeared
on albums by Art Bergmann, Emm

ryner, Len, Lowest of the Low, Ron
Hawkins and the Rusty Nails, DSK,
MGB, Grapes of Wrath and Pure, among
others. His playing is featured on 7 of
the 12 tracks on Holly's Home is Where
My Peel Are.

SEtAU ASHBY
Guitars:

(ibson Les Paul Standard
Gikson Flying V

Gibson J 45

Gretsch Nashville
Natioual lap steel

Ampx
Fender Deluxe
Marshall 4 x 12 eabinet

Pedats:
Voodoo Lab switching system/pedal power
BOSSIbanez/Electro Harmonix

Strings:
DR Strings

Blo: Sean is the simger/songwriter/
producer/engineer/guitarist for Jack
Tripper. Sean has played guitav for
many recording artists including: Sarah
McLachian, Delerium, Ginger, Mae
Moore, Wild Strawberries and Lava Hay
as well as many other great artists.
Note to Holly Fans: If you come to ser
Holly McNarland sing you must respod
between songs by yelling “Come on
then!” Don't ask why, it doesn’t make
sense ... just do it.

World Radio History

JOEL ANYERS
Basses:
Fender Jazz Basses

Amp/Speakers:
Ampeg and Gallien Kruger amplifiers
Ampeg speakers

Strings:
DR Strings

Blo: Joel currently lives in Vaneauver,
BC, where he plays in local band
Cinderpop. He's also a session artist for

Netiwerk recording  artisi Jenifer
Melaren.
NiK PESUT

Drums:

Avolte Cherry weod finish

A. 13 x4" Snare/14 x 5.5" Wood hoop
Keplinger Snare

B. 10 x 8" Rack Tom

€. 20 x 18" Bass Drum

D. 14 x 14" Floor Tom

E. 16 x 16" Floor Tom

Cumbals:

SABIAN

1. HHX 13" Groove Hats

2. AA 6" Splash

3. HH 17" Medium Thin Crash

4. HU 21" Vintage Ride/20" Lesopard Ride
5. [HH 18" Thin Crash

6. 3 16" Thin Chinese

e
®
L

Hardware:
Yamaha

Bio: Nik, formerly of the group Templar,
currently does session and touring work
with.local Vancouver bands such as The
Dirtmits. Dave Genn produced The
Dirtmit's new album, which will be
released on Soni¢ Unyon in a few
months. He's been playing drums since
the age of three, and he's “never wanted
to do anything else for a living."




© 2008 Gure “fhie Ryman Auditorium

. -‘\'

[ THE TAKAMINE STEVE WAR R MODEL

! ¥/ /.
- A
mso“' ,f'ﬂ”‘ f

THIRKACcou 11 gm_"i}&/{ TRACPLAY TAKAMIAE

Takamine.com

stributed in Canada by: B&J Music Ltd., Mississz “ON L5A 3V3ls Phi{905) 8§3 -3001 « Fax: (905) 896-4554 » www.KamanMusic.com



by Kevin Young

here was a time in the early to mid-
“Hs when being a kevboard player in
i rock biand was only slightly less iso-
lating than being the only guy on the block
with the black plague. Given that we now seem
to be enjoving a bit of a renaissance, as well as
the increased availability of sophisticated
home recording options, the role of kevboards
has expanded again and an increasing
number of artists are picking up the instru-
ment in an elfort to flesh oul their sound.
Correspondingly, kevboard manufacturers
have answered fhe demand with powerful
hardware and software, intuitive sequencers,
phrase generators and machines that recreate
the sounds, feel and look of vintage keys.

There's lots to choose from, but before
rushing ont to buy gear for a first time setup,
or augment your existing rig, it’s important to
take a long, hard look at what's available
make the right chwices for your gig. There are
no right or wrong ¢ hoices necessarily. but with
all the technology available, building a rig,
one that’s versatile enough lo adequately
answer the demands of various live and studio
gigs without breaking the bank completely
can be somewhat challenging, particularly if
you're jus! starting out.

Learning...

I vou are pickinrg up the instrument for the
first time there’s 1o betier way to starl to ‘earn
to play. as well as get a grip on the technology,
than just messing around with whatever key
board instruments vou have access to. A
number of plavers I've met over the vears have
taken music lessons of some Kind, but just as
many are largely seli-taught and, depending on
what level you actually want and need to play
at, learning via the hunt and peck method is as
viable as any other. Perhaps all vou want s 1s

S0 You're Dusting Off The Ivories, Are You?

Provide us with a gear list please — what’s in your rig?
Yamaha P80

Kurzweil Stage Piano 76

Proteus 2000

Line 6 Delay Pedal

Do you have a favourite instrument? One that.you've want-
ed to own, have gwned, or favour above others for writing,
recording or live performance? Why this specific piece?
Really all { want right now is a baby grand piano. I'd even set-
tle for one of the digital ones. All my songs start on piiino and
[ actually used a Yamaha digital grand at one of my shows in
Toronty two years ago and secretly loved i..

What prompted you to decide to play keys as opposed to,
or in addition to. other instruments?
My parenis forced me at gunpoint to learr: classical piann.

Did you take piano/keyboard lessons when you first started playing the instrument? For
how long? How many different teachers?

I had ane main teacher, who taught me piano from age 5 to 13. I was her last student - she died
after we!

How do vou think keyboard technology will change over the next few vears and what
advances would you personally like to see?

1 expect keyboard technolngy to becore even more portable, and to sound more realistic with
every year that goes by. As a travelling imusician, who eften tours on her own, I'd like to see niore
partable pianos ... things that can fold up and fold out into a baby grand. I for one am a little
tired of the synth-un-the-Y-stand look as being the oniy alfernative for the touring pianist.

Any specilic advice you would offer, or instruments you would recommend to other players
in terms of “must have” gear?
Spend the noney to get the good stuff!

Singerssongeriterskeybourdist Emm Gryner 1s an independent musician, who, in her spure
time, performs with David Bowie. Find Ewom online af www.emmgryner.com.
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Welcome to Canadian Musician’s Focus On...

learn a bit of kevs as a second instrument for
performance and writing purposes, to get
familiar enough with the technology to con-
tribute the odd line or texture to arangement.

If vou are interested in lessons, it's impor-
tant to research the options available and
decide whether yvou'd prefer te take an occa-

sional lesson here and there — perhaps from a
variety of different people — or to conunit to a
period of time with a specific teacher. Either
way, find a teacher or method that suits your
goals. You can learn the fundammentals equally
well ina number of different ways, but once vou
begin to advance you may want to be very spe-
c¢ific with a prospective teacher or stitution
in terms of what direction vou'd like to take.

A good grounding in technique and theory
is extremely useful, but the terminology and
priorities vary greatly between styles and gen
res of music. Question teachers about their
interests and prior experience — in terms of
teaching — as well as writing and performing.
As important as the mechanics of playing are,
much can also be iearned from simply talking
to vour instructor about their experiences as
a musician.

Choosing Gear
and Building Your
Rig...

Whether vou've plaved for vears, or vou're
thinking of picking up some gear and learning,
all the bells, whistles and power in the world
won't help you if the gear you settle on doesn't
fulfill vour needs. Power. in terms of versatili
1y and sound quality and choosing gear with
i interface that suits vour necds are impor
tant considerations. but price and how well
the unit travels are also an issue.

If vou're starting from scratceh and looking
f gig with, avoid the templation to

sell the farm to put a down payment on some-
thing hideously expensive and overly complex.
It’s preferable to {ind something that does
what vou need it {o well and is reasonably [lex-
ible. A [airly large variefy of quality sounds,
fairly sophisticated lavering and split fune-
tions that will allow enough on-board cantrol
to do what you need for live and studio work at
the moment and will continue 1o be relevant
as a reliable controller when vou expand vour
setup by adding rack-mounted modules, spe-
cific use kevhoards and additional controllers.
Having siid that, a reasonably good controller
combined with a variety of sound modules is
almost as compact and allows vou more {lexi-
bility. Whatever controller vou do choose, it's
wise to have, at the very least. a few on hoard
sounds — just in case your module takes a
vacation midway through a performance.
Generally [ prefer a contyoller without weight
ed kevs simply for the sake of making organ
and svnth parts move {luid.

That's not 10 say vou shouldn’t get as much
power on vour side as possible. The trend
seems ¢ be for companies 10 provide mere
and more power and versatility in increasing-
Iv compact units. These are great for case in
terms of setup and transpori: workstations
and sound modules with rock solid sounds,
sequencing and sampling capabilities, and
intuitive phrase generators that are fantastic
writing tools and make incredibly complex
recorded arrangements {airly easy to recreate
live. As always, a Korg Triton or a module [rom
the Roland JV series are good bets. Check out
the Rorg Karma, Yamaha Motifand Roland RS
Sand RS 9.

My main considerations have usually
been durability and relevance. If vour peiori
tyv is live performance then sheer size and
weight as well as the range of the kevhoard
are very important. For playvers who play
mostly prano and don’t need much in the way
ol monsfer sounds a good digital piano with

weighted kevs may be ideal. 1t your main
concern is a gootl sounding piano in a rea:
somably compact package, it's primarily a
question of realistic action, s quality
and response versus price. Still, there are a
variety ol acoustic sounds yvou may want 1o
access and for versatility’s saks it's a good
bet 10 pick up something that atlows vou 1o
access a variety of diverse palches and has
at least some editing capability

Warning — some however, are brutally
heavy and awkward — perhaps pertect for
lome or studio nse, but depending on how
voirre traveling tnev can make small vehicles
and stages a nightmare to share with them.
Any time you v a kevbhoard that is physically
quiie large it's a1 good idea to imagine just
what it will feel like alter you case it up for the
road. [n some cases you nright be better off to
suffer through synth action in favour of porta
bility and versatitity. That said, there's no rea
solt not 1o tour with nlenty of gear amd use a
mix of viniage and modern components if
doing so enhances the show and enables you
te deal with any potential breakrowns more
effectively and quiekly while performing.
Consider what you're minimum requirements
are and how much you can spenut then shop
accordingly.

If yvou can, spend as much tame with the
gear vou're interested in before vou buy it.
Rent it for a while, or at the very least take
some time 1o tech out the gear voursel!
regardless of how sophisticated a unit is it has
specific limitations - know exactly what lim
its are unacceptable to vou and ask pointed
questions of the salesperson and manufactur
er to make sure the machine does what vou
want it 1o, You don’t want to be in a situation
where you've bought something ronghly the
same price as a used ¢z only to find out that
it doesn’t nearly fultill vour needs in six
months or i vear. This is where .4 specific use
kevboard mightvery well be relevant — a con
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troller that allows extensive control
and recreates vintage sounds.

Overall there’s a renewed interest
in vintage gear and sounds, but
increasingly less patience for bulk and
instability and many new products
address this admirably. Whether you're
after cool vintage electro acoustic
sounds like Wurlitzers and Rhodes,
need the power of a B3 in a compact
package or a digital model of classic
analog synthesis, it's all about sound
quality and what interface you prefer.
Both machines that address themselves
solely 10 the problem of recreating one
tvpe of vintage gear and those that are
more general have a wealth of diverse
and excellent sounds to choose from.
The quesfion is how you prefer to
access those sounds and the degree
af real-time control you want over
them versus overall flexibility. The
application you intend to put the unit
td is alsa and important factor in
choosing between true vintage gear,
digital recreations, sound modules,
workstations and the many software
optians available.

Over the past 10 years or so a
number of MIDI compatible Hammond
simulators have been created. The
Roland’s VK series and Korg's updated
CX 3 are my personal favourites.
Clearly great care was exercised in the
design process of both machines to
faithfully recreate the traditional
interface and sound of a B3, as well as
approximate some of the original’s
quirks. Another good bet is the Nord
Electro. It recreates both vintage elec-
tric piano and organ sounds. Although
the organ interface is physically differ-
ent from the original B3 it sounds
great and includes an above average
number of onboard FX.

For digital mockups or vintage
electric pianos and synths control
interface is also important. For dedi-
cated electric pianos check out the
Nord Electro and Applied Acoustic’s
newly released Lounge Lizard soft-
ware. For synths: The Venom Product
Line, the Nord Lead series, the new
Roland SH-32 and Applied Acoustics
Tassman software. These however, are
only a few of the options available. The
key to finding the right gear is putting
the time in, both in stores and online

depending on vour needs you may
very well be able 10 download all you
need for a fraction of the price of a
hardware module. Of course there's
something nice about dedicated hard-
ware with a familiar panel 10 play
with. Shop around.

No malter what type of device vou
choose there are other physical details
that are worth taking info account, the
main panel controller layout, for
instance, both in terms of how it fits
into your rig as well as how much sense
it makes on it's own. Take a good look

Provide us with a gear list please —
what's in your rig?

Rack

Akai S 5000 Sampler

BOSS SE 7 FX Processor

Roland JV2080

Controllers

Roland A 33

Lexicon MRC

Roland D-70 {Backup)
Yamaha A 80 (Backup)

Additional Keys
Nord Lead Keyhoard
Roland VK 7

Vintage
Wurlitzer Electric Piano
Yamaha SK 50 D

Do you have a favourite instru-
ment? One that you've wanted to
own, have owned. or favour above
others for writing, recording or
live performance? Why this specific
piece?

