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X1 electronix @ COMPUTER MUSIC CENTRE c

S

Canada’s MIDI Specialists
“PRESENTS: A GUIDEBOOK FOR THE NEW EVOLUTION”

A CXSM COMPUWIER. TRAT
PLAYS 9l DIFFERENT INSTEUMEnN TS
1T seems HUMANS ARE BENT
DN RETPLALING THEMSELVES
WITH TecHnoLoGQy

WHAT DD Yoy
PICK UP on eaRTH

\ PERIPHERALS: (Cassette or disk)
| CMC 1 Voice Library $29.95 (100 Voices)
NEW SYE;%.M‘?[?ULE' 6 CMC 2 Song Library $29.95 (15 Songs)
(Free with Disk Drive) THE CX5M MUSIC CMC 3 DX-7 Voice Library $49.95
) 200 Voice
SLAVE YOUR CX5M AS THE WORLD’S COMPUTER Gy Dx_(7 Vmc‘;‘ Ug}ary $99.95
CHEAPEST MIDI MODULE 8 FM TIMBRES OVER 8 MIDI (500 Voices)
ONLY $499.00 CHANNELS Keyboard Tutorials $29.95
(4 FM Timbres Over 4 MIDI Channels) FULLY-PROGRAMMABLE... MSX Book $32.95
ADD 4 TRK. REAL-TIME COMPLETE SYSTEM NOW ONLY
SEQUENCER $59.95 $649.00!! OTHER SOFTWARE:
; Includes: CX5M Music Computer RX EDITOR (Expand your drum machine)
MSX PRINTER W/CABLE $399.00 FM Music Composer TX-7/TF-1 VOICING $59.95
MSX MOUSE $119.00 FM Voicing (Programs TX Modules Without A DX-7)
FM COMPOSER, VOICING, MACRO & DX-21 VOICING (Disk Versions) $59.95 each
- el
THE IBM MIDI SYSTEMS: {;“E%UEET'\/}‘ELE, THE APPLE MACINTOSH MIDI \
PERSONAL COMPOSER! SYSTEMS:
VERSION 1.3 IS HERE...32 TRACKS: 50,000 NOTES SOUTHWORTH TOTAL MUSIC!
e e e 99 TRACKS: FULL SCORING: 50,000 NOTES
DX-7 EDITING UNREAL VISUAL SEQUENCE EDITING
MOUSE DRIVEN: FREE UPDATES!
S e _— SOFTWARE AND INTERFACE: $649.00
(Printer, Monitor, MID{ |nterfaée, f-H-RES Graphic I~ GRAPWC PQWER
Card, AND Our Ultra-Loaded BEST Computer) AS ONLY THE ‘MAC’ CAN OFFER
* COMPOSITION/TRANSCRIPTION WITH }
INCONCEIVABLE FLEXIBILITY!!
L IBM MIDI: TEXTURE $295.00 MIDI KEDT??JCI:IIAIGR%H“:'SEDSULES &
[ MIDI PROCESSORS i YAMAHA TX-7 FM MODULE: $995.00 TX-816: $5595.00
DX7 synthesizer $1995.00 :
ROLAND SRV-2000 DIGITAL REVERB $1895.00 DX100 synthesizer $560.00
ROLAND SDE-2500 DIGITAL DELAY $759.00 DX21 synthesizer $995.00

‘ RX-21 DRUM MACHINE $395.00
ROLAND MPU-101 MIDI/CV INTERFACE $315.00 (HALF-PRICED RX-151)

MPU4O1: THE STANDARD 0| PROCESSOR S

) : synthesizer)

PASSPORT COMPATIBLE MIDI CARD $165.00 LA TR NG DN TR e o
(APPLE ) (3 TIMBRE JX-8P & TR-707 IN A BOX)

> ) IVL PITCHRIDER 7000 MIDI GUITAR Interface: $849.00 )

OTHER SOFTWARE FROM PASSPORT, ROLAND, MIMETICS, CHERRY LANE ETC.
(ie EVERYONE!)

ORDER BY PHONE/MAIL/OR DROP IN
CANADA-WIDE PHONE ORDERS AND ENQUIRIES: (416) 921-8941

X1 electronix (g COMPUTER MUSIC CENTRE ne

317 College Street, Toronto, Ontario M5T 1S2
CATERING TO THE FLIGHTISEFOUR WILDEST IMAGINATION



Its like holding
an isolation booth in your hand!

Compared to older microphone designs, for more than vocals. Around a drum kit,
the ATMO3 is far better at rejecting sounds  for instance, the ATM63 provides out-
from the sides and rear. Even with astage  standing bleed-through rejection to

full of monitors and amplificr stacks. And greatly reduce troublesome phase can-

as you get farther from unwanted sound, cellation. Both musicians and engineers
the ATMG63 advantage sharply increases have more freedom...and more control.
when compared to the others. If your “old reliable”™ microphones have
Only the vocal comes through loud and  reached their limit, reach for the new
clear, making both monitor and house ATMO3 from Audio-Technica. It's a far
mixes cleaner and far more controllable. better sound value... for just a little more.

With the punch and clarity that is
the very definition of a great
vocal microphone.

But the ATMG63 works

Learn all the facts from your
nearby Audio-Technica
sound specialist today.

audio-technica.

AudioVideo Specialists Inc., 2134 Trans:Ganes
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the entertainenr

by TAPCO

A lightweight, portable powered
mixing system for entertainers on the move

The Tapco ENTERTAINER powered
mixing system was designed with porta-
bility in mind. The three-piece system,

a powered mixer and two speakers,
weighs less than 100 Ibs. - total! But the
ENTERTAINER is nc performance
lightweight.

Both the mixer and th2 speaker systems
have handles that zre positioned at the
center cf gravity making the units lighter
to carry. That means that more high-
performance features can be built in with-
out adding to your burden at set-up and
tear-down time.

Some of these “performance plus” fea-
tures include 12 inch, two-way constant
directivity speakers that can be placed
on stands, hung from walls, stacked and

used as stage or side-fifl monitors — and
all can be accomplished using optiona!
mounting brackets and fittings that are in-
tegrated into the cabinet.

The mixer has 8 feature-loaded channels,
plus two auxiliary channels compiete
with monitor sends. The two 150-watt
power amps can be cnanged from: stereo
mode tc a mono-monitor configuratior:
with the flick of a switch. You also get two
graphic equalizers, phantom powering

fiuorescent bargraph metering that
ycu can read from across the stage,
connector panel that isn't in front, (where
you could break connectors) but on a:
slanted rear panel where it is both visbie
and out of the way. —

~
The ENTERTAINER is “performance

capability for your condenser mikes, !
nd a

]

plus”in a portable packag‘a{ you're an \

oI it

entertainer on the move or one just in
need of a top notch sound system, the

- ENTERTAINER is your answer. Audition

the ENTERTAINER at your EV/TAPCO

dealer.
7 V@ Owision of w Industres (Canaca) L1d

345 Herbert Street, Gananoque, Ont. (613) 382-2141
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32. JONI MITCHELL

BY PERRY STERN
Truth monger and benign dictator.

40. Loverboy
BY TOM HARRISON
Back from the big black hole.

Laurie Brown,

Daniel Richler

- The New Music

42. Creating that Buzz b
BY MAUREEN LITTLEJOHN | Y
The ins and outs of music publicity.

50. The New Music
BY TIM BLANKS
Getting back to its roots.

g2. Focus on Pro Keyboards

BY JOHN ANDREWS, PAUL ATKINSON,

JIM BURGESS AND RUSS WALKER

The hottest gear from the most progressive
companies, part 1.

DEPARTMENTS

Feedback 56. Tips from the pros
“Be on the lookout for musician maladies” Guitar by Andy Krehm
Bass by Mike Gingrich
10. Notes Percussion by Barry Keane
The Payolas are dead, sort of: Rock Brass by Tony Carlucci

Woodwinds by Earl Seymour

School CO’T‘eS to Ca”?d,a? Ca!”ad‘a”. duo Computers by Greg Stephen

make ambient music; it's all in the finish Vocal by Rosemary Burns

for guitar makers; tax time for musicians; iongwriting by E%die Schwartz

it's Bananazz for video editors; and more. rranging by Jim Pirie

SOz e Hilels L & Sound and Lighting by Don Barber
2Ipx Records Recording by Paul Zaze{

Triumph, Murray McLauchlan, Poisened, Business by Joe Owens

Family Brown, Aldo Nova, | Braineater, 74. Marketplace

and others, talk about their latest records. Selling or buying?

29. Product report
The Akai $612 MIDI Digital Sampler. The
Fostex Model 80 and Model 450 8-track

recorder and mixer.
COVER PHOTO AND INTERIOR JONI MITCHELL

70. Product news LIVE SHOT: PATRICK HARBRON
Selective guide to new gear. PHOTOGRAPHY/SNAPPED!
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Long & McQuade Limited

== Vusical lnstruments

For sales, rentals, service, and financing when you
need it most. With nine locations, you're looking at

Canada’s Best!

1. 459 Bloor St. W., Toronto, Ont.
2. 828 Wilson Ave., Downsview, Ont.
3. 745 U.S. Hwy. 46, Parsipanny, N.J.

4. 1351 Tecumseh Rd. E., Windsor, Ont.

5. 757 Corydon Ave., Winnipeg, Man.

6. 1505-17 Ave., S.W., Calgary, Alta.
7.10204-107th Ave., Edmonton, Alta.
8. 1664 West 4th Ave., Vancouver, B.C.
9. 2781 Millstream Rd., Victoria, B.C.

[0St

{416) 746-0300

THERE ARE ALL OF THEM,

THEN THERE IS .

HBrmwsmam

EXPERIENCE THE DIFFERENCE

1) MARKETING LTD.
57 Westmore Dr., Rexdale Ont., Canada M9V 3Yé
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If you don’t hear the subtle differences
implicit in the M 600’s performance,
don't buy it.
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When an audio product achieves the
highest levels of technological sophisti-
cation, the subtle differences that set it
apart from high-priced competitors are
only apparent to a very few. Many can’t
readily appreciate those differences while
others are hampered by inferior sound
reinforcement and recording equipment
that can’t capitalize on the superior

performance of a mic like the Beyer M 600.

Still, there are individuals who demand
something special from their equipment
and are willing to investigate the finite
criteria that distinguish it from the rest.

A comparative analysis of high-
technology mics often involves minute
differences in sound based on transient
characteristics, a tailored frequency
response or specific features intended to
satisfy particular applications.

The M 600's unique Hostaphan
diaphragm produces the kind of fast
transient response that faithfully captures
all of the energy, impact and nuances of a
live performance. The M 600’s frequency
response has been shaped to enhance
vocals with extra crispness, detail and
presence. Its classic hypercardioid pattern
effectively eliminates feedback and its

The Dynamic Decision

rejection characteristic dramatically
reduces off-axis coloration of the sound.

Combined with sound reinforcement or
recording equipment of equal competence
and integrity, the M 60C’s distinguishing
characteristics become apparent both to
the vocalist and the audience. At Beyer,
we feel those differences are the reasons
why the M 600 is unquestionably our top-
line vocal dynamic microphone.

The Beyer M 600 level of excellence
is also exemplified by its unusually low
handling noise and its proven ruggedness
and reliability. We've included a three-
position equalizer switch for the flexibility
to tailor the mic’s low frequency contour
to changing acoustical environments. For
those applications requiring an on/off
switch, we provide one (M 600 S) that is
truly both silent and lockable.

When a vocal microphone represents a
substantial investment, you have the right
to expect the highest levels of perform-
ance. The Beyer M 600 was created for
those performers who demand total
excellence from themselves and their
equipment. If you are one of those people,
the logical alternative is to investigate the

potential of the Beyer M 600.

beyerdynamic))))

4190 Seré Street / SAINT-LAURENT, Quebec / H4T 1A6
Tel. (514) 341 6933 / Telex 05 824086




Dealer Inquiries Welcome.
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Musician Maladies Are Real

re: Jim Pirie’s column: Arranging - The
Unchanged Malady.

Music is a full-time occupation for many
and as such it is liable to the same
ergonomic interactions within their work
place as other more visibly physical jobs.
The pneumatic drill operator or coal
miner certainly has more obvious
physical stresses. On the other hand be-
ing a musician is not usually categorized
as a physically stressful job. Perhaps it is
because they enjoy their work too much!
But, as Jim Pirie stated, the long hours of
practice, rehearsal and composing can
and do take their toll on their bodies.

The role of the occupational health
specialist is one that concerns itself with
the physical, emotional and chemical
stresses; and their interaction in the work
place. By analysing reactions to stress
and making appropriate changes, a
return to health is possible. True health is
the condition which exists when all of the
organs and parts of the body work
together in coordination and harmony.
The nerve system is the master controller
and coordinator of all body functions. The
chiropractor, by keeping the nerve
system free from any interference, simply
allows the body’s natural healing ability to
function at its maximum, thus keeping
resistance high and maintaining health
naturally.

In conclusion, I would like to say that I
am glad that Mr. Pirie chose to share his
thoughts on his improved quality of
health, and that he urges others to in-
vestigate the warnings of their body
signals.

Paul Truelove B.Sc., D.C., D.T., FIACA,
Toronto

Rush Keeps Improving

Thanks for the cover story on Rush. I've
admired their records since they released
2112 ages ago.

It was great to read Geddy speak of the
strong personal and musical bond be-
tween himself, Neil and Alex. I think this
has a lot to do with the power of their
music.

It's interesting at this stage in their
career, with each member at the top of
their fields on their respective in-
struments, they are far more pre-

Canadian Musician
832 Mount Pleasant Road,
Toronto, ON M4P 2L.3

occupied with producing “a good song,
with good melody.” Clearly, it's essential-
ly their instrumental prowess that endears
them to their fans. I've always found all
facets of their music improve enormously
with each album, and Power Windows is
no exception.

Dave Bobeck
Saskatoon, SK

Doing Jingles Is For Wimps
This letter is in response to “The Jingle
Jungle” article in your December issue.

I've always questioned the motivation of
musicians (especially singers) who pur-
sue careers making music for commer-
cials, doing “jingles” as they're so quaint-
ly known. Asfar asI'm concerned this line
of work is akin to belting out the national
anthems at a Blue Jays game. Artistically
it sucks!

It can only hurt your own perception of
the value of music and the whole artistic
process. Performing lyrics and music of
your own creation seems a far more
rewarding endeavour.

What kind of life can it be: sitting
around waiting for some jerk to phone of-
fering you the opportunity to play some
rigid, uninspired chart espousing the vir-
tues of Princess Daisy sanitary napkins.

The people quoted in your story stress-
ed "the professionalism” of all involved in
this process. Kevan Mackenzie said “...it's
the ultimate thing to do. You can have a
normal lifestyle and are able to raise a
family.”” Sheree Jeacocke (the
proud voice of Molson's) went even fur-
ther: "It's the optimum situation. You're
working with top-of-the-line people,
there's no smoke and you can hear
yourself.” Give me a break, Sheree. No
wonder these rock and roll derivative
commercials have no character.

I'd rather sell insurance.

Ken Samuels
Toronto, ON



Frankie Banali
& Regal Tip ...

A First Class combination.

Frankie’s choice:
Regal 2B by Calato

Frankie Banali . ..
the drums behind
Quiet Riot.

At local music stores
or write for free catalog:

Calato USA

4501 Hyde Park Blvd.
Niagara Falls, NY 14305
(716) 285-3546

Calato Canada

8407 Stanley Ave., Unit 1
Niagara Falls, Ont. L2E 6X8
(416) 357-2680

calato

We are Regal Tip®




and Marketing

N orris Publications has an-
nounced the formation of a
sister company that will focus ex-
clusively on publicity, promotion
and marketing. The name of the
new company is Pop Strategies.
The company will be run by Jim
Norris and Ted Burley, with Cor-
rina Holunga handling the day-
to-day affairs.

Pop Strategies will be
representing clients primarily in
the music and entertainment
fields. The focus is on the Cana-
dian scene, but the firm will han-
dle international clients looking
to access the Canadian market.
As well, Pop Strategies is
equipped to serve Canadian
companies looking at the interna-
tional market. The company will
also be promoting Norris and CM
Books' publications and publiciz-
ing The Canadian Music Show.

The company’s principals have
been actively involved in the

New Company Focuses on
Music Publicity, Promotion

music industry and media for
many years.

"We feel we are in a very strong
position to compete with the other
entertainment publicity firms
because of our media ex-
perience, extensive contacts and
in-house facilities and assets,”
said Burley.

Sister companies of Norris
Publications include CM Books,
publishers of Music Directory
Canada ‘86 and other music
related books, and Whitney
Graphics, an artwork and
graphics firm. Norris Publica-
tions publishes Canadian Musi-
cian, Canadian Music Trade, the
Juno Awards Program, the
CASBY Awards Program, and,
Canadian Record Month
magazine. All companies are
located at 832 Mount Pleasant
Rd., Toronto, ON M4P 2L3.

For more information, phone

(416) 485-8295.

Carmela Spano Appointed

Advertising Director

]im Norris, president of Norris
Publications, announces the
appointment of Carmela Spano as
Advertising Director. Ms. Spano,
an honours marketing graduate of
Humber College, has been with
Norris Publications for nearly six
years as Advertising Coordinator
and has an extensive background
in advertising, print production
and client service. Ms. Spano's
responsibilities will include new
business development, existing
client service for Norris Publica-
tions’ six publications and overall
implementation of advertising
strategic planning.

According to Norris, Ms.
Spano’s promotion is due to the
company's growth and diver
sification and the need to provide
expanded marketing services for
a growing list of clients.

Norris Publications, a division
of Norris-Whitney Communica-
tions Inc., are publishers of Cana-
dian Musician, Canadian Music
Trade, The Juno Awards Pro-

CM 10

Carmela Spano

gram, The CASBY Awards Pro-
gram, The Canadian Music Show
Program, Canadian Record
Month magazine, and produce
The Canadian Music Show.

For more information, contact
Carmela Spano, Norris Publica-
tions, 832 Mount Pleasant Rd.,
Toronto, ON M4P 213 (416)
485-8284.
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Paul Hyde and Bob Rock — Not

or most of their career The
Payolas seem always to have

come in through the back door.
It's not surprising then, that the
next time you hear from the
band's co-founders Paul Hyde
and Bob Rock it will be under the
banner of a new name and on the
Capitol-EMI label, Rock and
Hyde having signed directly to
EMI's head office in London.

“It's not like the Payolas have
died, really,” an enthusiastic Paul
Hyde states. "lt's more like a
housecleaning. Personally, I'm
sick of the band, that whole Paul
Hyde and The Payolas thing.”

The band played its last dates as
The Payolas with the rhythm sec-
tion of Chris Taylor and A-Train
Boynton at Club Soda in
December, after which Hyde and
Rock returned te London to put
the ink on the EMI contract and
clear the way for the recording of
their fifth (or first) album.

The return to England will be
under much more optimistic cir-

TERRY BURMAN
HOWARD DRUCKMAN
TOM HARRISON
MAUREEN LITTLEJOHN
PERRY STERN

The Payolas Are Dead
Long Live The Payolas

The Payolas

cumstances than when the two
friends went there late last sum
mer on a head-clearing,
songwriting, busman’s holiday in
the aftermath of the Here’s The
World For Ya LP. Armed with a
Casio, a Fostex portastudio and a
rented guitar, Paul and Bob
would meet in their hotel room to
lay down some of the ideas they
had gathered together from
sightseeing and club hopping.

"Going to London was like an
injection of confidence and deter-
mination for me.”

Once home, the recording of
demos began in earnest on the 24
track Nieve board and two-inch
Studer deck that had been bought
from Little Mountain Sound. The
three song demo tape that
resulted from the English jaunt is
what landed Hyde and Rock at
EMI's door. The next album will
be recorded at home, likely in
February, to be mixed in the U.K.
Although Paul doesn’t know how
much the new band will be




An age old question that can now be
answered in literal terms; the people
are Showco, the answer is Crown.
Consider the major tour. Each move
a major task. Truckload after
truckload of sound and lighting
equipment must be put up and torn

down, more often than not, overnight.