I've always wanted to own a B3, but have never had the space for one at home, or the
desire to suffer the heating the rest of my band would give me if [ insisted on taking
one on the road. The VK 7 is by far the best keybaard purchase I've ever made.
Although I don’t really consider myself to be an accomplished Hammond player, a big,
swirly, dirty organ is the sound I often fall hack on when nothing else seems to work
and I need 1o add texture and colour in already sonically dense tracks.

What prompted you to decide to play keys as opposed to, or in addition to, other
instruments?

Originally I wanted to play guitar — desperately, but the lessons I had lined up fell
through when my family moved. I was already taking piano lessons and just stayed
with it, Still though, most of my instrumental influences are guitar players and that's
affected the type of parts I write greatly.

Did you take piano/keyboard lessons when you first started playing the instru-
ment? For how long? How many different teachers?

[ took classical piano lessons on and off for years with a variety of teachers and even-
tually ended up in a university music program at Queen’s, but ran screaming to a jazz
program at a college in Vancouver to find something a liftle more applicable to what
[ actually wanted fo do.

How do you think keyboard technology will change over the next few years and
what advances would you personally like to see?

It's hard to say what will happen over the next few years. The trend for hardware now
seems to lean towards more versatile real-time control and more overall capability in
an increasingly compact machine. What I'd like to see in the future is a laptop specit-
ically built to withstand the hazards of the road; a hardware platform that was stable
enough to tour with so I could take some of the amazing software that’s out, there now,
get it out of the studio and on stage.

Any specific advice you would offer, or instruments you would recommend to
other players in terms of “must have” gear?

As [ mention in the main portion of this article, | recommend taking a fair amount of
time with any potential purchase before you buy it. Rent it for rehearsals and a show
if possihle. It’s the best way to see if a machine is the right choice for you.

Kevin Young is a Montréal-based musician, best known for his work with Moist and
David Usher.
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at how expandable a unit is. Pay particular
attention to power connections: Many keys
come with universal power cables that are
easy to replace in a pinch or same variety of
power supply that can be backed up with a
multipurpose adapter. Some however will
only use the AC adapter pravided by the man-
ufacturer. That's something to consider,
because when it gets broken — and it will at
some point — you'll need a spare, a spare that
will be neither inexpensive nor easy to find.
For live performance, the simpler and more
durable, the better.

This is particularly true of Samplers.
When it comes to reproducing very complex
arrangements of unique sounds, specific
loops and/or patterns, generally a sampler
makes a lot of sense. But be sure to investi-
gate the machine thoroughly with an eye to
how user-friendly it is. If it’s a hardware
sampler find out whether or not it is truly
compatible with your computer platform, how
stable and (for newer models) complete the
operating system is and. perhaps mast impor-
tantly, how durable a machine it is. Many a
unit that's perfect for studio use may not
react well to the bumps and power surges
that come with touring. Bottom line ... buy
something that you know works, a unit with
an operating system that’s been tweaked out
enough that it actually does what the compa-
ny savs it will. Samplers are powerful tools,
but can require more patience and finesse
than other gear when you first use them.

On tour you need something that’s going
to tiake a certain amount af punishment. No
matter how much you gig, a little or a lot,
accidents happen. Minimize the size of your
rig, but, if possible, take care to be as com-
pletely backed up on stage as possible by
building a system that will either duplicate
the functions of vour main gear or at least
altow vou to gei through the show if something
decides to stop working. The least I'd be will-
ing to bring would bhe two identical keyboards,
or, if vou're running a variety of modules from
a controller, a controller and backup keyboard
wirh en board sounds, a sound medule and
whateser effecis might be necessary. The idea
with this setup is redundancy — no matter
what breaks down or gets lost in transit you
should be covered. Whatever vou choose as
vour main sound generator, if vou intend to do
a fair bit of travelling, particularly overseas,
it's a wise idea 1o choose something that’s easy
to rent just about anywhere, This does require
a it of rescarch. Just because it's popular in
North America, doesn’t mean vou'll find it in
other countries or that tech support and the
means 10 repair it will be readily available.
This is where redundancy and the smallest rig
vou can live with is kev. The pace of touring
doesn’t often allow time for lengthy repairs.

This will get vou by. Qf course there is
sometting extremely seductive about having a
large rig. After vears of touring with a very
simple setup 1 began to add more kevboards;
an organ simulator, & dedicated synthesizer —
the main kevbhoard rig also contamed two sam
plers: one to generate loops that was triggered
from drum world and one to cover more com
plex string and synth arrangements. Also

Michael Levine

Provide us with a gear list please —
what's in your keyboard rig?

Hohner Clavinet

B3 with Leslies 122 & 145

Fender Rhodes models 73 and 838
Wurlifzer eleciric piano

Roland SH-1000 synthesizer

Roland string synthesizer

Realistic MG1 (as heard on “Take A
Message”)

Upright piano

Do yon have a favourite keyboard
instrument? One that you've wanted to
own, have owned, or favour above
others for writing, recording or live
performance? Why this specific piece?
1 use a Fender Rhotles model 88 for record-
ing and a model 73 for live performances.

What prompted you to decide to play keys as opposed to, or in addition to, other

instruments?

I took on the keyboards to expand my knowledge of chord extensions so I could be a
better-improvising bass player. I eventually got deeper and deeper into practicing key-
boards and exploring different vintage keyboards. My first keyhoard was a Casio Tone

Bank.

Did yon take piano/keyboard lessons when you first started playing the instru-
ment? For how long? How many different teachers?

No, I'm self-taught.

How do you think keyboard technology will change over the next few years and
what advances would you personally like to see?
1 don’t know — I use old gear. I'm really not into kevboard technology. Maybe someone

could make a lighter Rhodes?

Any specific advice you would offer, or instruments you would recommend to other

players in terms of “must have” gear?

Good patch cords and an MXR Phase 90 pedal.

Remy Shand is a multi-instrumentalist, originally from Winnipeg. MB. Find Fhim

online at www remyshand.ca.

included in the rack was a back-up sound
module in ease the sampler required reboot-
ing midway through a show. With all this tech-
nology it becomes necessary to consider care-
{ully what eontroller you'll use to run the lot of
it. My suggestion would be to find sonte small
controller fo tie all your machines together.
handle patch changes and FX so no matter
what kevhoard controller you may be using
vou have the luxury of a familiar controller ta
make pateh and FX changes that's completely
separate. There are a variety of devices that
can do this and are small enough to ¢huck in
vour carry-on baggage, guaranteeing the safe-
ty of your show settings. | currentlv use a
Lexicon MRC, but have an eye to incorporat-
ing Midiman's Oxyvgen8 which duplicates
much of the Lexicon’s [unctionality. but has

the henefit of a small kevhoard interface as
well, making it useful not. only as part of the
live rig, but for recording on a laptop between
shows and warming wup.

The main problems with a rig of this size is

transport, and the fact that it becomes a hit of

a4 Rubik's Cube to set up and fit an some
stages. The ability to change gears midway
through a jam on stage, allowing vowrsell the
freedom that's inherent in plaving specialty
hoards with real-time controls is fantastic, but
the more complex your seiup is, the nastier it
is to tech out when problems arise. Unless you
have a dedicated kevboard tech, it’s vou and
wur gear vs. Murphy. It'’s best to keep it sim
ple and neat.
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Tech Support
and Care and
Feeding...

Whatever you decide on make sure it's
going to work well in your existing rig —
for the road this is mostly just an issue of
physical dimensions and layout. For
example, does that tasty new synth mod-
ule with the fat sounds reguire a new
rack case?

Beyond that, make sure your gear
simply works well. Ideally what you've
purchased will do what the manual says
it will. This is not always the case — on
rare oceasions vou may find that some of
the capabilities that were a good selling
point in the first place are somewhat
more linited than you thought; either
hecause the information you were pro-
vided with was inaccurate or incomplete,
or, more likely, because you've indulged
yourself in a fit of wishful thinking.
Check that there are resources available
to vou to troubleshoot, master compiex
functions, negotiate the operating sys-
tem and upgrade.

Three Important

Questions...
Will the company in question continue
to support their hardware with operating
system upgrades, expansion cards and/or
additional proprietary software that adds
to the unit’s functionality and versatility?
No, but really, will they? In other
words — have they done so in the past?
Is their tech support and/or repair
department. qualified and accessible;
real technical support; a live body that
actually knows the gear and is reachable
by phone or e-mail? There’s nothing
more frustrating than dealing with some-
one whose knowledge of his or her own
product is sketchier than vours.
Conversely, tech support folks are
routinely asked catastrophically foolish
questions that could be easily answered
by a manual. Be specific. If part of the
problem is that the manual is unclear or
heavily laden with company specific key-
hoardese, make that clear at the outset.
[’s often said that the devil is in the
details: True enough. The more complex
your system is, the more potential for
problems, but also the more likely vou'll
he able to deal with miscellaneous screw
ups without stopping the shaw. Obviously,
if vour main gig doesn’t involve travelling,
roadworthiness is not as much of an issue.
Stability is still kev however, and in the
studio you can't afford to lose time simply
trving 10 keep your gear running. A nifty
piece of sampler or svnth software may
seem less of a hassle than heavy equip
ment but it’s not unless vou know the
program vou intend to use inside and out
tweak — out any problems ahead of time.

a6 - canadian musician

Provide us with a gear list please — what’s in
your rig?

My master MIDI controller for live and studia use is a
Roland A-90. It boasts good weighted piane action,
diverse MIDI implementation, and a great set of sounds
that [ can use in a live setting. In the studio I may use
any of the following instruments that I've collected over
the vears: Korg CX-3, Vox Jaguar and Acetone Top-5
organs; Yamaha CS-60, Korg DSS-1 and Roland Super
Jupiter synthesizers; a Wurlitzer model 200 electric
piano, a Rhodes MK-80 digital piano. or the menophon-
ic monelith, my Moog Taurus I pedals.

Do you have a favourite instrument? One that you've
wanted to own, have owned, or favour above others
for writing, recording or live performance? Why this
specific piece?

| assume that picking a favourite keyboard is like trving
to choase which one of your children to save, but since
I have vet to be blessed with little anes I'll go out on a
limb and admit that, at the risk of sounding old-fash-
ioned, it has to be the Hammond B3 played through a
Leslie cabinet. Although nearly impossible to transport,
difficult to service, expensive to purchase and, let’s
face it, stupid to own, there isn't a more powerful or
conversely subtle sound available from any kevboard in
history. I am alwayvs learning new ways of utilizing the
distinct properties of the Hammond/Leslie combination,
and yet somehow [ can’t imagine that I've even
scratched the surface.

What prompted you to decide to play keys as opposed
to, or in addition to, other instruments?

All musicians should take the time to learn at least a
little bit of piano. Even an informal and elementary
knowledge of the keyboard will allow any musician to
approach their own instrument from a fresh perspective
and make it easier to learn a new vne.

Did you take piano/keyboard lessons when you first
started playing the instrument? For how long? How
many different teachers?

Like so many other musicians, I had no choice as to

what instrument I would learn first. God bhless my
“Driving Mom" who enrolled me in piano lessons when [

was six, and when I showed an interest, encouraged me by spending much of her time
shuttling me to and from the local music school for lessons in jazz, popular and classical
piano. I gained my RCT Grade 10 when [ was 18, and as a result spent much of my twen-
ties teaching, which is an excellent way of getting paid to maintain one’s technique and
sight-reading skills.

How do you think keyboard technology will change over the next few years and what
advances would you personally like to see?

When can [ be retrofitted with a “MIDI out” port so I can just “think™ my parts? That way
I can spend less time practicing scales and more time doing what I really love: lifting
heavy things.

Any specific advice you would offer, or instruments you would recommend to other
players in terms of “must have” gear?

Stay in school. Learn a trade. Go to college. Respect vour parents. Don't do drugs. Hug
someone at least once a day. Do not, under any circumstances, attempt to pursue a
career in the music business. As far as “must have” gear goes, I've always found that I'm
really screwed when I've forgotten the power cable.

Dave Genn, famed Canadian keyboardist/quitarist exivaordinairve, is eurrently on
lour with Holly McNarland and has recently produced upcoming releases by Pepper
Sands, The Dirtmitls and Honeysuckle Serontina.



That suid there are also 2 number of prob-
lems that come along with seemingly tried
and true deviced, | remember sitting in the
studio with four broken Wurlitzer eleetric
pianos irying to mimic the sound of the origi-
nal unit we'd used - a unif that was now in
several (diferent pleces asound the raom.
Although there wers a number of vintage
keys units avallable at the time, we were still
chasing the warmeh and character of the orig-
inal scratch track and soametimes using the
real thing has a favourable impact on your
plaving. Certiinly theres a certain satisfac-
tion involved in playving and recording a variety
of beautiful ohi Kevboards. In faci some
playvers suggest there's o substitute, but in a
situation where vintage gear is unavailable or
a liabiliy for some reasen. other options may
be preferable. When time pressure is an issue
ultimately caplex functenality and versatil-
ity 1n 4 comnpact setud is best. Sometimes it's
worth Keeping the fiddly gear at home and
taking the time in pre-procurtion for a touwr or
recording to sample or otherwise recreate
specific sonnds using a plaiform that's unlike-
Iy to inerease the margin for error on stage or
in the studio.