In most cases the awesome
responsibility for a successful
technical performance rests squarely
on the shoulders of Showco.

A tour company with a client list that
reads like Billboard’s Top 100,
Showco has been at the forefront of
this highly specialized field for years.
Their reputation stems from a finely
tuned marriage of technology and
sweat. We are proud of the many
years we have been involved in
Showco’s efforts and our new Micro-

Tech™ 1000 power amplifier
dramatically illustrates the value of
this relationship.

Innovative Crown technology shaped
by advice from Showco has produced
a more powerful, lighter and smaller
amplifier ideal for the touring
professional. Higher power, less
weight and less rack space translate
into critically needed efficiency on the
road.

Currently on tour with the largest
system ever designed for indoor
arenas, Showco once again relies on
the power and dependability of the
Crown product. 134 Crown PSA-2s
and 28 new Micro-Tech 1000s supply
the power -- in excess of 200,000
watts to drive over 16 tons of
loudspeakers.

The performance of the new MT-1000
further strengthens the dependability
of Crown amplifiers. The only reason
Showco has had to touch their new
amps is to move them. And move
they have, 78 shows in 52 cities
without a failure of any kind. Not
surprising for a Crown product but
unheard of in any product fresh from
the assembly line. Months of
Showco’s heavy duty field testing has
established the MT-1000’s reliability
even before it hit the market.

At your next concert take a look
beyond the performers; chances are
you will find Showco and the driving
force of Crown.

cr own@ ...the next logical step!

9653 Cote de Liesse/Dorval

Exported under the Amcron name,

omnimediaooora o

uebec HOP 1A3 (514) 636-9971




realigned or what direction it will
take, he is relieved to be able to
put the routine of The Payolas to
rest.

"The freedom to do songs that
are different is what we need. |
think we've been stunted by the
type of songs we're expected to
record in North America.

"I don't know exactly what we
are going to do yet. Certainly the
mood and direction and attitude
will be different. The last album
was very North American, the
next one will be more European.
It's going to be pop songs but with
more depth and more risks taken.

“What I'd really like to do is
perform and work in England for
a while. We'd never move there
permanently - I love Canada, but
England has always been more
what we've always been oriented
to.”

Although Here's The World
For Ya has sales in the same
neighborhood as the previoustwo
Payolas albums, the presence of
David Foster as producer upped
the ante of what was expected of

the group. Certainly it was ex-
pected to break the band in the
United States on the basis of Fos-
ter’s reputation as an industry
heavyweight. What was supposed
to be a blockbuster turned out to
be a firecracker, and it became a
Canadian spectator sport to
figure out what was to blame - the
way the term Payola nagged at the
American industry’s guilty cons-
cience, the sugarcoating of
Foster's production or the band
for not touring Canada where it
could have fortified its popularity
until the Americans kicked in.
Ultimately, the U.S. division of
A&M finally admitted that it really
wasn't behind The Payolas (to no
one’s surprise) and Paul and Bob
took being dropped as a chance
to shoot back on the rebound.
“You learn from everything you
do. I think Here’s The World was
a good album and I'm proud of it.
So we're going to drop the name
and record again. If the next
album flops it won't be because of
the fucking name.”
TH

Rock School Comes To TV Ontario

It used to be that fledgling
rock musicians had to learn the
basics by slogging it out in
faceless bar bands. Now, they can
do it by simply watching televi-
sion.

Rock School, an eight-part
series of half-hour programs, airs
on TV Ontario Monday nights at
11:00 starting Jan. 27. And for
those who miss the show, it's to be
repeated the following Wednes-
day at 4:30 in the afternoon.

A learning package, specific to
the series, is available from TV
Ontario for $39. It contains a
200-page textbook, a cassette
tape of 89 music examples, two
newsletters, four issues of Score
featuring sheet music, a guitar
chord wall-chart and an Ontario
music business resource list of
managers, agents, retailers, etc.

Originally produced by the
BBC three years ago, Rock
School, was repackaged for
North American viewers with the

Night Lines: “Music For People Who Still Listen”

February marks the second
anniversary of CBC's Night
Lines, heard in 21 cities onthe FM
network. As a latenight home for
eclectic alternative music Pro-
ducer Ross Porter sees Night
Lines as a place “for little known
groups to get national exposure,
or for that matter, any exposure at
all.”

Operating under the motto
“"Music for people who still
listen”, Night Lines ofters a full
menu of musical tastes from
around the world with little
regard for fad or fashion. There
are precious few stations still of-
fering alternative music program-
ming, and Porter sees part of his
mandate as offering a place onthe
CBC for younger people. "' have
an image of our audience,” he ex-
plains, “that is based on research.
I'think for the most part the bulk of
our audience falls within the late
teens and early twenties range,
but we reach up to those in their
thirties as well.”

By mixing the latest import and
domestic releases Night Lines has
opened up a world of contem-
porary music that would general-
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Jane Siberry - Big hit on Night Lines.

ly be unavailable to most
listeners, especially in the
Maritimes. Porter says the show
has “a strong committment to
Canadian acts, although I don't
like to classify them that way. You

might hear KLO mixed between

Elvis Costello and the Waterboys,

it makes for a better context.
"Night Lines is very much a

program our listeners have
helped to shape and mould. The

addition of host Herbie Hancock.
Three British studio players -
Deirdry Cartwright (guitar),
Henry Thomas (bass) and Geoff
Nicholls (drums) - demonstrate
the instruments and how they fit
together. The first three shows
cover the fundamentals of rock,
including tuning, chords and
how to choose an instrument. The
rest of the shows look at various
styles: blues, funk, reggae, heavy
metal and new wave. Featured
are tips on technigue from the
likes of B.B. King, Nile Rodgers,
Carl Palmer and Stanley Clarke,
plus concert footage of the Police,
Black Uhuru and others.
Beginners and seasoned musi-
cians alike should benefit from
both Rock School and the music
clinics with which TV Ontario will
follow up Rock School. Contact
TV Ontario for more information.

TB

most requested artists are U2, The
Clash, Costello and Jane Siberry.
She's definitely one of the most re-
quested people on the program
since we began. Jane is a perfect
example of someone who we've
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THE POINTER SISTERS NEVER
WORRY ABOUT THEIR WIRELESS

Even though the Pointer Sisters take plenty of chances on stage, they never gamble with their
equipment. They use Samson protessional wireless systems because of their proven reliability.
Samson’s long range, no dropout performance gives them the freedom of movement they
need in concert. The Pointers have built a career by making smart moves. Like choosing
Samson Wireless.

Joe Mumford, Musical Director, plays with
Samson’s Broadcast Series Guitar System.

SAMSON

WE TOOK THE WORRY OUT OF WIRELESS™

Omnimedia Corporation Ltd., 9653 Cote de liesse, Dorval, Quebec HOP 1A3 514-636-997] 1985 Samson Products Corporation




supported from the start.”

Porter welcomes the inclusion
of any new talent onto the pro-
gram and says that he derives a
great deal of pleasure in watching
musicians hear their music on the

radio. “"Qutside of the major cities
the CBC has a great significance
in some of these people’s lives. It's
really great to see someone cal-
ling home to Halifax and telling
his folks to turn on the radio

because we're playing his song.”
Contact: Night Lines, Ross
Porter, P.O. Box 160, Winnipeg,
Manitoba R3C 2HI1 (204)

774-9733.
PS

Ambient Music Finding Its Niche

hanks to the Windham Hill

breakthrough in 1984, the
Canadian market has opened up
to the peaceful strains of ambient,
or New Age, music. This makes
the Toronto-based ambient music
duo of Danna and Clement very
happy.

Mychael Danna and Tim Cle-
ment, both in their late 20s and
together since 1977, have record-
ed two albums, A Gradual
Awakening (1984) and Sum-
merland (1985) for Fortuna
Records of California. Danna had
also done two solo albums for the
University of Toronto's Harrison
label. The Fortuna albums,
available in the United States,
Europe and Australia, are now
available in Canada, thanks to a
distribution deal signed recently
with Montreal’s Chacra Alter-
native Music.

Danna and Clement may never
have joined forces it the
classically-trained Danna hadn't
almost severed a hand in an acci-
dent. This put an end to his
dreams of being a concert pianist
and led him deeper into working
with synthesizers, something he'd
done since the age of 16. Clement
had been working in pop music
but boredom with its restrictions
turned him to ambient music.
Danna and Clement won the
University of Toronto award for
electronic music in 1985. Danna
won it alone two years earlier.

Yet Danna says their music
owes more to pop than traditional
electronic music. Their broad
washes of synthesizer sounds,
woodwinds and quitars, are
coupled with the sounds of
nature. Danna calls this en-
vironmental music. Birds and
spring peepers from Algonquin
Park and water sounds from
Toronto Island are the sorts of
things you'll hear on the records.

"Our music serves as an en-
vironment,” says Danna. "We feel
that music has a profound effect
on your life.” It's more up front
and has a more varied emotional

CM 14

Mychael Danna and Tim Clement.

palette than most New Age music,
but is positive and non-
aggressive.”

Both albums of three to eleven-
minute pieces were recorded,
with the exception of the natural
sounds, in Danna's elaborate
home studio setup in his
downtown Toronto apartment.
And because they don't have to
worry about high studio bills,
Danna and Clement take their
time recording. A Gradual
Awakening took about a year.
Some of the pieces are 40-50
tracks thick.

Danna’s studio includes three
eight-track open-reel decks, a
Fostex A8, a Tascam 38 and a
Yamaha RM804, a Revox A-700
two-track deck, and a TEAC
A-2340SX four-track deck. A
12-channel Sunn SPC-2212 mixer
is used. Keyboard equipment
comprises Yamaha DX7 and Korg
Polysix synthesizers, a Mirage

sampler, a Yamaha TX7 FM ex-
pander, a Roland JSQ-60 digital
keyboard recorder and a Korg

PS-3200 programmable
polyphonic module.