No matter what you ito your rig will have
its own quirks. Knowing them in advance
will save trouble fater, I£you know your gear
reacts baely ¢ {ravei in specific ways be
prepared. No less importamt than knowing
and caring for vour primary gear are having
the cables, tools and spare parts necessary
for keeping your entire rig in good health
close at hand

With this in mind, it doesn't huit to
wclude a drawer 1 your rack for backups and
cables = especially MIDI cables. They're noto-
riously fragile: buy the hest quality you can
. If your setup involves multiple devices in
a4 MIDI chain, finding the culprit in a pinch
can he time consuming; net something you
want fo deal with onstage if it's avoidable.
neep spare pedals, adapiess. vour memory
cards and other backups, a multi-driver, a
reasonable quaatity of Scotch Whisky and
swhatever else you might need in there as well.

If you do have a tech troubleshooting vour
gear for vou, they'll need be able to have
access 1o such components at side stage, but if
vou don't, you should have easy onstage
access, just in case. The same thing goes for
all your backups for settings and samples. Be
certain to Keep 4 third copy of any disks, sam-
nles or audio files back home, preferably with
someone who can be reached and trusted to
send them out 10 meet vou. in a format you
vant load up, on tonr should the need arise. Cut
down the margir for error even more by
westing any essential backup gear and cables
regularly and always after llying.

Regardless of whether you're headed out
on 1our, or to the studio, always bring what vou
need to play, tech and backup your gear. It
may be a little more hassle to move, or cost a
hit more to tratsport, but it's worth it. If
vou're headed overseas backup is more impor-
tant than ever. That drawer 1 just mentioned;
the one that's full of extra cables and assorted
adapters? Remove your backups, memory
cards and any parts you might need, put them

into a solid briefcase and take it with vou.
When flying. carry-on this suitcase if possible.
Though you can't be expected to effect
major repairs mid-show and mast gear is far
more complex than yvou personally may be
able to deal with. Certain issues can be taken
care of with a few simple tools and reliable
system and audio file backups. Eventually
kevhoards will get torn up by touring and it
doesn’t hurt to get friendly with a god tech
at your local music store and 1o watch them
conduct any necessary repairs, Ceriain key-
boards, especially vintage gear, hiave problems
that reoccur with age or use. If it breaks there
once the chances are good it will again.
Possessing both the knowledge and 1he parts
to make the repairs will cut down on stress.
Finally, always deal with any problems
immediately, no matter how small they seem.
They ¢an swiftly become larger if net looked
after. A good example: One day a crew member
informed me that one of my devices had what
sounded like a loose screw somewhere around
the power supply - | responded with an uncon
cerned “Yes, 1 know, I'li fix it when | get home.”
Our next conversation was less relaxed. owing
to the fact that the keyhoard in question was
now on fire; a situation that fook a hasty rental
and six hundred dollars to remedy. [c]

Kevin Young is a Monlreal-bused
musician, who is keyboardist jor both Moist
und David Usher

GUITARS OF

AMERICA

tone and playability you would expect from a
premium guitar - along with that little bit of
magic you've only dreamed of.

Each D'Angelico, from full-bodied
models like the completely hand-carved
NYL-1 to the semi-hollowbody NYSS-3 and stun-
ning new solidbodies and acoustics, delivers the

% Clussic styling, the finest materials and meticulous crafsmanship -
hallmarks of a legacy we fake very seriously.
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to Conternporaries:
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Greg Skaff
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Mark Lediore

Bat FAeiheny
Group]

Vil Motiews

of the Count Bosie
Oichestre
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THE ALCHEMY OF
MUSIC

upon
' a time
in a galaxy not so far
away, bipedal humanoids, in
the form of nomadic folk-min-

strels, commonly foreswore worldly
comforts and luxuries in the hopes that
their aural masterpieces would bring rewards, acclaim and immortality. These
works would miraculously be transduced from tiny potential voltages to a state
of flux moving at light speed. This chrysalis occurred however, only after all their
personal wealth had been surrendered in order to demonstrate their martyrdom
to the cause and their purity of purpose.



The minstrels, led by little more than faith in
the auguries of their divine interpreters, sometimes
' called producers, would work days, weeks, vears,
in dimly lit hovels, often called studios, all for the
opportunity to present their offerings. These
musical offerings were intended to appease deities,
known as record company executives, who
controlled the destiny of the hapless minstrels,
imperiously and arbitrarily from afar. After much
sweat, many tears, and much beseeching of the
muse — coupled with the ingestion of ancient and
powerful medicaments squeczed from beans, dried
leaves, fermented fruits and grains — the fatalistic
minstrels would present their offerings at the altar
of the gods through a strange and capricious
medium called an audio cassette tape. This fickle
messenger would, even when the prescribed
sacrifices had been made and solemn rituals
observed, often intercede cruelly with a destructive
interpretation of its own, sadly rendering the
lovingly conceived music into something
unrecognizable even to its creators.

Thankfully, the dark ages ended in the last year
or maybe the year before. Much has changed and
much hasn’t. But this I know: music is more fun
and creative now, for the technically inclined! The
computer, as a medium which had the
potential to make recording more accessible and
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' “Who was the smarty-pants who turned audio
- signals into visual building blocks? And
:‘» hoever dreamed that Lego would train future

recording engineers?”’

more cost effective for the project studio, has
become so successful that I would argue that it is
now the most prevalent musical instrument (for
better or worse) on the radio today. Software has
become a medium in which musicians can create,
notate, record, mix and master.

At the heart of the virtual studio is the
multitrack audio program. This little gem has
names like: Pro Tools, Cubase, Performer, Logic,
Sonar ... and takes the place of the automated
$250,000 recording console with flying faders, and
the $50,000, 2" 24-crack recorder, not to mention
that nonsensical and expensive anomaly which
wired the two together know as the “patch bay”.
You can now get all this and much, much more
for less than $1,000!

There are a lot of holdouts that are reluctant to
move to computer production, fearing an
unknown virtual world which will get in the way
of their creativity. However, the interfaces for
these digital audio software suites can casily fit
many different production styles.

For the mullet crowd, thinning on top and
expanding in the middle, sporting a threadbare
Tull t-shirt, who quaintly insist on recording in
linear fashion: I, too, still like to track in a
“normal” recording studio, in “normal” fashion.
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When shooting for that analog
sound, it’s nice to track to 2"
tape. Once recorded, there is an
abundance of hardware options
to transfer the audio tracks to
hard drive at which point you
can take them home with you.

Once at home, the computer
is a great place to really take
time with lead and background
vocals. Once you get the hang of
‘flying-in’ the parts, the comput-
er is a powerful tool for editing
minor time inconsistencices. Every
digital audio program in exis-
tence performs almost magical
feats of cutting and splicing
tracks, feats that were formerly
reserved for the “audio surgeon™
with a razor blade and nerves of
steel. As an incidental bonus, for
keyboard players, you can also
install a fashion makeover pro-
gram to experiment with a new
hairdo while making changes to
your recorded tracks.

With the new gencration of
software and a reasonably fast
PC, it is also possible to track
straight to the computer ... with
confidence. Though I have been
somewhat reluctant to track
directly to computer, especially
with a large multitrack session
for fear of glitches or monitoring
inflexibility, I can now confident-
ly cue the Baptist Preacher
Voice: ‘“...Brothers and Sisters,
you are now hearing the recita-
tions of the converted!”

In a recent tracking scssion in
Nashville for newcomer Rick
Henry, we tracked direct to PC
on a software package called
Nuendo, through a souped-up
“old”” Yamaha O2R digital mix-
ing console. The O2R converted
the signal to digital, and ran the
headphone mixes. The digital
signal was transferred as a multi-
track signal through a MOTU
2408, and Nuendo did a flawless
job of recording and punching 20
tracks at a time. With this system
we were very quickly able to
make a major arrangement
change to an entire song and all
its recorded tracks, after the song
had been completed, but while
the session musicians were still
on hand. This ability, heretofore
a farfetched pipedream, was
made possible by cutting the
place where a ‘bridge’ could be
later inserted. The band then
played the bridge section, the
software did the non-destructive
punch, and the engineer fine-

tuned the punch-in after it had
been performed. (Initially, he had
the computer punch-in earlv and
punch-out late). After this take
was complete, he resized the
punch-in for each track (based
upon where the player had hit
the first note), and the resulting
edit was perfect. This technical
feat could not be performed in
any other medium. The session
was fantastic and the moderately
speedy PC (priced likely around
$1,000 with similar priced soft-
ware) was solid and outstanding.
I am still not ready to replace a
Neve and a finely tuned Studer
tape deck for all situations, but |

can say that tracking t
home PC, or in this
PC, was a dream. :

The engineer who b
truly creative and facil
another musician at th
and the instrument play
computer. Who was t
pants who turned audio
into visual building blo
whoever dreamed that
would train future recorc
engineers? v

Yeah, I am talking abc
ing. 1 first became aware
technology through Soni
Foundry’s Acid back in the
ages in the last millennium.

)

When Good Gigs Go Bad
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dedicated fo
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inferests of
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organization that
will help you
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serious benefits.
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remember thinking, “That’s fun, but vou can’t
make real music with that?”

Until recently, a dedicated looping program was
required to build grooves, using loops which then
had to be exported piecemeal to a digital audio
program where overdubs could be added. It was
creative in a new way, but pretty clumsy. This
changed for me shordy after opening a shiny new
Pandora’s box trom the fine folks at Cakewalk.
Sonar 2, as a digital audio program, performs
solidly, and one wouldn’t expect anvihing less.

But Sonar 2 has added the ability to work with
“acidized” loops. What does this mean? It means
that from an interface common to almost all
audio plattorms, you can record in the usual lin-
ear fashion, add MIDI and loops scamlessly, and
all data will be accepted as if it were from the
same format.

If your current audio program doesn’t have
this ability, it soon will; and if you are in the
market for software, buy a program that
works with loops as well. The ability, in real-
time, to add something like a swinging sax
loop over a straight multitrack drum record-
ing adds flexibility and creativity previously
unattainable. This all-in-one approach to
recording audio is like being a kid and having
Mom tell you it’s fine to ecat ice cream with your
steak and mashed potatoes. You might learn that
it isn’t worth doing, but it was fun finding out.

And Now For Something
Completely Different: Plug-ins 0

It wasn’t all that long ago that a digital effects
unit of questionable quality would cost $2,500.
Worse yet, you could spend significantly more for
a good sounding compressor to patch into merely
one instrument on one channel of vour very
expensive mixing console. I am here to gleefully
tell you that those days are over. Oh, it gets better!

When you buy a software plug-in, you don’t
just get one. No wayv. We are presently living in
the future. You may re-use it on as many audio

“Engineering note: Much like owning a fast
car; just because you can drive faster than
everyone else doesn’t mean you should.”

tracks as your little processor can handle. You can
literally buy one good physical-modelling com-
pressor and turn it into 40! (Engincering note:
Much like owning a fast car; just because you can
drive faster than c¢vervone else doesn’t mean you
should.)

Plug-ins are the dark matter of the software
cosmos, mysterious and deceiving. Some have
pretty intertaces and sound bad; others appcar
visually conservative and sound wondertul. I could
probably write an entire book that described in
detail the manifold pitfalls of such things as plug-
ins which aren’t truly 24-bit and therefore add
artifacts as bit-depth and word length become




more complex. But such a book
would be obsolete by printing
time. (Well actually, my version
of the book, unlike some of my
contemporaries who work solely
on Macs, would be short. To wit,
“...Listen carefully, now. Does it
sound good? Yes? Well then, plug
it in, plug it in.”” End of book.)
There are dozens of different
reverb plug-ins. By their nature

running those two or three
reverbs, you will likely bog-down
your computer. The screen will
update slowly, laboriously switch-
ing from the mixer view to the
editing screen. To combat this
problem, 1 often print my reverb
to a stereo track. The average
7200 RPM, 40 GB drive can play
around 100 simultancous audio
tracks. (I sometimes like to use

“Mixing on the computer is a bit of a

double-edged sword. On the one hand, you
have all the time in the world to get the mix

that you want, but on the other hand, you

have all the time in the world to get the

mix that you want.”

they will use up the most proces-
sor power. On a reasonably fast

system, while mixing 32 tracks of

audio and using a handful of
EQs, compressors and delays,
you can expect to get away with
no more than two, or perhaps
three different reverbs. But when

this as a pick-up line.
Incidentally, Alan Doyle of Great
Big Sca recommends to his
struggling bachcelor friends the
line, “Would you rather be hit
over the head by a cabbage or a
lettuce?” This works surprisingly
well, but I have found the innu-

endo of the ‘hard drive’ to be
superior. Ahem). With a solid
rough mix up, I copy the vocal
to another track (sometimes
called cloning) and add my
reverb plug-in to the cloned
track. On the “wet/dry” control
of the reverb 1 will slide it to 100
per cent wet, then turn the over-
all track volume down till my
new ‘“reverb’ track is sitting at
the level I want. At this point I
change reverb parameters to find
the desired reverb sound. At the
precise moment of ambient
epiphany (when it sounds g
eh?), I “apply” the effect to
track. This frees the processor
run faster and allows automati
to control the amount of reve
on the vocal by simply movin
the fader of the reverb track.
EQs and delays, comparati
use very little processor powat’_
You can likely plug an EQ
and/or delay into every track in
your mix. (Just remember it’s
like a fast car...) 5
Comprcssors use up slightly
more processor power, especially
those of the physical-modelling
variety. Physical models aren’t
girls dancing around in wotko t

'
IAZZ EXPLAINED
o

Jazz TaeTies

BY CHASE SANBORN
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keys Sensational five
Drums Interactive Arranger
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THE AUTHOR OF THE BRASS TACTICS
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TO JAZZ IMPROVISATION. JAZZ TACTICS
ENLIGHTENS AND ENTERTAINS WHILE IT
UNRAVELS THE MYSTERIES OF JAZZ.