Some of this equipment, along
with tapes and computers, is used
in Danna and Clement's live per-
formances, which they have
started doing around southern
Ontario. A multi-media presenta-
tion of dance, masks and visual
projections accompanies the con-
certs. Says Danna, “Two guys
playing synthesizers and winds
aren't as visually exciting as peo-
ple are used to.”

Neither is the Danna and Cle-
ment video, “Enchanted Land-
scapes.” Danna describes the
40-minute long flow of natural im-
ages jokingly as a “non-video”,
but hopes that MuchMusic or
MTV would still be open to it.

TB

The Finish Is
Critical For
Guitar Makers

on't start what you can't
finish.

With guitars as in life, the motto
applies. Aside from sealing the
wood to protect it from harsh
Canadian winters, perspiration,
and wear and tear, the finish can
affect the tone, attack, and the ap-
pearance of a guitar.

“Ideally, the best sounding
acoustic or classical quitar would
have no finish on it, but that's im-
practical,” says Toronto guitar
finisher George Gray, who also
builds and repairs stringed in-
struments in his north-end shop.

“The real trick in finishing is to
get a nice, level appearance
while keeping the finish really
thin,” says Gray. “A lot of highly
produced quitars are really nice
to look at, but the finish on them is
ridiculously thick.”

Gray uses a catalyzed
nitrocellulose lacquer for a
tough, quick-drying finish that
has good flexibility and adhesion.
Each guitar goes through a long
process that includes a coating of
paste-wood filler into porous
woods like rosewood or
mahogany, a scraping to clean
the bindings, five solid coats of
lacquer, a dry sanding, four more
coats, a wet sanding, and then a
thorough polishing.

Gray first became interested in
guitar repairs as a player. "I'd
take any quitars that friends said
were ready for the garbage and
try to put new tops on, stuff like
that,” he says. "I was down at the
Folklore Centre (now defunct)
with one, and (noted gquitar
maker) Jean Larrivee walked in. |
started asking him a bunch of
dumb questions, and he offered
me a job. It was just a real fluke.”

After three years' training with
Larrivee in Victoria, B.C., Gray
found himselt in charge of
finishing and final assembly. He
returned to Toronto with fellow
craftsman and Larrivee appren-
tice Linda Manzer, and they each
opened their own shops. Now he
finishes the guitars she builds for
Pat Metheny, among others.

You can reach him at G.T.,
Gray Guitars, 400 Don Park Rd.,
Unit 15, Markham, Ontario L3R
1C6.

HD




PPX POWER AMPLIFIERS

NEW STANDARDS IN RELIABILITY.

Check out the two new PPX power Output® PPX 900 PPX 450
amplifiers from Citronic - first in a series Watts bridged mono o0 s
developed using an advanced modular into 8 ohms

design to offer new standards of reliability

. Wich into 8 ohms 280 140
at affordable prices.

Wich into 4 ohms 450 225

* Total harmonic distortion less than 0.06% 10 Hz to 20 kHz.
B Internal layout minimises cable runs.

B All high current connectors double-wired.
B individually fused output device.
B Electronic balanced inputs as standard.

B High quality calibrated and indented galn
controls. ;

B Forced air cooling with quiet cor
grade fan. e

B FET. switch-on muting {

B Clip indicators.

o 4

. 4

For more information call your

Citronic dealer or Gould Marketing Inc. - O

6445 Céte de Liesse, Montreal, Quebec, -"- < n
HA4T 1E5. Tel: (514) 342-4441. N

Telex: 05-824822.



eware the wolf in

For over 50 years, Shure has led the industry in microphone products
and innovations. And, in particular, the Shure SM58 has long been
the acknowledged standard for professional performance.

This situation has obviously frustrated our competitors. So lately,
it seems they’ve decided that “if you can’t beat ’em, copy ’em.” Asa
result, several have introduced microphones that, lo and behold, look
a lot like our SM58.

But, unless you’re going to hang it on the wall, you shouldn’t settle
for a microphone that only “looks” like an SM58. And you should
realize that these competitors have not succeeded in achieving the
performance of the SM58. No other microphone delivers the quality
and consistency of sound that professionals insist upon. And the
durability to make it last.

Consistency. Every SM58 delivers the same excellent response
and sound characteristics. Sound that professionals know they can
count on, time after time. Our competitors lack our quality control.
So one of their microphones can vary a great deal from the next, in
performance and reliability. If you get a “good” one, it still won't
measure up to the SM58. And, of course, if you don’t. . .

Durability. Superior construction techniques prepare the SM58
for real-world abuse; abuse that would—and in our testing, does—
shatter look-alike microphones. SM58's that have been in use for 12
years still pass performance standards our competitors can’t meet
when they’re brand new!

You can’t fool Mick Jagger, Eddie Rabbitt, Roger Daltrey, and
hundreds of other top entertainers who have made the SM58 %
the preferred stage microphone, by far. But our compet- 4
itors obviously think they can fool you. Can they?

When a better microphone is built, Shure will build .
it. Until then, dismiss false claims by other manufac-
turers with a simple word. Baaaaaaa.

s“““G)

THE SOUND OF THE
PROFESSIONALS®
... WORLDWIDE

For more information on Shure’s line of SM Professional Performance Microphones, call or write



A.C. Simmonds & Sons Ltd., 975 Dillingham Road, Pickering, Ontario L1W 3B2 (416) 839-8041




=Roland

7

SEE THE
FUTURE
IN CONCERT

REVOLUTIONARY
NEW FORM OF
SYNTHESIS

/ NEW DIGITAL PIANO’S
NEW PRODUCT FROM ALL DIVISIONS
Skip Prokop - Roland Canada

Ichi Itoh - Roland Japan
Ike Ueno - Roland Japan

APRIL 86

COAST TO COAST

TICKETS AVAILABLE FROM:

Roland Canada Music Ltd, 6691 A Elmbridge Way, Richmond, B.C. V7C 4N1
OR

Your local Roland Dealer Roland Users Group Magazines

WATCH FOR FURTHER DETAILS!




Let Canadian Musician
Take The Blahs Out Of
Your Winter And WIN A
Fostex Recording Package!

Recording Package supplied by

FOStex

I 1) X-15 Multitracker With Battery Pack
® portable and complete multitrack studio
for composing and creating ® 2 channels,
4 tracks ® Equalizer ® Complete mixer
section
® Mic and line inputs ® Headphone
outputs/separate volume control ®
Varispeed ® Dolby “B” noise reduction

I ) Accessories
R - 3 ® MIN15 CompressoriMixer
F A L ® 8070 AC Adaptor
= ® 5060 Punch InfOut Remote Controls
0015 Carrying Case (for X-15)
= ® TS.15 Tape Sync Unit: MIDI Synchronizer

%

* Total Value over $ 1,000!
|
You have until Feb. 28, 1986 to subscribe or renew your subscription

to Canadian Musician. Purchase any additional gift subscriptions for only
$9 and all names will be entered in the contest.

[J Enter my name in the Fostex Recording Package Contest and enter my subscription.
L[] Enter the namel(s) of my gift subscriber(s)
(] 1 yr. Gift Subscription(s)

$9.00 x__

Name = ) Enclosedis my cheque or M.O. for
Charge to my Mastercard or Visa
(please check one)

CardNo.
Expiry Date
Prov/State ____ = === Code ____ = _ Signature

Address
City

Compl o
(Please check ane) New Renewal EREie cRamaiteoavi o

. 1
Inside Canada N N
1yr.12.00 [ 2yrs. 21.00 [ 3 yrs. 29.00 [0 5 yrs. 39.00 J/N

Outside Canada 832 Mount Pleasant Road
1 yr. 15.00 2yrs. 26.00 L] 3 yrs. 36.00 5 yrs. 49.00 Toronto, Ontario M4P 2.3

Subscribe now to Canadian Musician and you have a chance to win a cormplete



“Heavier Sound” for Luba’s Follow-up

to Secrets and Sins

e all saw (or heard about)

her stupendous perfor-
mance at the Junos. Luba, the
diminutive damsel with the
dynamite voice was more than
deserving of her 1985 Best
Female Vocalist Award. And
there’s no reason to believe her
next vinyl effort won't be even bet-
ter than the acclaimed Secrets
and Sins. So with baited breath
we wait to hear what the voice
from Montreal will dish out next...
Tucked away since the end of
November in Morin Heights,
Que., Luba’s been watching the
snow fly and letting her ideas
soar. Ensconced in the cosy
home/studio environment of Le
Studio, located about one hour
north of Montreal, Luba and band
members, Peter Marunak,

drums, Mark Lyman, quitars,
Michael Bell, bass and Alain
Couture, gquitar, vocals, have

spent an intense four weeks
together. Says the bubbly
blonde, "We cry and laugh

together. Out here there's no
distractions, we eat and sleep
music.” Putting in long hours
(starting at noon they usually
work until 3-4 A.M.) Luba’s anx-
ious to get the project completed.
"It's been two years since we
recorded Secrets and Sins, |
want to have something in my
hands to be proud of.”

Not about to give away any
clues as to the name of the album,
she will concede the sound is
“heavier” than last time. "There’s
an edge to the music, both
rhythmically and vocally.” And
the songs? She laughs, "My

writing’s getting better. More to
the point, more clarity...We're
doing a lot of ballads, R&B, a
mixed bag.”

Produced by Pierre “Baz”
Bazinet, Luba explains, “"We'd
worked with other producers
before, big names, but weren't
comfortable with them. Pierre’s a
friend of ours.” Engineered by
Paul Northfield (who's done work
with Sting and David Bowie),
Luba's determined to have a “live
sound” although much of the
drums are programmed and an
Emulator is used extensively.

Their first time at Le Studio for
such an extended period, Luba's
really happy with the decision,
“"Creatively, I'm doing a lot of
writing,” she says, adding "It's
peaceful. The house has a grand
piano, [ play my ideas to the guys
and they tell me if theyre any
good or not. I couldn't see myself
trying to do this in the hustle and
bustle of New York.”