AVAILABLE ONLINE AT:

jazztactiot.com

Solton Sync. 3DSP's. Micro & Vocalizer New powerful Midi
by Ketron PlayerKaraokePanem&s.ac.uenrqupmaf
interface Video interface (optional)
3 )
Ketron X4 X4 is a fantastic new
generation sound module, designed to
meet the needs of musicians
lcoking for high quality sound
combined with top level
professional performance.
L
(Ketmn X1 We set ourselves the highest
possible standards with Famstaking
attention to detait to create the ultimate
music machine, which Is ot just a key- s A
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e variable algorithms in
to mimic specific coloura-
§ or ‘non-linearities’ found in
tronic components (not a
»d pick-up line). In casier
1, they sound like expensive
eh?
ysical modelling can cur-
tly be found in almost every
et of software. Antares Mic
deler is a handy little plug-in
‘have on-hand to achieve the
- signature colourations of mics
not actually in your arsenal. This
plug-in, when used on a signal
recorded with a good quality,
.. neutral sounding condenser mic,
' can give excellent results.
£ Not only can you save money
microphones these days, you
Iso save money on instruments.
new “virtual” instruments
an be “plugged” into your
© program allow you to play
amples, synthesizers and physi-
cally-modelled acoustic instruments
a MIDI keyboard, plugged
i£0 your computer. Programs
¢ Gigasampler allow you to
y pianos or strings without
ny of the limitations that stan-
td synths and keyboards
jose. For example, it is possi-
[0 generate a note that will

take 40 seconds or more to decay
- just like a real piano. Though
these samples require more than
a gigabyte of storage, they sound
fantastic and it is only currently
possible to achieve this on a
computer-based system.

There are now scads of physi-
cal-modelling reverbs. These
reverbs actually take the signal
and apply reverb signatures nor-
mally found in places like
churches and arenas. If you’re
anything like me, I just hate it
when I want to get the reverb of
GM Place for a particular track,
but can’t get in because the
Canucks are playing.

Another physical-model fave,
and friend to assistant engineers
everywhere, is the amp simula-
tor. Let’s be honest, there is
something fiendishly gratifying
about sending the dutiful assis-
tant into the dank, skanky torture
chamber used for guitar amp iso-
lation, containing beer-stained
amps and discarded crisp pack-
ets, where cacophonous guitars
must be cranked to 11 while each
unit is put through its paces.
Though the miserable blighter
(coffee boy/girl/assistant) has no
headphones, you blithely com-

mand his every move through
the talkback. He contorts himself
into impossible positions trying
to get ‘that perfect monster gui-
tar sound’ as, en masse, the band
and producer repair to the
lounge for refreshments. But
digress.

Recently I have found it quite
efficient, although not as gratify-
ing, to audition virtual amp and
mic combinations while listening
to the guitar being played (with-
out bleed from the amp room). I
can be confident in knowing that
the sound 1 have dialed-up will
slot into the sound picture nicely.
Oh the joys of living in the :
future.

Mixing on the computer is a
bit of a double-edged sword. On
the one hand, you have all the
time in the world to get the mix
that you want, but on the other
hand, you have all the time in
the world to get the mix that ;
you want. It does, however, take
a little longer to mix when you
only have access to one fader at
a time. This is in fact one of the
biggest limitations of such a
method. Of course our buddies,
the manufacturers, have been
working on this one. And this

. Paul Sanderson, LL.B.

. Blair Holder, LL.B.

E Sanderson’laylor
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179 John Street, Suite 404
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Web site: www.sandersontaylor.com
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par, if you are a practicing ‘gad-
etarian’, is the year you will add
1e of the fancy new control

urfaces to the home studio. The

M@ piece of hardware that allows for
5 multiple panning, supplies fader
knobs, and furnishes transport

¢ controls to give that real studio
l. But hey, if you are going to
end that kind of money, why

bt a little more and get a digital
ixing console to take some of
e processing weight off of your
pmputer? This frees up your
focessor to work on its specialty
asks, while the digital mixer
WBecomes the tactile control sur-

face. And then, if you are going
to spend that amount ... for just
a little more...

No, there really isn’t an end in
sight. Only a decade ago, we
looked ahead and anticipated the
day we could record, mix and
master at home all in the digital
domain. Maybe I am not as
visionary as I should be, but I
really didn’t foresee compressing
audio files with MP3 software so
I could send songs directly to the
radio station where they could be
instantly added to a play list.
(Nor did I foresee the converse
and nightmarish scenario of
sending a mix-in-progress to a

Saved By Technology

BIE=

Canada s MIDI music and digital audio equipment specialists!

-
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management company on the
other side of the world, allowing
them to “take part in the mixing
process”). With the new soft-
ware, we are able to compress
music to a dynamic range of 4dB
(so loud the meters never move).
Meanwhile, there are manufac-
turers who would have us believe
that 16-bit (a dynamic range of
around 90dB and about 86dB
more than we apparently need
for a club mix) is not enough;
we must record 24-bit signals so
that we may squash it to within
an inch of its life! Not so the
audio sounds better, but just to
be louder than the other guys.

And for the future, the true
future? A word of caution: We
will be able to ask the computer
to do unbelievable things like lift
and separate parts and samples
from recordings old or new,
clean or distorted. Louis
Armstrong’s trumpet lifted from
a Zeller’s Christmas Compilation
CD, gunshots counted and trian-
gulated in Dealey Plaza. We will
be able to exhume things from
recordings we didn’t even know
were there. Beware! Remember
this as you swear at the singer,
believing that no onc will ever
hear what you really said, while
you hit the red virtual record
button on the virtual interface of
your virtual recording studio.

In short, it comes as no sur-
prise that software and the home
computer have the ability to alter
and re-invent music in ways we
never thought possible. And, to
mockingly paraphrase Charlton
Heston, it’s not the computers
and software that ruin music, it’s
the people that use them.
Continuing to find ways to
creatively use the tools in your
virtual arsenal will ensure that
music production and the music
industry remain a satisfying blend
of science and art.

For a complete list of music
and audio software suppliers,
visit www.canadianmusician.com
[software for links to the companies’
Web sites. D

Alec Watson is a Recovding Engincer
located in Nanaimo, BC, who has
spent numerous years working in both
Canada and Nashville, TN. He is
co-owner of VinSyne, a BC-based
production company which you can
find online ar wwnw.vinsync.com.
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we’re

abodiif-indu

his is part two of CAPs three-part

series delving into all thatis Tom

Wilson and his unique writing stvle.
Widely recognized as a rebel in the in-
dustry, Tom sat down with us and shared

his views on where good songs come
from. A word of caution to our more
sensitive readers, the following article
contains language more appropriate for
sailors and industry veterans. Canadian
Musician neither supports nor endorses

the use of such language, though we have
been known to mutter such things under our
breath and in the privacy of our own homes.

Canadian Musician: Could you walk us
through how you go about writing a song?

Tom Wilson: I think, being an ex-addict, |
find that creative energy — the creative proc-
ess —is the most addictive non-substance that
I think you can get your hands on. T think
that everybody has the potential in them to
create whether it's painting, or writing a
short story, play, poem or music. We've all
gotitinus, It’s just a question of unleashing
that. It’s kind of like if you're 30 years old
and you've never been laid, the potential for
vou to go out and geta blowjob is there, but
it you’ve never got one, you don’t know what
you're missing ‘cause you're a fucking idiot.

It's the same thing with creative energy, if

nobody tells you thatit’s there for you, that
vou've got this inside you and you can un-
leash thisand you can let it out, and that its
rcnllv rewarding then you'll never know that
vou've got it. You'll never know that it'’s
there for vou.

CM: [s there anything in particular that you
do, like a certain song you put on to spark
those juices, or a painting you look at, any-
thing like thatatall?

TW: [ don’tknow ... books have always in-
spired me more than music as far as writing
goes. Good ideas — conversation is really No.
I on the list as far as getting inspiration.
People ina bus terminal, people ina bar, you
catch on to some things that they say man
and you've got great songs there. Also, |

canadian musician

about
communication

not talking

consider myself really fortunate to be liv-
ing in Hamilton, because [ think that being
na big city you’re always looking over your
shoulder, you’re always watching what vour
buddy is doing, you're always watching.
Every corner you turn, there’s 10 people
doing the same fucking boring thing, vou
know what [ mean? In smaller cities like
Hamilton or Winnipeg or St. Catharines
(vou know Ron Sexsmith is from St.
Catharines) it’s a great place to start form-
ing vour own style. It’s like when Junkhouse
went to Toronto from [lamilton nobody
had ever seen anything as ridiculous as that.
It was loud and obnoxious and we didn’t give
ashit, and everyone in Toronto was being
a little ponsy Rheostatic. I'm not slagging
anybody, I'm just saying that the actual geo-
graphic surroundings that vou're in can lend
a lot to how you develop yvour style.

CM: Do you start with pen or pick? Mean-
ing, do you write down the lyries first or do
vou kick oft the process by strumming it out
on the guitar?

TW: It'’s 50750 for me. Sometimes singing
a litde melody and just finding something,
trying to fit that square peg in a round hole
makes you come up with interesting things.
Also simplicity is so important. I've always
said this, [ could write the song that puts all
the fish back in the sea, and T could write
the song that fills up the hole in the ozone
fayer, and nobody would give a shit, but
people want to hear “Out Of My Tead” for
the rest of my life. 1£s like a two-chord song,
there’s nothing to it, but simplicity really
rules. We're talking about communication.,
We're not talking about self-indulgence.
We can selt indulge ourselves all we want
and it doesn’t make us any happicr, | think
really the job that we have is to communi-
cate. And [ think thatas artists we're happier
communicating with people and knowing
that we're connecting with people. And
we're not dumbing it down, which is the
term in this industry, in the movie industry
and the entertainment industry. 1°s just
making it simple man conversation.

Igence’

Part 1l

When Esitdown to write with people, when
I do re-writes with people and they're kind
of getting frilly with their words, 1 say to
thcm ‘If vou were sitting in the Royal ilo-
tel or the Balmoral Hotel in 1 lamilton, and
vou were talking like that, vou would geta
beer hottle broken over vour head.” If I sat
down with you in some bar, how would I talk
to you and say ‘I'm really fucking bummed
out man, my wife left me and I've got no
money,” or ‘lley man, I just met this chick
and we just fucked and it’s fucking great and
we getalong and [slept over at her house.”
How would I explain that? Would I frill icall
up like the Moody Blues or Yes or Procol
Harum? Or would [ make it sound like I'm
from Hamilton, like 'm talking about it? So
communication is really important, and
communicating in the simplest terms as far
as I’'m concerned.

Tom Wilson, best known for fronting the rock
band Junkbouse, bas won numerons accoludes
tncluding three Junos during bis iconic carcer in
the Canadian music industry. The first album in
bis recently launched solo career, Planet Love

sees Tom explore new areas of bimself both
musically and personally. For more infornuation
on Tonr and bis album, click on
wwwtonrwilvon. net.




options

hese days, the independent artist or
group has to weigh many ditterent
options when it comes to recording - un-
like the major Iabel artist who usually gets
the opportunity to record and mix in a
world class studio because the record company
is paving forit. Unless vou're an independ-
ent artist with Tots of money, world-class
recording facilities are not in the realm of
financial possibility. (For a more detailed
description of a world class facility, see my
April 1996 Canadian Musician article, *1f
This Were Anywhere Between 1970-1990,
We'd Al Be A Little Less Confused™).
Since | work with many independent
artists, [ make it my business to seck out
recording facilities thatare high in quality
but do not have a world class price tag. Be-
ing a recording engineer/producer for over
25 vears. it's casy for me to evaluate a stu-
dio’s quality by just seeing an equipment list
(although T have been known to say that
“cquipment isn't evervthing” and it's true).
Musicians however, usually do nothave this
knowledge and need help in determming
what the good options are tor recording
their project. In that April 1996 article, |
hroke down recording equipmentand qual-
ity into four distinet categories:

1. \World Class

2. Professional

e S

3. Semi-professional

+. Consumer/Home Recording

Since world class recording is too expen-
sive and consumer recording is quite often
not competitive, marketable quality, the
“Protessional” and the *Semi-Professional”
categories are the ones in which a lot of
marketable recordings are being made. Can
vou hear the difference in these twa cat-

www.canadianmusician.com

for the

cgories of recording? Yes, definitely. How
much does it matter in today’s recording
world where anything goes: ' not sure.
There are some *Lo-Fi" recordings (mean-
ing mediocre audio quality) on the radio that
have done very well hecause the music is
great. If vou have the right person doing the
engineering and/or producing, even a semi-
professional studio can produce great results.
However, having said that, [also think that
there is too much inappropriate use of
“basement” studios when a more protessional
format was needed.

I'he major differences between a profes-
sional studio and a semi-professional studio
are the recording console, the multitrack tape
formats, the microphone/mic pre-amp col-
lection and the quality of outhoard gear. 1ta
studio has a Mackie board, three ADAT
machines, no condenser microphones and
two $300 effects processors, then this is a
semi-professional studio. Ifa studio has a con-
sole made by SSL, Neve, APL Sony/MCH,
Amek, Westar or DDA and has both digital
and analog recording formats, many con-
denser mics and effects processors, thisis a
professional studio.

So the question is, if vou arc an indice
musician or group wanting to record and
don’t know anvthing about equipment dit-
ferences, how can vou evaluate a studio? The
answer is, vou can’t, not by vourself. The hest
way around this is to find someone knowl
edgeable to help vou. Other musicians are
the best resource for knowing good people
to talk to. If vou're not already connected
to or know an independent enginceer
and/or producer, then ask around.
[aving an independent engineer
and/or producer to help with ini-
tial decisions will give vou the most
unbiased outlook on the situation.

rtist

I‘ngineers and producers who are em-
ployees of studios will do anything they
can to promote the studio they work
for, even if it's not right for vour
project. T'he success of vour project is
directly related to the thoroughness of
vour research in this arca. Be sure to
getas many opinions and references as
vou can and make sure to not be swaved
by just one enthusiastic reference.
Meet with people personally but don’t
get talked into paving for that first
meeting. In my opinion, offering an
initial free consultation is a common
business courtesy.

RKurcar Kane bas been cngineering and
¢ g
producing music since 1974,
Her credits, profile, and other
published articles cun be seen at ber
Ieb site: www. total.net/~mixmana.
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techniques

Put All Your Ducks In A Row

Old sound engincers never die, they just
move to Vegas and run sound for singers
our parents listened to. Well, at least that
happened to some sound engineers that [
know, including myself for a short time.
It was a bitofa learning curve moving from
mixing mostly rock and pop bands to art-
ists that were without a doubt the only star
of the show. Their names are on the mar-
quee, and the fans buying the tickets want
to be sure to hear that singer’s golden pipes

well above any musical distraction,
What I discovered carly in my new
carcer direction was that conventional
mixing didn’tnecessarily work, and | would
continually chase my tail. First, I'd turn up
a keyboard patch, and then I'd turn down
the percussion. Soon I'd reach for a guitar
mic, and then ... well, vou get the picture.
The funny thing was, as I would reach up to
turn something down, the musicians were
already backing off the gas pedal, having
spent years mixing themselves on stage.
What 1 learned was, never let the star vo-
calist get lostin the mix as you play the game

of “chase the offending instrument.”

The simplest way to make sure I'm not
losing the vocalist is to group everything
except the star vocal into one VCA group.
This way 1 can mix the show with two fin-
gers. One is on the band and one on the star.
If some part of the band gets too loud, 1 turn
the whole band mix down o ensure the vo-
calist is clear and on top and then sort out
the culprit betore fading the whole band mix
back in.

“This all may sound a bit extreme, but you
can’t really know how tough these gigs can
be until you try them. It doesn’t often hap-
pen thata fan will come out of the audience
at the end of the show and mention to you
that the keyboards were a touch low. You
know you w ill hear, and usually vour boss will
as well, if his vocals were not the primary
clement of the mix. Make vour life casy

canadian musician

and group everything except the star on
one VCA.

“The musicians in the band are usually
not around more than a couple vears at a
time, and we sound engineers come and go
from those gigs as w eIl but that star will be
in Vegas well into the 21+ century, so do
vour duty and let the fans hear him or her
as clearas crvstal.

Group Rates

Okay. Let's face it 1e's all abowt money,
right? In this day and age of cutting back on
costs, we have all been foreed to cut corners
and rethink how we approach the necessity
of certain equipment. We've also heen asked

to minimize our footprint on the Front of

House riser. One way that space can be
saved is by cutting back on the amount of
compressors vou take on the road.
Onarecent tour, | put the main instru-
ments and most of the vocals that needed
to be compressed into stereo subgroups and
then inserted stereo compressors across
those groups. One rack space, one sterco
compressor, and a whole group of vocals or
instruments are processed. Ind result: a lot
of space was saved. With the new consoles
on the scene now, loaded with virtual dy-
namics and onboard software-driven signal

processing, the davs of racks and racks of

gates, compressors, and effects units are
soon to be gone. Weare also seeing “8-in,
S-out™ interface devices, such as BSS
Soundweh, that process the signal in a
bunch of ways: this further eliminates rack-
mounted compressors and 10 units.

[ agree with this philosophy of down-
sizing when it comes to tours that go for a
long period of time, where things get set
and pretry much left alone. When 1 do a
one-oft and have very little time to get set
up, however, sitting down with a mousc and
new software is a scary thought, and defi-
nitely not the fastest way to go. That being
said, the onboard stuffis really close (at the

time of this writing) to being just as great
sounding, and user-friendly to operate, as the
rack-mounted stuff, We are already seeing
rack mounted consoles that operate with a
mouse and screen, or small mainframes with
a few VCAs and channel strips to replace the
monoliths we now mix on. "I'he learning
curve may be a bitsteep, but when the first
hig tour goes out there with a Front of
[ouse riser thatis 8" x 8', weare all going to
have to tollow suit. Because I've seen this
coming,  have tried to consolidate my rack
space and get used to the “downsizing
mindset.”

One great way to accomplish this is to
gang those compressors up into subgroups.
It works well. You may lose a little control
overindividual vocals or instruments, but on
average vou will be just as pleased and keep
costs and real estate requirements down,
Let’s ger with the new way of thinking and
keep ourselves emploved. And if vou're still
not convineed, think of all the P-touch la-
bels that vou'll save not having to mark all
those compressors at the start of the tour.

Ubis article is taken from Jim Yakabuski's book
eutitled Professional Sound Reinforeement
Techniques. The book is published by MixBooks,
an imprint of artistpro.com. You can also find the
book online at wwwe.mixhooks.com and
wwwanusichooksplus.com.
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The straight shot to a clear

Available with legendary
SM58" and Beta models

Wireless Microphone Systems

Auto Frequency Selection
Find the operi UHF frequencies fast
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Auto Frequency Selection

Reliable, professional quality sound
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Introduction
his article is the first of a two-part
article reviewing the major terms
found in a typical Canadian Major Record
Company recording contract. Of course,
individual circumstances can vary widely
depending on the bargaining power of
the artisr.

Major Record Company
When we use the term “Major Record
Company” (“MRC”) we mean one of the
following companies in Canada: Warner
Bros., Universal, BMG, EMI and Sony.
Several other record companies in Canada
including Jive, Aquarius, and Nettwerk
can, on occasion, make competitive offers
against MRCs. Smaller record companies
may be more flexible on the length of
term and creative control issues whercas
NMRCs are often stronger in the financial
guarantees of artist advances, recording
funds, video budgets, tour support, etc. All
of these terms are discussed below.

Term

Ivery recording agreement should explic-
ity outline how long the contract is for.
Typically, the term is tied to a delivery com-
mitment for a particular number of albums.
Inmostinstances a Major Recording Com-
pany will attempt to tie up the artist for as
many albums as possible with the maximum
being up to eighralbums. The artist (or their
representatives) should attempt to reduce
this requirement to as tew albums as possi-
ble (three to six).

The MRC will commit to producing and
releasing one album and will retain options
to the remaiming albums. Itis important to
remember, although a recording agree-
ment may be for up to cight albums the
MRC will not guarantee to fund the pro-
duction ofall cightalbums. Itis rheir option
to decide whether or not they wish to ex-
tend the relationship with the artist bevond
the firstalbum.

Occasionally an artist may be able to have
the MRC commit to a guaranteed two al-
bums but rarely beyvond that. The artist tries
to get the MRC to commit to as many al-
bums as possible and o reduce the overall
option periods as much as possible. The re-
duction ot option periods will hopetully put
the arvtist ina berter position to re-negoti-
ate an exrension of their currentagreement

canadian musician

agreements .

The views and opinions expressed in this article are not meant to substitute for legal
advice which should be sought in cach particulur instunce.

if they enjoy success on their first four or
five albums. As we know, artists rarely reach
the end of their option periods with the
MRC; however, it doesn’t hurt to plan ahead
Just in case.

Advances

Normally when an artist signs a recording
agreement with an MIRC the artist will re-
ceive an advance of approximately $20,000
to $30,000 Cdn. This is money for the artist
to use at the artist’s sole discretion. Often
this money is used to pay living expenses,
management commissions, legal fees and
artist debts. This money, especially if itis the
solc source of income for the artist, must also
provide for the artist’s basic living needs (i.c.
food, rent, ete.) betore, during and after the
recording of the first album under the MRC
agreement. Sometimes MRCs will kick in
further monies when the artistis in desper-
ate need — other times they won’t and the
artist may be forced to entertain a publishing
ofter or work a second job prior to release
of the first album,

The artist will receive further artist ad-
vances for subscquent albums under the
recording agreement when, and if, the
MRC cleets to exercise its option(s).

[Note to rcader: do not forget to address
Goods and Services Tax (GS'T) issues un-
der this section.]

Recording Budgets/Funds
The agreement will also guarantee a mini-
mum amount for recording cach album.
An average guaranteed recording budget tor
a first album would likely range berween
$100,000 to $200,000 depending on the
anticipated recording costs for the artist,
Many times recording companies will guar-
antee a minimum recording budget but
authorize larger actual recording budgets
once the process of recording the actual al-
bum begins. Very few albums are recorded
for amounts lower than the recording budg-
ets granted in the agreement.

Itis important to understand the dis-
tinction between recording “Budgets” and
recording “Iunds” in a recording agree-
ment. “Recording Budgets” are often bare
minimums where, it the artist comes in un-
der budget, the surplus does NO'I" go to the
artist; whereas “Recording Funds” pay any
recording money surplus, remaining after
delivery of the applicable album, to

the Artist. Make sure this is clarified in the
agreement.

Recoupment

This issuc of recoupment is important to
understand. In brief. many of the costs in-
curred by the record company such as artist
advances; recording budgets; tour support
and video monies are paid back to the MRC
through the artist’s royalty (described be-
low). For example, if the record company
costs listed above toralled $450,000 and the
artist’s royalty was $1.50 per album, the are-
ist would need to sell 300,000 copies of their
album (triple platinum in Canada!) to be in
a “recouped” position.

On the bright side of the equation the
advances described above are only ve-
coupable from artist royalties under the
agreement and are “non-returnable” so, it
vou don’t recoup under vour agreement
vou do not have to repay the MRC through
your personal funds. In addition, many of the
MRCs costs such as marketing, promotion,
and other overhead costs are not included
in the recoupable amounts.

Next Issue

Nextissue we will review Royaldes, Territory,
Creative Control, Controlled Composition
Clauses/Mechanicals, Video Budgets and
Tour Support. Join us.

Chris Taylor is a music lawyer witl the luze firm
of Sanderson Taylor and works with Grammy
Award Nominees. Nelly Furtado, Gerald Eaton
and Brian West among others. Find bim online
at www.sandersontavlor.com.

&by Chris Taylor B.A, LLB.
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1979)

O March/Apri! - Burton Cummings. Murray Mctauchlan, Shopping for a Synthesizer,

' Recording Studio Design, Notables' Stereos
00 September/October - Domenic Troiano, Prism, Irish Rovers, Moe Koffman,
Canadian Recording Studio Guide. Keyboard Combinations

1980

0 January/February - Trooper, Segarini, Ronnie Prophet. Andrew Davis. Managers,
Vintage Organs

O March/April - Triumph, Jerry Doucette, Ginette Reno. Tom Mawhinny, Show
Playing fo- Guitar - Part |, Record Piracy

03 July/August - Dan Hill, FM. Henry Cuesta, Powder Blues, Radio Airplay, Show
Playing for Guitar - Part Il

[0 September/October - David Clayton-Thomas, Downchild Blues Band, Nash the
Slash, Hearing Loss, Canadian Recording Studio Guide, Jazz Clubs

03 November/December - April Wine, Dianne Heatherington, Bufty Sainte-Marie,
Bobby Edwards, Troubleshooting Your Gear - Part |, Bass Players' Choice

O May/June - Chilliwack, Shari Ulrich, Daniel Lavoie, Performing Rights - Part |
Songwriters’ Market Guide

0O September,October - Diane Teft. Doug Bennett, David Wilcox, Linda Manzer, Anvil

OO November/December - Loverboy, Andrew Hermant, Wayne Rostad, V.E.J.I..
Canadian Recording Studio Guide

d983)

O March/Aprit - Rough Trade, Rob McConnelf and the Boss Brass, Dick Damron,
Terry Crawlford, Sam Moon, Do it Yourself Percussion - Part |

0O May/June - Liona Boyd, The Spoons, Raffi, Do it Yourself Percussion - Part

O September/October - Bruce Cockburn, lan Thomas. Lydia Taylor. image - Part |

0 November/December - Oscar Peterson, The Lincolns. Wildroot Orchestra, Jarvis
Benoit Quartet, Image - Part Il

1984
&) July/August - Triumph. Aldo Nova. Uzeb. Chilliwack, Grokking Etectronics
For a com

r——-—
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THE VERY
BEST OF

The Early Years

(1985)

O May/dune - Corey Hart, Murray McLauchlan, L'Etranger, The Electronic Drum
Jungte, The Canadian Musician Lighting Guide Part |

03 September/October - M + M, CM Lighting Guide Part Ii, Electronic Percussion
Accessories, Spotlight on Vancouver: Vancouver from the Air, Bruce Alien,
ldte Eyes, Nettwerk Records. Headpins, DOA

1986

{1 Jannary/February - Joni Mitchell, Loverboy, Creating That Buzz, The New Music,
Focus on Pro Keyboards

0 July/August - Luba, 54-40, Musicians’ Money, Cover Bands, Computer Music
Revolution

fo87)

0 July/August - Bryan Adams, Gowan, How to work Overseas Markets, Focus on
Recording

(1988
O Septemnber/October - Red Rider, Art Bergman, Jeff Healey, The State of the Guitar
O November/December - Disaster Proofing your Band Part I: On the Road,

Anng Murray, k.d. lang, Live Sound

3 March/April - 10th Anniversary Edition, The Artists, The Business, Selected Artist |
Index, The Equipment

O3 November/Decembes - David Wilcox, 54(40. Kevin MacMichael, How to avoid
getting ripped off, Putting a sound system together

(1990
January/February - Jane Siberry, Dan:et Lanois, The Scramblers, A&R Directors:
What are they looking for?, Life after Music Education

03 March/April - Rush, George Fox, Otiver Jones, Booking Agents: What makes them
lick?, Keyboards in the Nineties

3 September/Qctober - The Jeff Healey Band, The Northern Pikes, Celine Dion,
Learning from Lawyers Part 1, From Demo to Master

lete selection of CM Back issues visit:www.canadianmusician.com

* 1-4 Back Issues $4.95 each » 5-10 Back Issues $4 each « 11-15 or more
| I . | WANT TO MAKE SURE MY CANADIAN MUSICIAN LIBRARY 1S COMPLETE. Back Issues $3.50 each « 18 or more Back Issues $3 each « All the Back

I To order Canadian Musician back issues, just indicate
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Issues listed for only $75
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THIS ONE'S GONNA LEAVE A MARK!!