Expect to see the album by late
February or early March, and
Luba herself in concert soon after.

SOUND & LIGHTS
SALESSRENTALS
e —

|
THE TOTAL PRODUCTION CENTRE

WORLD CLASS TOURING COMPANY

Midas/Martin Audio Systems
LMI Digital Lighting Systems

Consultation @ Design
Technical Support

- Pro Audio Systems & Sound Reinforcement

- Lighting Equipment & Theatrical Products

- Professional & Semi-Pro Muititrack Components
- Musical nstruments, Amplification & Accessories
- Electronic & Signal Processing Equipment

- Commercial Sound & Lighting Installations

- Custom-Built Equipment & Instrument Cases
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Video Editors -
Unsung Heroes

V ideo-making no longer exists
as an optional promotional
device. In a finger snap of time,
they've become an imperative for
most performers, and although
they are of huge importance, few
know much about the video-
making process and less about the
techniques involved. While stars
have surfaced among directors,
there are other members of the
production team - art directors,
cameramen, editors - who are in-
timately involved in the creative
process and who ultimately have
a profound effect on the final pro-
duct.

The post-production phase is
the most time consuming aspect
of any production. Record com-
panies want instant results and
often a video can be on the air 2-3

weeks after a project begins.
Since actual filming rarely takes
more than one or two days, the
lion's share of the time is taken up
behind the scenes.

A trio of young Toronto editors,
Wendy Vincent, David Buder
and Scott Carlton, collectively
calling themselves Bananazz,
have developed a system that
speeds up the technical aspect of
editing and gives them more time
to devote to the creative end. Bet-
ween them they've worked on
about 60 videos - virtually all the
work done by Champagne Pic-
tures (Gowan, Corey Hart,
Platinum Blonde) and Total
Eclipse, an up and coming pro-
duction house.

While a director devises a con-
cept, it's the editor who has to
realize it, and in the process has
alot of input in shaping the pace
and feel of the video. The effects -
from quick cuts to fade-outs to
slow motion - are created by the

Scott Carlton, Wendy Vincent, David Buder

editor’s efforts, a job that Vincent
describes as “extracting the
magic.

“Most performers are ill at ease
in front of the camera,” she says,
"and it's the editor’s job to smoath
out the rough edges, finding jus:
the right look, picking the best
angle out of all the film shot.”
With so much time in an already

rushed process being taken up by
dubbing, synching and copying
negatives, a way had to be found
to simplify the process and
minimize the possibility of
damaging the print. Understan-
dably Bananazz don't want to
devulge the process.
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YOUR LINK
TO BETTER MUSIC
ALL RODAM PRODUCTS HAVE A
TWO YEAR GUARANTEE

Instrument Cords.)

® Active and Passive Direct
Boxes.

(902) 835-8960

e

7 We manufacture: \

® 35 Different types of Cables ® Cable Testers.
(Speaker, Microphone and

® Active and Passive WALL MOUNTS AND

Microphone Splitters. PATCH BAYS.
CANADIAN DISTRIBUTORS:

B.C./Alberta Ontario/Quebec

BRIAR PATCH INDUSTRIES Manitoba/Saskatchewan

P.O. Box 770 RODAM DISTRIBUTING

Fort Langley, B.C. VOX 1J0 LTD.

(604) 888-2313 91 Pelham Ave

Mariimes Toronto, Ontario MEN 1AS

TAURUS ENTERPRISES (418) Sy0-Aene

P.O. Box 124

Bedford, Nova Scotia B4A 2X1

® Snakes, Bulk Cable (Beiden)
and Connectors (Switchcraft
and Neutrik).

® CUSTOMIZED SNAKES,




Triumph
STAGES
MCA Records

Producers: Triumph
Mixed at: Metalworks, Toronto

Aher mixing a live album
\ and flying cross-country in a
day to promote it (with the bonus
of donating a much appreciated
bundle to charity), Mike Levine
can lean back, secure in the
knowledge that he'll never have to
dc either again. Maybe. As gruel
ing as that hectic day may have
been, it had nothing on the her
culean effort he put into produc
ing the Stages double LP. Own
ing the best studio in the country
helps but it doesn't mean any
fewer man hours.

Taking trom mid-Jure to
Labour Day, five days a week,
eighteen hours a day, Levine
worked with the engineering tag-
team of Ed Stone and Hugh
Cooper. “It wasn't that hard,”
Levine laughs, "but [ challenge
anyone to listen to 25 takes of
“"Magic Power” and live to tell the
tale.” To assemble the album
Levine resurrected all the live
reccrdings (some they made for
themselves, some were for re-
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proadcast) of their last three tours
and picked the best takes of what
the band considared a greatest
nits collection. Levine adds that,
' think the only song our fans will
miss is “Blirding Light Show”,
but it was toa long.”
The process of mixing a live
album to decent recording quali
y is an arduous one. “It's tough
inding tracks that have
everything sounding good, with
all the guitars in tune and with no
glitches. Usually there'd only be
two songs frem each show. You
nave to isolate everything downto
the drum tracks and then build
up.” This meant running lines out
fo an empty warenouse next door
and re-recoraing :he tracks from
:here, in order to provide a com
parable width and cepth for a
clean hall sourd. "It wouldn't be
like a concert without audience
reaction, but there's so much in
terference or the individual in
strument racks that they have to
be cleanec up.” Tc put back the

BY

“live” sound, they used virtually
every reverb machine available:
most notably two EMT units (tubes
for “smoother, rounder” sounds,
and a solid state model for “har
sher, tougher” sounds), Space
Station and Yamaha Reverbs,
Sony Digital Reverb and DDLs
from Eventide and Lexicon. Ac-
cording to Levine, '‘each
machine sounds different on each
instrument on every recording.”
Only tedious trial and error could
bring out the best results.

There were no overdubs of in-
struments on the album, but Rik
Emmet and Gil Moore each had
to touch up some vocal work,
Levine says they are impossible to
pick out. As much asanything, he
says Stages gave him an impor
tant perspective on his live work
with Triumph. "After a few years
we became a lot looser with the
songs, the arrangements get bet
ter and we learned to play things
in a way that's still exciting for us
and the audience. We learned
pacing along the way. Back in '78
the songs near the end of the show
would get shorter and we'd play
faster.

“Now we're in better shape.”

PS

One To One

FORWARD YOUR
EMOTIONS

Bonaire Records
Produced, Engineered and
Mixed by Leslie Howe
Studio: Union Studio, West
Germany

Few established artists are
given the kind of free rein Ot
tawa’s Leslie Howe was given for
One to One's debut LP, and it
must have been a very special
demo tape that earned him the
chance. With vocalist/co-writer
Louise Reny, Howe impressed the
people at London's Bonaire
Records and was shipped oft to
West Germany to record at Union
Studios, where Bonaire stable
mates Saga completed their latest
album. Howe played all the in
struments (including “a couple of
DX-7s, an Emulator and a
Synclavier”) except for a couple
of saxophone tracks and Steve
Negus' turn on the high hats.
“"We could have hired a pro-
ducer”, says Howe, "but the ones

TERRY BURMAN

TOM HARRISON
MAUREEN LITTLEJOHN
PERRY STERN

we wanted were either too in
demand or too expensive to be
taking on an unknown act. We
went into the studio with com
pletely prepared songs and it still
took two weeks to record. If we'd
had a producer it might have
taken only one, but then we might
have lost the sound we really
wanted as the price. I think we
benefitted from the experience
because now we can take a com
pleted recording around next
time and say ‘this is what we're
like, would you work with us?’ It
it's successful we'll be able to pick
and choose who we work with in
the future.”

PS

The Family Brown

FEEL THE FIRE
RCA Records
Producers: Neil Wilburn and

Sam Durrence
Studio: Pedernales, Austin, TX

uno award winners, The Family

Brown may have recorded this
record in Austin, but they haven't
necessarily “gone south”. Brother
Barry says there's little difference
between Canadianand American
country styles: "There used to be




more of a difference. Early coun-
try in Canada was more influenc-
ed by country/folk instead of
Nashville's boozin’ crooner and
good ol’ boy attitude. Nashville's
gotten away from that and
Canada moved away from folk.
Now we're on common ground.”
While he says Feel the Fire wasn't
aimed at the US market, having
conquered Canada who can be
blamed for wanting to expand, he
does allow that producers
Wilburn and Durrence said they
wanted an “American sound”.
The record offers a mix of coun-
try styles recorded immaculately
at Willie Nelson’s Pedernales
Studio on a Sony Digital 1610. Not
wanting to be pigeonholed to one
style, Barry says The Family is
keeping to the middle ground.
“"QOur father has been’in the
business for fifty years, so he's a
traditionalist, but the rest of us are
in our thirties, so we lean towards
the contemporary. The Sony
gives a real ‘hall’ sound, all the
people in Nashville are using it.”
The highlight of the recording
session {they took over the studio
for seven 24 hour days), was the
surprise appearance of the
Nelson himseltf. "The day he came
into the studio he was supposed to
be at Radio City Music Hall. He
just sort of slipped into the studio
while we were working on

"Wouldn't You Love Us Together

Again” and asked 'Is it alright if |
pick a little on this thing?’ All of a
sudden he started singing along
so we ran a vocal mic in. It was
amazing, a thrill and an honour.”

PS

Poisoned
POISONED

Zulu Records

Engineers: Mike Chords, Greg
Reely

Mixed by: Bob Rock

Produced by: Poisoned and Ray
Fulber (Executive Producer)
Studios: Profile Studios, Little
Mountain Sound and Mushroom
Studios

assion is no ordinary word;

Art Bergmann is no ordinary
talent. Poisoned is the first EP
even to hint at Art’s authenticity,
and songs such as "Yea, | Guess,”
“"Emotion”, “Guns and Heroin" or
the vitriolic "Yellow Pages” in-
dicate why he is one of the most
magnetic performers in Van-
couver as well as one of the most
respected.
Despite this, therecord isonly a

character sketch.

“We hadn't recorded as a band
betore so we didn't have an
overall sound or plan in mind,”
Bergman explains. "We recorded
three tracks at Profile in
September and October last year
(‘84) and three more that
December. At that time we just
wanted to get good raw sounds
down that we could mix later.”