8 track simultaneous recording - perfect for live applications
Included CD/RW for burning songs and backing up Song data ‘ o e e
2 fully armed and operational 32 bit Effect blocks- 02R quality i .8
36 channels of 32 bit mixing power - all w/ EQ and Dynamics
Special Mastering, Guitar and Vocal effect presets
Sound Clip function allows you to jam and capture it
Wav burning - one function exports 16 tracks to .wavs
Remote control functionafty built in for computer software
4 stereo sampling pads with Auto BPM matching
250 MB of built in audio loops and sounds - no cheesy patterns!
Dead simple routing and operation - create your music faster
8 X 24 bit input converters includes 2 phantom powered XLR inputs
AWA4416 and AS2816 backup data compatible “excluding mixing data
PRICED LIKE ONLY THE DIGITAL MIXING LEADER CAN!

16 track Hard Disk recording - NO DATA COMPRESSION!
\

%3 YAMAHA Yamaha Canada Music 135 Milner Avenue Toronto, Ontario M1S 3R1 ~ www.yamaha.ca



Roland MC-09
PhraselLah

Roland |

f ’ DSP SYNTH Phrase
THE ART OF CHORDS 0 ] Sac-os

P Chords

new book by Stéphane
" Gagnon. The Art of
~ Chords, takes a new approach |
on teaching guitar players how
W= o read and understand chords.
"‘.""EEE'IEV With knowledge of anly six
chords. two basic formulas and
some rudiment of music theory, anyone can un-
derstand and play more than 9.000 possible
guitar chords. oland has recently released the MC-09 Phraselab. a desktop tool that combines a four-part audio
The fufly illustrated. step-by-step inutruction looper with a DSP monosynth capable of creating lead. bass and rhythm sound as well. the unit
includes chord theory. organization of the guitar | includes a vintage step sequencer. onboard effects. optional SmartMedia storage and more.
neck. reading a chord's name. individual chord The MC-09's DSP synth section is a modeled analog monosynth, which utilizes the PhraseLab’s
analysis. tips and memory tricks. writien exercises. | keypads or MIDI to trigger the sounds. Six real-time control knobs are used 1o tweak the sounds. while
praclical exercises and a complete chord dictionary. | a 32-step sequencer offers Roland's popu-ar TR-REC method for programming drum patterns using a grid.
The book 1s supported by the Web site. The unit's four-part audio looper can capture and loop up to four monophonic phrases. each up to Six
www.guitar-tracks.com. where readers can find | seconds in length. The MC-09 1s fully capable of sampling phrases from external sources via line inputs.
MP3 backing tracks, links and resources. Also, the | and since the PhraselLab uses BPM and measures. automatic looping is simple.
ook is available in both English and French. The Phraselab also features onboard effects. Four algorithms provide Filter. Isolator. Phaser and
For more information. contact: Canadian Print | Slicer effects. which can be applied to any ot the four audio loops o to live inputs. All is controlled in
Music Distributors. Inc.. 4500 Sheppard Ave.. E.. | real-time via the aforementioned knobs: and all data — including synth/effects patches. sequences and
#47G. Toronto. ON M1S 3R6 (416) 233-1200. | audio — can be conveniently stored on optional SmartMedia.
FAX (416) 293-4318. service@musichooks.com. | For more information. contacl: Roland Canada Music Lid.. 5480 Parkwood Way. Richmond. BC
www.mu:sicbooks.com/cpm. | VBV 2M4 (604) 270-6626. FAX (604) 270-6552. info@roland.ca. www.roland.ca.

ToneBone Tube Distortion Pedals

Radxal Engineering. a division of JP CableTek Elec-  provide the guitarist with a wide range of sounds  ToneBone Hot British brings forth the modern ag
tron.cs Lid.. 1s pleased to announce its latest  and effects. gressive sounds of the '80s. "90s and today. Both
in guitar tube distortion pedals. The ToneBane Clas The ToneBone Classic derives its tone from  pedals feature drive output controls for setting
sic and the ToneBone Hot British distorticn pedals  amplifiers used in the '60s and '70s. while the levels. as well as low and high frequency active

— > equalization, filtering, tone shaping and
boost switches.

Both ToneBone pedals are housed ina
compact foot-pedal enclosures and fea-
ture hybrid tube and transistor circuitry.
which combine to provide tube warmth
and tonal range. The footswitch also fea-
tures true bypass operation. allowing the
guitar to effortlessly pass through the
pedal. The guitar interacts with the same
‘feel” as playing with an amplifier.
ToneBone pedals come equipped with a
15V power supply.

For more information. contact: Radial
Engineering. Building 100. 1638 Kebet
Way. Port Coquitlam, BC V3C 5W9
(604) 942-1001. FAX (604) 942-1010.
info@cabletek.ca. www.radialeng.com
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Titanium
Guitar Strings

ohrbacher Technologies has unveiled their new corrosion proof Medium Tension Titanium
Acoustic Guitar Strings.

The strings are constructed with electrochemically-matched materials to eliminate corrosion,
and are designed to outlast conventional light gauge acoustic guitar strings (including coated
strings).

Equivalent in cumulative tension to conventional light gauge acoustic strings, the set joins

| Rohrbacher's growing line of strings, which includes low-tension nicke} and low-tension phosphor
bronze wound (designed for finger-style play) as well as Dr. Buzz string cleaner/lubricant/protectant.

For more information, contact: Rohrbacher Technologies LLC, 10 Wood!and Rd., Bordentown,
NJ 08505 (609) 298-3915, FAX (609) 298-3915, rohrbacher@rohrtech.com, www.rohrtech.com.

Producing/
Engineering
Program

4 4 7 17
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Fender
All-in-One
KXR Series
Amplifiers

F

ts expansive line [‘T musical instruments and
professional audio products. The KXR Series ¢f

machines and vocals. Available in two models
(KXR 100 and KXR 60), these portable, road

A
W

cly

80 W 4-ohm Fender Soe-
cial Design speaker. weighing 55 Ibs. and

volume, 4-band Master EQ. Master Revera,
FX Loop and a Delta Comp Limiter for spezker

amp is hcused in a 12" 8-ohm Fender Special

(

| This smaller amp also has a Delta Comp Limiter

| cal Instrument Corps.. 8860 E. Chaparral Rd.,
#100. Scottsdale. AZ 85250 (480) 596-9690,




Whatever your musical direction,

There’s a TRITON for you.

"J‘:; X ..‘ '_' BE s ».!

From sound design to expressive
performance, from imitial recording to
final audio CD, the TRITON STUDIO brings
your ideas, materials and music fogether. it's

the one instrument that encompasses all the
functienality needed to make and mix your music.
The new TRITON STUDIO is the ultimate expression of where

all music workstations have been heading, and where only Korg
can fake you. With a new CPU system that boasts several times the
processing speed of the TRITON *Classic®, this is the most powerful music
workstation available. The TRITON STUDIO is also available in three sizes: 61
and 76-key synth action vetsions, and a newly developed 88-key weighted action
model.

Also available is the TRITON Le. The new TRITON Le Music

— —"" “\\‘\ Workstation d@stills all the best features of ifs namesake
et T || m into a streamlined, cost-effective package. Available in
LRLALEL — . inheri .
=/ 61 and 76-key versions, the TRITON Le inherits the main
g - tunctionality of the TRITON and features an interface that
THORG e oo eneeollE ouen entry-level users will find comfortable.
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ww.korgcanadao.com

Korg Canada Head Office: 21600 Trans-Canada Highway, Baie D'Urfé Quebec HIX 4B7 » Tel: (514) 457-2555 / Fax: (514) 457-4681



AMERICAN
SCHOOL
OF LUTHERIE

The real deal.
Learn state-of-the-art
Guitar Making,
Design and Repair
from the world’s
finest luthiers.

(707)431-9530

~“schooloflutherie.com

IF
MUSIGIANS
ARE YOUR
MARKET

IS YOUR
MEDIUM

Every Friday
We Cover
The Greater
Toronto Area

416-964-8700

Introducing

Distributed in Canada by:

D’Addario Canada
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Johnson
Acoustic/
Electric
Basses

Jor"sm has recently announced the release of
two new instruments in their ling of acoustic/
electric basses.

The JG-622-E acoustic/electric jumbo bass is
designed for beginning bassists. Built with a Spruce
top and Nato neck for resonance and longevity.

fretboard and bridge. nickel/silver frets and a 4
band EQ/pickup
The JG-672 acoustic/electric bass is
constructed with a Canadian Sitka
Spruce top and Honduran Mahogany
back and sides, and like the JG-622-
E. it comes complete with a 4-band EQ
and pickup.
\\ For more information. contact: The
i Music Link Corporation, PO Box 162,
’ Brisbane, CA 94005 (888) 552-
5465, FAX (650) 615-8997,
www.themusiclink.net.

Genz Benz GBE 400
Bass Amp

enz Benz Enclosures has recently introduced their new line of Bass Amplification systems. the

GBE 400.

The GBE 400 is the smaller brother of the GBE 600 and features a complete solid-state design with
the ability to produce 450 W (@ 2 ohms). 330 W (@ 4 ohms) and 200 W (@ 8 ohms). The unit also
offers active/passive input with signal mute. tuner out. 3-shape circuits. 5-band active EQ. front panel
LED amplifier status display. master volume. limiter. XLR direct out with pre/post/ground lift switches.
dual speakon and 'z speaker outputs and high-efficiency fan cooling. The GBE 400 comes in a black
chassis with a brushed aluminium faceplate and silver metallic knobs.

For more information, contact: B&J Music Ltd.. 2360 Tedlo St.. Mississauga. ON L5A 3V3 (905)
896-3001. (800) 268-8147. FAX (905) 896-4554. (800) 777-3265. bjmusic-kmc@okaman.com.




Get Free Information | = 0 0 000 1
on the products and MUSICIAN
services advertised )
in this issue. The
advertiser will send
the information
directly to you.

| QRS |
- Self-Tuning
Piano |

RS Music Technologies, makers of the

Pianomation system, has recently intro- |
duced the Self-Tuning Piano.

The automated system tunes the piano by
passing an electrical current through its strings
and in turn warming or cooling the strings,
which either lowers or heightens the pitch of
the string respectively.

Eliminating the need to tune each of a pi- '
ano's 250 strings. the Self-Tuning Piano tunes
the entire instrument within 20 seconds at the |
push of a button. Invisible from the outside,
the self-tuning system does not affect the tone
quality of the piano at all.
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aven Peal Instruments has recently released
their newest guitar amplifier. Designed to help

guitarists protect their hearing. the Zeeta guitar
amplifier feature Maven Peal's new Sag Circuit. a
patented new power supply design that gives gui-
tars the sound they traditionally had to turn up the
volume to get. now at volumes as low as vz W.

With cases of tinnitus (that infernal ringing sound
in may a musicians head caused by prolonged ex-
posure to loud sound pressure levels) becoming
more and more common, the Zeeta amp cuts down
on risk by producing power amp distortion quietly.
The Zeeta offers control knobs for sag control and
for wattage control. Sag control allows the musi-
c1an to adjust the amount of voltage sag. or power
amp distortion. Wattage control allows guitarists
to select the actual number of watts the amp is
producing. giving them the ability to distort the power
amp at whatever volume is appropriate for the venue
they are in - it is nol a Master Volume control or
other preamp gimmick. but actually controls the
power amp

Available in 15, 30 and 50 W models, the
Zeeta is encased in a finger-jointed. handcrafted
pine cabinet

For more information, contact: Maven Peal In-
struments. Inc.. 1270 Peck Hill Rd.. Plainfield, VT
05667 (802) 456-1607. FAX (802) 456-1609.
maven@npeal.net, www.mavenpeal.com.

July/August 2002
Go to
and click on "PRODUCT INFO"

v

Circle numbers requested and include your contact info,
fax this page to: (905) 641-1648

Circle numbers requested and mail this page including your
complete contact info to: 3
Reader Service, 23 Hannover Dr., #7, St. Catharines, ON L2W 143
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Give us a call at 1-877-RING-NWC (746-4692)
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@f@ HQ Percussion Practice Pads

Q Percussion Products has recently designed four new models of

marching tenor drum practice pads for their line of RealFeel prac
lice pads designed with the active tenor drummer in mind

Tenor Practice Pads offer true-to-size playing surfaces. allowing &
drummer to practice on a device that mimics the position of a tenor drum
set. The practice pads come in a vaniety of sizes and some feature mapped
out playing zones on drum surfaces in order to teach proper technique through
playing areas

The RF-TP-6LT 1s for players who use large size drums (10", 12
13" and 14") with two 6 shot drums. while the RF-TP-5ST is for tenor
players who use smaller drum surfaces (8*. 10", 12" and 13"} with

¥7,white radio

Distributed in Canada by: White Radio, 340 Gateway O

m canadian musician

Burlington, Ontario L7L 5K7
Tet: (305) 632-6884, Toll free: 1-800-263-0733, FAX: {305} 632-6981, Toll free FAX: 1-800-565-3587

one 6 shot drum. Both of these models have playing zones mapped
out and feature a target for each stick in order to teach proper tec
nique through playing areas. For drummers who
want more freedom to move around the drum Sur- S
faces. the RF-TP-6LS (for players of larger drums) :
and the RF-TP-6LS (for players of smaller sized
drums) do not have playing zones mapped out X
For more information. contact: HQ Percussion Prod- ¥ o
ucts, PO Box 430065. St. Louis, MO 63143 (314) 647-9009
FAX (314) 644-0097. GtwyPerccwaol.com. www.HQ
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Dflm‘ Workshop has recently announced the
addition of a limited number of DW 9000
Series bass drum pedals to its roster of drum ac
cessories
The DW 9000 Series pedals are made with
titanium and handcrafted aluminum components
combining a sleek look with increased power
smoothness. speed and sensitivity. The pedal is
designed with a variety of features including a free
| floating rotor. which is independently mounted
through the use of friction-reducing ball bearings
A free-floating spring assembly allows for moving
| the location of the spring from the end of the hex
| shaft to the centre of the pedal. maintaining verti
cal alignment of moving parts and preventing loss of
energy. The DW 9000 also includes a Delta-Plus
multi-bearing system. which utilizes friction-reduc
ing ball bearings in the rotor. rocker and spring
| connector. A special feature of the units is the
titanium footboard, used to lower the weight of the
| footboard. while vastly improving the pedal’s
| balance and strength
Only 500 single and 500 double Limited Edi
| tion Titanium DW 9000 Series pedals will be
| produced. Each pedal will include a sequentia!
serial number and a certificate of authenticity signed
| by DW President. Don Lombardi and John Good
| For more information, contact: Drum Workshop
3450 Lunar Ct.. Oxnard. CA 93030 (805) 485
[ 6999, FAX (805) 485-1334. www.dwdrums.com
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We are searching the country for Canada’s Unsigned Best %/lf [‘0 p
to be part of the Canadian Musician/Ball Media Compilation CD. yo ”’
* (Ds will be sent directly to Canada’s Top Record Companies, ; ”

Music Publishers, Radio Stations, Booking Agents, Music Producers.

/]
* Distributed at International Music Events Mf /y””/, ””r ”f

MIDEM, Canadian Music Week, SXSW, NXNE.

iy,
WINNERS WILL BE DETERMINED BY TOP MUSIC INDUSTRY PROFESSIONALS. foﬂ pfﬂ/&f[ l””f” }/ f

LA LLLL 4
Submit 1 ORIGINAL song per artist. Complete form below and forward $10.00 CON administration fee payable to:
CANADIAN MUSICIAR COMPILATION along with CC or BAT containing 1 song.

Entries Deadline November 5, Z002. Competition open to Canadian Residents Only.

Mail Entries to Canadian Musician Magazine, 23 Hannover Dr., #7, St. Cathzrines, ON L2W 1A3 (CDs, DATs will NOT be returned)

canadianmusician.com for more details.
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~3"Cut mix produg

* Maximiz@ creative control

* Control 16 MIDI devices
from a single source

* |deal for post-production,
film audio mix and sound
reinforcement

software

* Support multiple stereo
and surround sound mixes
simultaneously

* Use graphicicons to
control the audio mix

* User-defined customization

* Windows™ compatible

Download a free demo today

WWW. VOYAGERSOUND.COM
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to:H.E.A.R P.O.Box 460847
San Francisco, CA 94146 or call the
H.E.A.R 24-hrhotline at (415) 773-9590

Artist Elite
Microphone
Series

A.\d o-Technica has recently unveiled the next

generation of live performance microphones

—the Artist Elite Series. The series features

four handheld microphones (two condenser
) wi

[\)

nd worship venues
The leader of the series is the AE5400 car-
dioid condenser microphone. which features a
rueconcenw Jar‘w diaphragm ~|FTJP” csm
vapour-deposited g ul*rw ragm f J aflatf
quency response with improved ,ﬂamc
range and can hand\e high SPLs without sac-
rificing high-frequency performance.

The ~E<ou0 Vcrfuvd condenser microphone

a fn .
ance for venues ranging from large

N tar
oners w» il

detail. clarity and realism and features a well-terr

pered card ord polar pattern. Both the AE3300 and
the AE5400 feature anti-shock engineering,
a switchable 80 Hz hfgh pass filter, a 10dB pad,

Technica's new AT8470 Quiet-Flex stand clamp.

wpercardioid dynamic microphone and the
AE41OOCard|ond dynamic m;crophone The
AE6100 delivers a clean sound for great for a
u itor cutand or nce. \"wiws(i

polar patterr tailc ed on-axisr

AE4100 model was ¢
sive sound qualit y and x 0CdlS J[ Oﬂ
in the mix while deuvermg superior gain-before-
feedback. Both handheld mics have superior
anti-shock engineering ow handling noise

a clude the "z;"' AT8670 Quiet-Flex

Technica US. Inc., 1221 Commerce Dr., Stow
OH 44224 (330) 686-2600. FAX (330) 688-
3752, pro@atus.com, www.audiotechnica.com
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Guit_ar Synth v2.1— |

|
Rock Star 101

llworth Press has recently released their

latest guide to survival and success in the
music business, Rock Star 101. The boox was
penned by industry veteran Marc Ferrari, former ‘
guitarist for Keel, and accounts what it is to live
the life of a Rock Star.

The book outlines how to make sure their tal-
entis financially rewarded and how to apply their
creativity to new sources of income. Reace-s will
also learn about the professionals who help a band
grow, when it is time to hire them and how 1o l
pick a team the promises optimum efficiency.

Some topics included in the book are: Un- ehringer has recently added a new model to its
derstanding the business and legal elements | [ Jline of professional microphones. The B-1isa
of the music industry (negotiations, contracts, | single-diaphragm condenser microphone especially
publishing. merchandising, endorsements, | designed with home studio musicians and record-
money management a_nd more). provlecling the | ing engineers in mind.
band from legal and financial conflicts, nego- |~ The B-1 reproduces scund with incredible accu-
tiating a "key man clause” and other crucial | racy realism and sensit vity and boasts excep-
contact elements, finding sideline work in | tjonal clarity and dynamic range in both vocal
music-related fields, set up convincing show- | and instrumental performances. The mic features
cases or auditions with recording labeis and | 3 shock-mounted 1", gold-sputtered, single-dia-
developing a long-term perspective for one's | phragm capsule and deivers a wide frequency
musical success. response from 20 Hz to 20 kHz. This is enhanced

For more information, contact: Allworth Press, by a pronounced presence boost with a level peak
10 £ 23 St., #510, New York, NY 10010 | at around 12 kHz, making equalization unneces-
(212) 777-8395, FAX (212) 777-8261,www | sary in many recording situations.
allworth.com. The mic is ideal for close miking in a variety of

live and studio applicatians. Featuring a cardioid
pattern, switchable high-pass filter, -10dB pad and
maximum SPL of 148dB, the mic is designed with
low-noise transformerless FET circuitry. The B-1
| is +48 V phantom powered and is constructed with
asatin, nickel-plated brass tody. A hard case, sus-
pension mount and windscreen are also included.
For more information, contact: Behringer Canada
| Ltd., PO Box 24043 Dartmouth, NS B3A 474 (902)
860-2677, FAX (902) 860-2078, a.maurik@
behringer.de, www.behringer.com.

B-1
Single-
Diaphragm
Condenser
Mic

£0:88:88
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Lateral Solution has released the latest version
of their innovative Guitar Synth software.
Version 2.1 of the virtual polyphonic guitar synthe-
sizer allows you to control the synthesizer built into
your soundcard. or an external synthesizer, by play-
ing an electric guitar in real-time.

Not requiring any modifications to the instru-
ment, Guitar Synth only needs a standard electric
guitar connected to the microphone input of your
soundcard (via a patch cord and a 4" t0 5.25 mm
audio adapter).

Some of the features include full elect-ie guitar
note range of CO to C#5, a string bendirg mode,
sampling speeds up to 106 Hz and a Save as MIDI
option. The software also allows you to save all
your settings as well as change Bias level, Dynam-
ics and Fingerpicking ratio. To run the software you
will require a PC running a minimum of Windows
95/98/Me/2000/NT4/XP, 32 MB of RAM, 300 MHz
processor, an 800 x 600 screen resolutior: and 16-
bit colour display. A slightly disabled demo
version can be downloaded for free at the compa-
ny's Web site.

For more information, contact: Lateral Solution
Ltd., 91 Onley St., Norwich, UK NR2 2EA. sales@
lateralsol.com, www.lateralsol.com.




Alesis
airSynth

lesis has recently unveiled the airSynth, a tabletop product that produces

dramatic synthesized sounds and sound effects.

A follow-up to the Alesis airFX, the airSynth is the second product to in-
corporate Alesis Semiconductor’s revolutionary new patent-pending Axyz

' (pronounced ax-is) technology. Infrared Axyz technology allows the user to
control up to five sound variables simultaneously by utilizing the invisible 3-
D sphere above the unit with moving a hand left to right, forward and backward
or up and down over the product to create different sounds.

The simple user interface consists of a single knob, which is used to select,

’ engage, bypass, freeze and release a given sound and a LED indicates the
| current sound program.

The airSynth features a broad range of sound effects, synthesized noises
and sound sets including 50 staccato, percussive, legato continuous pads,
drum sounds, and sounds that emulate things in nature. Playing airSynth
involves simply pressing the knob to engage the patch and then moving a
hand through the invincible infrared sphere to create sounds.

airSynth features a frequency range of 20 Hz to 20 kHz, 24-bit converters
and can be integrated with airFX via stereo RCA inputs and outputs without
using an external mixer. Accessories include a 9-volt AC external power sup-
ply and a threaded socket on the base of the unit to allow the airSynth to be
mounted on a microphone stand for ease of use in clubs and studios. The
airSynth is ideal for use in live performances, DJ applications, music post-
production and on-air broadcast applications.
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M u your career
%Ool(é)llls .com

()/(/w On-line: WwWW. musncbooksplus com
Call- (800) 265-8481 Fux: (905)641-1648
23 Hannover Drive, #7, St. Catharines, ON L2W 1A3

-

SUCCEEDING IN MUSIC:
A Business Handbook for Performers,
Songwriters, Agents, Managers & Promoters

wWwWw.

canadian musician
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For more information, contact: Intellimix Corp., 6057 Thimens Blvd.. St.
Laurent, PQ H4S 1V8 (514) 333-6001. FAX (514) 333-5379. salesinfo@
intellimix.com, www.intellimix.com.
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SOUND ADVISORY
Dead strings aren't cool. Dean Maridey Blue Steel™ g
uitar & hass strings are cryogenically treated
10 give you long lasting, cutting edge sound and
quality second to none. Sounds to wake the dea.
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Life is already ¢omplicated enough-
Simplify your €D manvufacturing.

Music
MANUFACTURING
SERVICES

The most complete and cost effective (D, cassette
and vinyl services under one roof. ‘

1-800-MMS-4CDS
o ! 8 0 0 -963-399 9
www.mmsdirect.com B www.audiomanufacturing.com

Since 1988

MUSIC MADE SimPLE Bl london ON - since 1992 |

! CDs, gls mste*, jwl bx, shrink
50 CDAs - $149.
500° CDs - $719.

mprRRCDs, gls mstr, jwl bx, shrink
w/1800 colr cvrs, p-press & proof

00 CDs - $1219.

| ) .
rid bulk CDs & gis mstr For more information
"\ 1000 CDs - $999. c ontact

. Service Since 1974 B (905) 641 —1 5'] Q
m-}os 9755 FAX (905) 641-1648

“Download PDF catalogue at: i
www.summitsound.com i mail@nor.com

Limer

DD VidOO

EDMONTON - 1.800.293.0983 CALGARY - 1.800. 2’! 0982 7 KEI.O'NA 1. |°0 3“ 77“ 4
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ARTISTS WANTED

PRODUCTS

RoundUniverse.com Records seeks artists for
promotional compilation CD. Visit www.Round
Universe.com/Records (319) 220-1249.