In fact, says Art, the record
grew from popular demand for a
10 song cassette recorded in a
basement eight track studio. The
tape drew raves from the print
media and campus radio station
CITR and went on to sell 700
copies in downtown specialty
stores.

Ray Fulber became
Bergmann's manager at the same
time he pulled out of his partner-
ship in Profile Studios, a 24 track

facility. Fulber had some free
time coming to him and he used it
to good etfect on Poisoned. Other
recording was completed at
Mushroom Studios and Bob
Rock, Payolas’ co-founder and
one of the hottest engineers in
Canada (as well as a friend of
Art’s), did a freewheeling mix on
Christmas Eve and Boxing Day at
Little Mountain Sound. Rock
gives the EP a veneer of polish,
but one that doesn't hide the raw
power and anger that identifies
Art as an original - as hungry as
Iggy Pop, as real as Keith
Richard.

The record which cost $15,000
to produce, has had a long life.
Vancouver's indie label, Zulu has
picked it up for national distribu-
tion and the recently-finished
video of “Yea, I Guess” likewise
legitimizes the West Coast's low
budget independent video pro-
ducers.

"It was done really simply,” Art
says of the video in his
characteristic tone that mixes
cyniscism and deadpan humour.
"It doesn't make sense and there's
no gender involvement.”

TH

Mandala

CLASSICS
WEA Records
Producers: Arif Mardin,
Jerry Greenberg, Joe Wissert
Studios: Atlantic, RCA and
Sound Canada

e’re talking history here.

White Canadian soul circa
1966, Toronto's own Mandala
were wowing crowds from New
York to L.A. with their sweaty
sounds. Comprised of Domenic
Troiano on gquitar, George
Olliver, lead vocals, Joey
Chirowski, on organ and drum-
mer Penti (Whitey) Glan,
the band, originally called
The Rogues started out as a house
act at the Club Blue Note. Signed
to the Chess label, their first
single, "Opportunity” was written
and produced by Troiano and in
1967 broke nationally in Canada.

Switching to the Atlantic label,
the band were working on their
debut and final album, Sou/
Crusade and true to the spirit of
the times psychedelia dominated
the cover. "Love-Itis” was picked
up as a single and made CHUM's
Top 10 in July of 1968, but the
album wasn’t released until
almost a year after its recording.

Troiano, who's now working
mostly on TV soundtracks (Night
Heat) is tickled pink by WEA's
Classics compilation of Mandala
hits. “When Bob Roper (A&R
Manager at WEA) came to me
with the idea [ thought it was a
joke,” he recalls, quickly adding,
“I'm glad they did it, though.

“There wasn't much to choose
from,” Troiano admits.

The biggest challenge putting
this piece of vinyl together? "Try-
ing to trace the Chess masters,”
says Trolano. "We finally found
Marshall Chess and went to the
warehouse, but there was 10,00C
boxes to go through. We never
did find them.” Instead they had
to hunt up mint condition records
to remaster.

So why a 1985 release of this
material? Does Troiano think
there’s a revived interest in Man-
dala? “"No, not really,...although
I've heard Soul Crusade goes for
about $30 at record collector’s

conventions.” He laughs, "I think
the old fans just need a new copy
of the record.” He doesn't think it
was money that motivated Roper’s
decision, "Bob was just into the
band,” he explains, butadds, "He
had gotten calls from distributors
on a steady basis asking about us,
so he felt there was a demand.”

| Braineater
ARTIST POET THIEF

Zulu Records

Engineer: Dave Ogilvie
Producer: I, Braineater
Studio: Mushroom Studios

ike the Poisoned EP, this

mini-LP represents an evolu-
tionary period in the work of Jim
Cummins, the artist, poet and
thief in question.

"I wanted, for posterity’'s sake,
to get a record released that cap-
tured what I've been doing for
the past four or five years--that
whole punk thing I'd been in-
volved in.”

Cummins is a true indepen-
dent. A visual artist, he has sold
his paintings and commercial art
to raise money to build a P.A.
system, which he has used to
launch countless, short term
variations on the I, Braineater
theme. Gigs raise money to buy
artist's equipment, resulting in
another new art show, the profits
from which will go into his
popular line of I, Braineater T
Shirts, which fund his'next band
or project. Cummins, like an ac-
tor, has a sense of grand gesture.
Hence this record, which
features him on guitar and Mr.
Versatile, the one and only Andy
Gralfiti, on drums.

“Recording with just guitar
and drums was a matter of
necessity, but it also was the only
way we could get the feeling we
wanted. We wanted power and
clarity; I wanted the lyrics to be
heard and [ worried that if we
used other instruments the sound

would turn to mush.”
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Artist Poet Thief consequently
sounds like The Stooges without
a bass player and places a high
priority on drive and commen-
tary.

“[ felt I had to get a few
messages across. 1980 More" is
about not learning from history.
As long as boys get zits on their
faces and girls run away, it is
possible that there will be
another Hitler. As soon as socie-
ty thinks it is safe and has got
everything licked, that's when it
goes to sleep.

I was trying to stay true to
myself and not censor myself. |
was trying to write the way Ten-
nessee Wiliams or Burroughs
would have.”

The recording costs to Cum-
mins were $1,000; pressing and
graphics (by Jim) brought the
total cost to $4,000.

The mini album since has been
picked up for distribution na-
tionally by Zulu Records with
U.S. ofters coming in. Jim mean-
while is back in Mushroom with a
new band attempting to realize
another dream - the combining
of the sexual potency and confu-
sion of T Rex and Elvis Presley in-
to a kind of glamabilly.

TH

Aldo Nova

TWITCH

Portrait Records

Producers: Aldo Nova with Len-
nie Petze

Engineer: Brian McGee
Studios: Kingdom Sound and
The Hit Factory, New York.

After two-and-a-half years
away, Aldo Nova is back with
Twitch, titled after his nickname
earned during the recording of
the album. Says Nova, "I used a
lot of Linn drum on the album,
and hearing the snare, I
developed atwitch. Everytime the
snare would hit, I'd blink my
eyes.”

Nova ‘retired’ from the pop
scene after the pressure of making
Subject, his second album and
went back to doing jingles. But he
returned because he found he
missed recording his own music.
And Twitch, as with his first two
albums, was recorded piece by
piece.

“That's the only way I know how
to record,” claims Nova. "Evenif
did have musicians in the studio,
it seems to me they’re a lot more
focused by themselves.” He tried
the live approach on several

songs, including “Lay Your Love
On Me”, a heavy metal ditty writ-
ten and recorded in the studio in
10 minutes, the title track and
“Fallen Angels.” Problems with
“Fallen Angels” illustrate Nova's
point. "The musicians were play-
ing to impress each other. L had to
get (drummer) Allen Schwart-
zberg alone, ‘cause the gquitar
part follows the drums to perfec-
tion. It was the only time he ever
said he felt like throwing down his
sticks and quitting.”

In his arrangments, Nova is
after a balance between perfor-
mance and parts. "I try to arrange
so every part fits. I like hearing
somebody play very well. [ dont
like music where if you've been
playing guitar for a year, you
should be able to play this.”

Nova's guitars are recorded
through Marshall stacks using a
combination of close and ambient
mics. Leads are recorded close
up and the rhythm quitars are
doubled twice to get a fat sound.

Speaking of sound, Nova has a
more commercial, overall softer
sound on Twitch, despite the
abundance of screaming guitars.
"] guess I'm getting older. The
music down here (in New York
where he lives now), is all Top 40
and I'm affected by what I hear.
This is basically where I want to
go. I never like doing heavy metal
for its own sake. Twitch is a cross
between rock and Don Henley."”

Unlike the solo approach to
recording his earlier albums,
Nova used a lot more sidemen in
the studio thistime. “Instead of me
saying ‘play this note and that
note,” it was ‘so what do you
hear?””’ Nova says working this
way, especially with keyboardist
David Lebolt, made the material
more open and fun.

B

Murray
McLauchlan

MIDNIGHT BREAK

True North Records

Producer: Murray McLauchlan
Engineers: Gary Gray, assisted
by Scott Campbell, Rick Starks
and Mike Duncan.

Studio: Manta Sound, Toronto

ike Anne Murray and Gordon

Lightfoot, Murray McLauck:-
lan has become an institution
in Canadian music. His voice
and style are unmistakable,
consistent, yet always expressed
differently on every album. About
Midnight Break, his new album,
McLauchlan says "“It's rooted in
the same musical forms of
everything I've done, but it's a
more high-tech effort using studio
effects and modern sounds.”

He has achieved a harder edge
on Midnight Break, not unlike a
Springsteen or a Cougar. “lt's a
natural kind of music for me to
make,” confides McLauchlan,
Midnight Break is essentially a
country rock album. The rock
stuff like “"When You're A
Memory” or “"Me And Joey” is
solid enough to be acceptable to
people used to thinking in terms
of rock. To me, because it's got a
steel quitar in it, it's still country

Aside from the steel quitar,
McLauchlan's brand of country
here includes his use of a Fender
Telecaster “to sound like Duane
Eddy” and a big fat drum sound,
created by sampling gunshacts
with an AMS triggered by Bucky
Berger's snare.

McLauchlan feels this en-
thusiasm comes across well on
Midnight Break, which was
recorded during lots of live-off-
the-floor work in July and August.
“Irehearsed the players very hard
before going into the studio,” says
McLauchlan. "I was looking for
performances.” He says he
prefers recording live as opposed
to doing it in layers. “For exam-
ple, "Louisa Can't Feed Another
Child” wasrecorded as is, whag!”

Lyrically, Midnight Break is a
mixture of despair and hope. "It's
a lot like life,” adds McLauchlan.
“That's not inconsistent with my
nature.”

One of the most despairing
tunes is “Suppertime In The
Milltown.” McLauchlan explains:
“"That's a song I've been writing
over and over again for many
albums. It's had different titles
and structures but it's the same
song. It represents the horror of
the interdependency and slavery
people wind up in in one-trick-
pony towns. If the pony closes
down, there's no option, no hope.
I tind that horrilying and keep
writing it out of my system.”

On the other hand, an idyllic
song like "Golden Fields”, says
McLauchlan, is designed to
create a piece of beauty to live in.
“It's the kind of thing you can put
on when it's 40° below outside
and the snow is battering at the
window. You can go on a trip in
your head back to where it's
nicer.”

McLauchlan produces himself
because he says no one else quite
knows how to translate his ideas
into reality better than he does.
He thinks he's been the most suc-
cessful on this album. “"Midnight
Break is considerably better than
any other records I've made. I
think it's up there with “Whisper-
ing Rain” and "On The
Boulevard,” most certainly. Some
of the songs on it, I believe, are
better than I've every managed to
write. So I'm getting along. I'm
not all the way where I want to be,
but I'm getting there.”

TB

No Means No
YOU KIiLL ME

Zulu Records

Engineer: Greg Reely
Production: Greg Reely
Studlio; Mushroom Studios

No Means No has never been
a band to pull its punches;
always has performed live or
recorded with a social conscience
highlighted by a grim but percep-
tible humour. You Kill Me was
recorded at Mushroom Studios
and marks the upward progres-
sion of Rob and John Wright from
the basement recording of their
first seven inch EP, seven inch
single and Mama, an album
released two years ago featuring
nothing but Rob’s bass and John's
drums.
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You Kill Me is the first recor-
ding to include quitarist and
singer Andy Kerr, but retains the
ferocious attack of a jazz-
schooled rhythm section playing
with the conviction of a punk
band.

“"There's been growth as far as
moving up to state-of-the-art
recording, and in knowing our
way around the studio,” John
agrees. "This was supposed to be
an album but we didn't have the
money, so we decided to take
what we had and make a good EP
rather than a not-so-good LP.

"We were going for a live
sound. We wanted the loudest
live, rockin’ record Vancouver's
ever heard.”

Besides the four originals is a
rip-roaring version of Jimi Hen-
drix’s “Manic Depression”,
which, aside from slotting in
perfectly with the themes of "Body
Bag"”, “Some Bodies" or “Stop It"”,
emphasizes the hardhitting
rhythm rather than quitar
pyrotechnics, of the Hendrix
original. John says that the band'’s
arrangements and unrelenting at-

You've Never %
Heard it SoGood

Only one person hears music at its
absolute best, the recording engineer.
He's responsible for mixing the music on
records and soundtracks. Wherever he
works, he's easy to spot because he's got
the best seat in the house. Call us for a free tour,
and we can put you in that seat.

For hands-on training in multi-track music recording
or video production, call us at (213) 666-3003 ext. 6
or phone for a free brochure.

Institute of
Audio-Video
Engineering

1831 Hyperion Ave., Dept. V, Hollywood, CA 90027
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tack is derived naturally from the
band’s early days as a bass and
drums two-piece band.

"Yeah, with just drums and
bass it's impossible to be cliched.
We still consider ourselves a punk
band in the classical sense. We
really believe in that ‘do what you
want’ attitude; it's what got us
started.”

A band that has to be seen live
to appreciate its power, No Means
No also defies categorization.
John Wright, however, does have
a label.

"We call it High Volume
Minimalistic Post Punk Art Funk
Jazz Rock Fusion.”

TH

Approved for Foreign Students

Brilliant Orange
HAPPY MAN

Zulu Records
Engineer: Mike Chords, Rob
Porter

Producer: Brilliant Orange
Studlio: Profile Studios

angly quitars and slap happy

drums are all the rage again on
the West Coast and leading the
way with The Grapes of Wrath is
Brilliant Orange: Rick Vee, Mark
Findler, David Glenn and
Graham Brown.

In fact, from the day Brilliant
Orange went publicin 1985, it has
had to weather comparisons to
The Grapes as well as other of the
guitar-rock/country-rock/roots-
rock groups from The Del-Lords
to R.E.M.

“All these bands are being
compared to R.E.M.”, Mark
Findler complains, mildly.
“"Nobody is relating them to the
originators of the sound such as
Bob Dylan or Neil Young.

"I'm not saying we're not a
revivalist band, but that the term
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is too easily coined by critics.
We're just a four piece rock and
roll band.”

With that sound ringing in its
ears, the prototype Brilliant
Orange went into Profile Studios
a year ago to record “Happy

Man” and "Shotguns”. These
tracks were later re-mixed at
Mushroom after a proposed
single for another indie label fell
through and Zulu offered to pay
for the pressing, packaging and
distribution of a 12-inch EP, the
total cost of which came to nearly
$6,000.

"I think “Secure” is the track
that came out best, and I'm not
saying that because it's the one I
wrote, but because, for what we
had in mind, that song comes
closest to accomplishing it.

“We had the best idea of how
we wanted to sound,” Mark goes
on to explain the group’s decision
to produce itself. "We wanted
something that was not contrived,
something fresh, something that
perked youup.”
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Heart For The City

THE MISSION PROJECT
. Producer: Bill Ryan

Engineers: Yuri Gorbachow,
Franke Marrone

Studio: Master’s Workshop,
Toronto

In celebration of its 90th
anniversary and also as a fund-
raiser, Toronto's Yonge Street
Mission has released its first
album, Heart For The City - The
Mission Project. The record
features 10 acts, all regular per-
formers at the mission’s outreach
centre, Evergreen. Their gospel
contributions include styles from
folk to rock, new wave and reg-
gae. Everyone involved, in-
cluding Master's Workshop,
donated their services.

Bill Ryan is credited as pro-
ducer but admits he was more of
an administrator/coordinator
than a producer. Both he and
engineer Yuri Gorbachow say
that the band produced
themselves with help from the
engineers.

Ryan selected the acts
thematically “with lyrics directed
to the mission’s ministries” from
15 four-to-five song demo tapes.
A dozen were chosen originally
but two dropped out during
recording. And of the 10trackson
the album, two were already
recorded: “"Storm Clouds” by
Manning Avenue and Robbie
Jaster's “Healer Of A Broken
Heart.”

The musical mix is deliberate,
says Ryan, and is aimed at the
18-40 age group. "Some people
think we only have gospel
quartets or Christian rock bands
at Evergreen. We don't have
much of either; we have a
variety.” Acts were also chosen
that were the most marketable.
“"Something like a church choir
would’'ve been unsuitable.” adds
Ryan.

Recording took place from May
through October. Yuri Gor-
bachow says as time was tight,
each artist was limited to one ses-
sion only. And although most had
no studio experience, Gor-
bachow was surprised at how at

KURZWEIL

To get great sound, you have
to start with great sound.

Contoured Sound Modeling has

ease they were. "They knew what
they wanted. It wasn't ‘how do |
get this sound?’ but "how long will
it take?"" Gorbachow’s role was
mostly that of advisor. He made
sure the artists paid special atten-
tion to details in bed tracks and
coached them on using studio
tricks, such as doubling. Bcth

ARRANGING

solo piano to ol
custom Or rec

Gorbachow and Marrone tried to
maintain a level of consistency in
production, the sound and level
of the xick drums, for example.
But because the acts were pro-
ducing themselves, the overall

ty is slightly uneven
TB

SHOWS
original or ‘stc nusic arranged
for club acts or theatrical shows

given the world the Advanced Sampling
Kurzweil 250, with the famous
Kurzweil Grand Piano, Strings, Human
Choir and 42 other factory voices, plus
124 keyboard setups.

Distributed by:

Carleton Keyboard Group Ltd.
600 Hood Road

Markham, Ont. L3R 3K9
(416) 477-0904




Tinker, tailor, soldier, sailor....

Artist representative, choir director, student, record
distributor, record manufacturer, booking agent -
whatever your bag, Music Directory Canada '86 has
the information and contacts you need.

Made up of 45 categories ranging from Acoustic
Consultants, Artwork & Graphics, Consumer &
Trade Shows, Music Education, Radio Stations,
Recording Studios to Concert Promoters, Jingle
Houses, Music Camps and Record Producers, the
directory is an essential tool for anyone involved in
music in Canada.

The 1986 edition features five new categories:
Music Writers, photographers, Concert Venues,
Nightclubs, and Music Television Programs.
The directory is as easy to use as a dictionary.
Categories and listings are alphabetically
arranged, with Radio Stations and Recording
Studios listed by province. The information
contained in the listings is up-to-date and
accurate, with specifics about each company,
organization and artist.
The Schedule of Events and Artist Contacts
sections are bigger than ever for 1986.
Three new sections have been added:
Award Winners, suggested Reading and
Two Decades of Canadian Chart Toppers.
Regardless of which facet of the music industry
you are involved with, Music Directory Canada
'86 is an essential resource book.
The '86 Directory is available for only $19.95 plus $1.00 postage and handiing. Don't delay. Order your copy today.

Also available from CM Books - Some Straight Talk ABout The Music Business by Mona Coxson. $14.95 plus
$1.00 postage and handling.
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The Akai S612 MIDI
Digital Sampler
BY RUSS WALKER

ver since the advent of the Fairlight

CMI, musicians have been frothing at

the mouth to get their hands on an in-
expensive piece of hardware that would put
such technology within their grasp. I speak,
of course, of the ability to digitally sample a
natural sound, musical or otherwise, and ac-
cess that sound with a keyboard.

A couple of years ago I worked with a
recording engineer electronics whiz who
had adapted his own such device. He took a
stock digital delay unit and installed a hand
switch so that he could record a short sound
and retain the sound in the unit. By using a
drum machine to trigger the sample he
could build a variety of drum tracks using
any sounds he could get his hands on. Since
the delay unit had twelve bit resolution it
delivered very good sound quality.

Akai is now marketing a very similar
device with the added feature of being com-
patible with any MIDI keyboard. It is six
note polyphonic and although you can only
use one sample at a time, its twelve bit
resolution makes it sound considerably bet-
ter than any of the eight bit samplers ['ve
tried. Also available is a disk drive for the
unit that uses 2.8 disks. Both pieces are
rackmountable with functions laid out simply
on the front panel.