EDUCATION
VOCAL SCIENCE PROGRAM - Atten-

tion Singers, Producers, Managers...! Save
time. money and aggravation on vour singing
project. Sore throat? Swufted up sinuses? Loss
of energy? Orjust a “prima donna” tantrum...?
We can help with our aceelerated SCIEN--
TIFIC APPROACH TO VOICFE M-
CHANICS! Notwworthy clients include:
Raine of Our Lady Peace (Sonv), Nicole
Hughes of Scratching Post, Dawn Mandarino
of Tuuli (Linus Entertainment), Sarina Paris
(EN), and many others ... Diana Yampolsky
presents The Royans Revolutionary Vocal
Immersion Course! I any singer would like
to come from any provinee or country, we are
able to offer our revolutionary Vocal Science
Program (Beginner or up and coming artist to
pro singer in 10 hours guaranteed) DELIV-
ERED TO THEMIN 4 TO 5 DAYS! Also
inquire about our inspirational. revolutionary and
bighty educational book *Vocul Science - Flight to
the Universe™ by Diuna Yampolsky. CALL (416)
229-0976 or toll-free at 1-888-229-TUNE
(8863), www.vocalscience.com.

EMPLOYMENT
NEED A DYNAMITE EMPLOYFE? Find

the perfect person for the position vou need to
filt by phacing a classified ad RIGHT HERFE!
Use this space to find the person who will take
vour company to the next fevel! Call Maureen
Jack at (903) 641-1512, FAX (903) 641-1648
or e-mail my u.L@nnr com for details.

To place your ad please call Maureen Jack

Tel (905) 641-1512 » FAX (905) 641- 1648

fhe uumﬂlarket.tnm

GUITAR AMPS

Marshall 9200 Stereo Tube Amplifier - $1075
Trace Elliot 715 Bass Amp, 150 watts - $950
Mid 70°s Hiwatt Custom S0 Head Amp - $700
1993 Fender Twin 65 Reissue Amp - $1400
1966 Fender Twin Reverd all original - $1200

- CANADIAN PRICES
- FREE MEMBERSHIP

FREE SPEAKER CATALOGUE - EMI-
NENCE - PIONEFR - AUDAX -
MOTOROLA and lots more. Direct mail
order. Hundreds of component loudspeakers
and accessories for Musical Instrument, Pro
Sound, Hi-Fi, Commercial Sound and replace-
ment. Call for catalogue or download from our
Web site. Q-COMPONENTS 638 Colby
Dr., Waterloo, ON N2V A2 (319) 8841140,
WWW.g-components.com.

BRlzhl)l.O\ E, NAT l()\ \l Rl{S()-
PHONIC, and RAINSONG guitar lines now
available in Canada. Into/Caralogues: (604)
732-4506 or mvescovi@smartt.com.

PUBLICATIONS

MUSIC DIRECTORY CANADA, 8TH
EDITION. The MOST comprehensive diree-
tory of the Canadian Music Industry on the
market today! Completely updated and features
full listings including mail address for such cat-
cgories as: Recording Studios, Record Com-
panices, Producers, Fquipment Suppliers, Vien-
ues, Radio Stations...and much more. Only
$39.95 plus S/IT & GS'T. Dealer discounts
available, Call 1-800-263-8481, FAN (903)
604-1048,  order@nor.com.  Check  out
www.musicdirectorycanada.com for more
information.

RECORDING SERVICES

24-Bit Audiophile Digital Recording for the
Serious Musician. All the Latest Processing,
Svnths, and Samplers, Plus 2 Large Live Rooms,
Expertenced Engineer/Composer Included. As

Low as $29/Hr. Evan (416) 631-7650.

OVER 80 ITEMS ONLINE

GUITARS & SYNTHS
1975 & 1981 Gibson LP Deluxes - $2400
1968 Gibson ES340 Electric - $3000
1989 Fender Strat Japanese Lefty - $700  Crown 5000VZ Amps - $3500 |
1969 GIBSON Synth only 400 made - $4200 Aardvark Direct Pro - $810 |

Korg N5 Synth, exc. cond. - $700

Tel. # (416) 266-0840
Alt. # (416) 457-6204

i you are looking for specific equipment ‘

These ads are also
featured online at

Record Production, Song Demo's, Master-
ing, CD Graphics/Pressing, Major Label
Distribution - Juno Award winning engineer
producer, Pro Tools digital, 24-trk analog -
Neve - APE- extensive MIDT set-up - Digital
Performer - DVD - competitive rates. Mari-
gold Productions, (416) 484-8789, mari
goldproductions@sympatico.ca.

Psychoﬁplu Suund Studms Sonn Ullm/:
I m/m\ (416)999- ()/‘4‘) ps\dm@s\ntu net.

Ww \V.(,l)A\L\f\l'] A\(. TURING.CA - w()()
CDs with 4-pg CD-insert $9935; 1,000 CDs
with 4-pg CD-insert $1,649. Includes 4-col-
our imprint, insertion, jewel case, shrink-wrap,
ghass master & UPC Code! Call Toll-FREE
1-877-625-3462 or e-matl info@cdmanu
facturing.ca.

WEB SITES

www.musichooksplus.com - I'eatures over
5.5300+ products that includes books, instruc-
tional videos, CD-ROMs, software. Some of
the arcas covered are: Music Business,
Songwriting & Publishing, Recording, Audio
Production, Instrument Technique, Voice
Training, Internet Promotion ... and much
more. Secured online ordering, 30-day guar-
antee, dree clectronic newsletter, monthly
spu.l als md \mrl(l\\ ldc. shlppmﬂ

W \\“ lz&\l[’R C ()‘\1 Latin \lll)l | llu md
Music Sheets. These items are the originals
made for the orginal artists. Also books to
learn \luuwm md \aln

To place your ad online:
WWW. canadlanmusman com

CANADIAN ONLINE AUDIO AUCTION
BUY OR SELL PRO AUDIO, DJ GEAR,
MUSICAL INSTRUMENTS, & PRO LIGHTING
On Our Online Auction www.theaudiomarket.com

PRO AUDIO
Sony/MC1 24 Track Machines

UHER Tube Mics - $500/Pair

Tannoy NFM8 Monitors - $850 |

Klark Teknik ON3030 Graphic EQ - $1200 |

- INTERNATIONAL SHIPPING gales@theaudiomarket.com Of to advertise on our website please give us a call |

www.canadianmusician.,com

————————



by Jim Kelly

Since the release of her 2000 debut, 2 Little Birds. Christine Fellows has become a
vibrant fixture on the Winnipeg music scene. and has begun to spread her wings across
the country. The Last One Standing is her deliriously distinctive foliow-up. Some call it
avant-fotk: others fabel it chamber-pop. ! just call it wonderful. Fellows' remarkably oblique
approach to song construction and fyric writing creates music that is at once calming and
oddly disturbing, but never less than completely captivating. Cello and viola wrap loving
arms around Fellows’ refreshingly atypical piano style and charming vocals. with warm
support from accordion, thumb piano. bowed glockenspiel and tastefully applied percus-
sion. She says she’s not an avid music listener, but rather finds her inspiration in other
art forms such as dance. and in the people immediately around her. “On this record, | did
a lot of dedications for people,” says Fetlows, “which is very unlike me, but it just
seemed appropriate. and it was an interesting way to work.” With songs as atluring as
these, maybe she shouid stick with that approach. "Regrets” is a courtly backward glance
at paths taken and declined. “Roadkifl” is a more sobering exercise in hindsight. survey-
ing a flattened relationship in the rear view. And “Veda's Waltz” is a gentle gift of hope :
with its delicious refrain. “It's not too late for the battle-scarred/Here's your parade and [
your tinfoil stars.” Decidedly distinctive and uniquely talented, Christine Feliows' star
i def mnely on the rise.

DDV E

Who: Christing Fellows  °
Where, Winnipeg, MB:
What: Tantalizingly = *
original avant-folk-pop:

4
” Contact: Shauna de = -
' “Cartier; Sixshooter 1
Records, 98038 Queern: -
St. E, Toronto, (ON,
M4aM 1J0
(416) 465-2459,
FAX (416) 532-0331,
shauna@sixshooter

: Christine  ewsan

www.christinefeflows.com. |

Fellows
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When your stock-in-trade is gritty. unblinking observations from life’s dustier cor
ners and rougher edges. and your songs are populated by everyday folks desperately
riding shilborn dreams. and when you serve up gutsy guitar rock with a bit of muscle
perhaps the Bruce Springsteen comparisons are inevitable. But that's okay. because Greg
MacPherson wears it well, which 1s to say that he has the writing chops and the talent
to stand on his own. Released this past March. the Winnipegger's second album. Good
Times Coming Back Again, has reviewers raving. With Steve Bates (Bulietproof Nothing.
X0X0) on guitar and Jason Tait (The Weakerthans) on drums, MacPherson creates a
lean and sparse sound that's a perfect vehicle for his incisive and intelligent lyrics
Being tagged ‘socially conscious guy in Winnipeg doesn’'t necessarily bother
MacPherson. “But I'm kind of all over the place too,” he says. “There are tunes that are
stories and tunes that are more snapshots. It can go in lots of different directions.” So
you get the hard driving rock of “The Day The Water Dried Up From The Tap t’x"g oomy
haunted soundscape of “Remote Control™. the jaunty apathy anthem “Numbers”, a faded
diorama of lives lived in numb stasis. and the lead-off track. “Good Times", which
MacPherson infuses with such a sense of menace that it begs the question: good times
for whom? The band hopes to be touring Eastern Canada by late summer. If you're looking
for the future of Canadian rock 'n" roll. take a gander at the Greg MacPherson Band

»O Ve

2-T 3 7T ]

2 X X J

X J
,

¢, Who' Greg MacPherson Bamd

Where. Winnipeg B ik

""What: Raw, lean rock with
Jntelligence, conscience = &
and soul

» Contact: (204) 943-8419,

-greg _macpherson@nhotmail: corr‘

. www.gregmacphersory.com;

The G7 Welcoming Commitiee,

PO Box 27006,

360 Main Street Concourse,
Winnipeg, MB, R3C 4T3
(204) 947-2002,

FAX (204) 947-3202,

B and www.g7welcomingcommittee.com.
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Touchtone Gurus is a fast-rising Saskatoon foursome who has a lot to offer. Their second
release, Shoegazing. is a wonderfully self-assured cotlection of melodic modern pop/
rock with more hooks than a meat factory. Three songs ~ “Radio Show", “Take My Hand”
and “Trickle Down” — made an impact on the college charts. while the singles “Nico-
tine” and “Tell Me About Your Day” received some well-deserved mainstream airplay.
The band enjoys a wide variety of influences. including The Beatles and Radiohead. with
songwriting shared equally among the band members. “We don't really aim for any par-
ticular genre of sound,” says bassist Steve Bunka. “We'll take the mood of the song and
accompany it with whatever music it takes to create the best vibe for that song.” The
band is currently working on their third album with producer Bryan Potvin of the Northern
Pikes. According to Bunka, the new record, which they hope to release in September, will
offer a diverse assortment of styles from light pop/rock to more conventional rock and
“moody rock”, and even some country-influenced tracks. The two-year game plan is to
release the album on their own, shop it to radio. get a video out and hit the touring circuit.
If the new record continues the fine quality of work found on Shoegazing, | wouldn't be the
least bit surprised to hear these guys all over the radio in the near future. The Gurus are
sure to be a band you'll want to keep in touch with.
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» Who. louchtone Gurus
*, ' Where! Saskatoon, SK
”, What: Irresistibly catchy .
" modern pop-rock ‘
‘ ‘ ' Contact: Yvonne Valnea |
» " Last Tdngo Productions,
R4 (416) 538-1838,

lastango@pathcom.com,
www.touchtonegurus.com.

' Touchtone Gurus
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{¢* Cubasz ¢ sx

“See your mix
differently.”

For a perfect mix you need the right mixer,
with an ergonomic interface, flexible routing
and the best sound quality. Cubase SX has a
brand new, freely configurable mixer, that is
fully automated and lets you mix in surround
sound ready for DVD.

“Not just a work of art but art at work.”
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www.ca.steinberg.net
T+416 789-7100

£ 2 F+416 789-1667

ind out more about Cubase SX and its new mixer at www.steinberg.net E * info@ca.steinberg.net
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rock & roll will never die,
but the cassette is toast.

Say hello to the remarkable MRS-4 digital recorder. Crystal-clear
digital recording on increasingly affordable SmartMedia® cards.
Dual inputs for stereo recording, 4 tracks with 32 virtual tracks

available. Includes a complete set of digital editing tools, extensive —--mn 3 =
mastering effects and MIDI control, all for less than the price zoom lee wcr n‘; 'if tS
of a decent cassette-based 4-track. multitrak recording studio s rrrt ™
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We'd also like you to meet the perfect companion to the MRS-4... bl ;l UIJ HE 2;:'_;
... the new Micro RhythmTrak MRT-3. des g =

The easy-to-use MRT-3 drum machine has 199 ultra-real drum and percussion sounds
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® which can be individually selected to build custom drum kits. 396 preset patterns are

- zaom — p ' G ;
~..*™ micro rhythmtrak built-in, and there’s room for up to 99 of your own. With a simple MIDI connection,
.3 the MRT-3 and MRS-4 sync up to become the ultimate complete, highly affordable

digital recording studio. = .
www.omnimedia.c:a