You don’t need a computer programming
course to operate the S612. By plugging in a
mic or line signal and using the record level
attenuator,you can sample a sound and in-
stantly access that sound with your MIDI
keyboard. You can choose a sampling time
of up to 8 seconds but for optimum fidelity
your limited to about 2 seconds. This seem-
ed to be enough to accomodate me as [
wandered through the building clanging
everything that would make a sound. There
are two slider controls to change the start
and finish point of the sample and the loop-
ing feature will allow you to sustain some
sounds indefinitely. It took some experimen-
ting to get the sounds to sustain evenly
without glitches but I was able to get some
nice smooth sounds after a bit of time. This
area would be enhanced greatly with a soft-
ware program that would allow you to
visually edit the wave and remove any parts
of the sound you don't want. [ got some in-
teresting sounds by using the over-dubbing
feature and mixing voices and acoustic in-
struments. Many of the samples [ tried only
sounded good within half an octave of the
original while some worked well right across
the keyboard.

There is a library of factory samples

available of which a few sounded quite ex-
cellent; yes they have breaking glass too.
For those who have never experimented in
this area, it really is an exciting way to
create music. For someone who is tired of
the sound of their present synth, no matter
which brand, a tool like the Akai S612 can
add exciting new dimension since there is
absolutely no limit to the type of samples you
can use.
(Russ Walker is an engineer at Sound
Design Studio and member of New Regime).

Fostex Model 80 and

Model 450 8-Track

Recorder and Mixer
BY BENJAMIN RUSSELL

| ¥ ostex has the distinction of being the

first to build an 8-track recorder which

operates on 1/4" tape. Three or four
years ago, their A-8 brought 8 track recor-
ding, if not to the masses, at least within
reach of serious musicians. At the same time
they introduced their version of a cassette 4
track, reel to reel 4 track, 2 track mix down
deck as well as an 8 channel mixer. A little
farther along they brought out their B16 16
channel recorder which records on 1/2" tape
and the X-15, a battery operated 4 track
cassette small enough to hold in one hand.
Along with various speaker systems, effects
and accessories, Fostex have an extensive
line of equipment for home and semi-pro
studios.

Now Fostex is introducing a new genera-
tion of equipment. The Model 80 and 20 are
their new 8 and 2 track recorders and the
Model 450 is their new mixer. Unavailable at
the time of review are some juicy syn-
chronizer options as well.

This stuft looks great. I don't imagine it
will make the machines work better but you
never know. Black is cool - who cares if you
have to dust it a little more often - you
should keep such gear as dust-free as possi-
ble anyway.

First to the Model 80. As with their
previous machine, this one operates at 15
i.p.s. on 1/4" tape. It has Dolby C noise
reduction built in but if you prefer some
other form of noise reduction or none at all,
you can switch it out. The specs are about
the same as the A-8: line levels are - 10dB
and inputs are RCA jacks which means it is
compatible with home stereo equipment.
You'll need a suitable interface if you want to
use it in a +4dB pro studio environment.
Frequency response is 40 Hz - 18 kHz and
the signal to noise ratio is 72dB.

The dimensions and weight are almost
identical to the A-8: 14" x 13 1/2" x 6 3/4",

weighing 29 lbs. This is part of the Fostex
philosophy - make it small and compact. If
you're like me, space can be a big con-
sideration and small is a plus. The only
disadvantage is that you must use 7" reels
which means that if you're working on a
magnurm opus extending more than 20
minutes, you could be in trouble.

There is a pitch control allowing you to
speed up or slow down the tape by up to
10%, a manual cue lever and a footswitch
punch in. The transport controls are con-
siderably advanced over the A-8 and this is
one of the real beauties of the machine. The
counter is real time (minutes and seconds)
and there is a return to zero which works
from either side of zero.

Unlike the A-8, you can record on all 8
tracks simultaneously if you wish, although
inputs 1-4 are normalled (automatically sent)
to inputs 5-8 unless something is plugged in-
to those jacks. For example, if you send a
signal to track 1, it will also be sent to track 5
but if you patch another signal into track 5
each track will receive a separate signal.
This means you won't have to reach to
repatch every other take if you're using a 4
buss mixzer such as the 450.

The Mcdel 80 is a breeze to use. From the

musician’s point of view some of the features
are a dream. Hands free footswitch punch
ins (which Fostex pioneered) have become a
necessity for the solo home studio operator
but the addition of the other footswitch to
return you to memory #1 is a nice touch.
With the Auto start button depressed, you
don't have to go near the machine - when it
returns 0 memory #1 it starts again on its
own. Add to this memory #2: it chooses
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where to stop the machine and returns you to
memory #1. With the Auto start you now
have an a%omatic loop so you can rehearse
that tricky bit that leads into the solo a hun-
dred times without boring the engineer to
tears.

Getting optimum signal levels recorded
on tape becomes child’s play with the bar
graph meters.

Now to the Model 450 mixing board. Itis a
very different creature than its predecessor,
the 350. For one thing, it is bigger - about 3
inches wider and 5 inches deeper. Like the
350 it is an 8 x 4 x 2 mixer but it has a lot
more flexibility and features.

Each channel has line as well as balanced
and unbalanced inputs and phantom power
for professional choice of input. The trim
control attenuates the input signal by bet-
ween -20 and -60dB, and there is a peak
overload LED which warns you when signals
are too hot. Pre-fader we have a patchpoint
for external processing and there is a post-
fader direct out.

Eq is quite good - a fixed 10 kHz high,
and semi-parametric sweepable mid and
low. All three bands boost or cut the desired
frequency by up to 15dB. There is a mono
post-fader send for echo or whatever and a
stereo send which can be switched pre or

post-fader or tape.

Channels may be assigned to the 4 busses
which, if you're recording, are sent to the
recorder. There are 4 buss inputs, each with
its own rotary pot and these can be mixed in
with the other signals assigned to the busses
and controlled by the buss faders. You can
check your levels on the 4 bar graph meters.
Again, the peak reading feature makes level
setting worries a thing of the past.

If you're familiar with mixers, this one
should pose no problems and if you're new
to the game, you will find it pretty easy to get
around the various signal paths before too
long. The manual is short, clear and
straightforward. With all the patchpoints and
the 2 auxiliary sends (1 more than the 350),
there is plenty of flexibility. The more you
become familiar with it, the more creative
ways you will find to use the 450. It com-
plements the Model 80 nicely and would
make a perfect mixer in a 4 track set-up.

A problem you might encounter is if you
must record a sync tone simultaneously with
some other signal. The cross talk within the
mixer is enough that you will hear the sync
tone on your other channel. (I should point
out that this can happen even in the large
pro studio. As a rule, always record your
sync tone first if you can and if at all possi

ble, connect it straight into the recorder).

Conclusions: For home recording, semi-
pro applications, the only immediate com-
petition in this price range would seem to be
the new Tascam Studio 8. But Fostex is ob-
viously thinking of other applications as well.
The mixer could be bought separately from
the recorder and this seems like good think-
ing. You're not locked into buying them
together - you could opt for a 16-channel
board instead, let’s say. Or for applications
like video where you might not need much
signal processing, a simpler line mixer might
suffice. On the other hand, the 450 makes a
good stand-alone mixer which is hard to beat
for features and flexibility in this price
range.

Also available is the Model 20 2-track
recorder which has the same transport func-
tions and is the same size as the Model 80. It
has the added feature of a third track
specifically for time code, making it ideal for
video applications.

A tantalizing prospect is the option of ad
ding the remote synchronizer for video
lockup and an autolocator with built in
MIDI. The future begins now and Fostex ap-
pears to be jumping in with both feet.
(Benjamin Russel’s last album was recorded
in his home studio in Montreal).

The Aphex Avral Exciter Type C

The Best Way to Improve Your Sound System
Just Got Better.

'.'

And more affordable! Less than $590!
Like the famous Type B, the new Type C
restores natural brightness, presence-and
detail to live and recorded sound... and
does it more quietly and musically! Lyrics
will have more intelligibility... guitars more
bite... drums more kick. The overall mix
will be cleaner, more natural and exciting.

The Type C is the best way to improve
any sound system. It adds that extra edge
that is impossible to add with any other

Distributed Exclusively by
AKG Acoustics
= 601 Milner Ave . Scarborough. Ontario M1B 1M8

Tel (416)292:5161 Telex 065-25100/03/04

processor. Live sounds fill the room without
all the problems of high frequency EQ.
Multitrack tapes made on narrow format
machines will sound like they were made
on expensive studio recorders. Even
cassette dupes will have an unmuffied,
professional sound.

Hear the difference only a genuine Aural
Exciter can make at your dealer today. Or
write us for more information and the name

of your nearest dealer.

Detachable rack ears included
Aural Exciter is a registered trademark of Aphex Systems Ltd.© 1985 Aphex Systems Ltd




NOTHING LETS YOUR
LEAD SCREAM LIKE JBL.

Lead guitar. It's the driving force. The explosion of
energy that can blow the roof off. Blow an audience away.
And blow your speakers apart.

A speaker that tries to be all things to all sound
usually hasn't got the guts for an aggressive lead.

That’s why at ]BL we don't design for a general
market. We design for sound. Highly specific sound.
Your sound.

Our remarkable 12" E-120 is just what your lead guitar
has been screaming for. The E-120 was built to capture
the full dynamic range and dramatic colorings of rock,
heavy metal, and any music that stretches sound to the
limits. The E-120 delivers unparalleled brilliance and

~ For more information contact
Gould Marketing Inc.
6445 Cote De Liesse
Montreal, Quebec
H4T 1ES

power on top. And lets you hold your audience with
absolute authority, with a full, complex midrange and a
deep. rich bottom-end that punches hard.

The E-120’s big, ultra-efficient 4" edgewound voice
coil lets you crank it up like no other speaker in the
business—and it does it without driving your amps to
destruction. Giving you explosive clarity and extra-
ordinary definition, sounds that simply turn to “mush”
with other speakers.

See what 300 high-powered watts, our exclusive SFG
magnetic structure, 4" voice coil, and the most efficient,
most rugged speaker in rock and heavy metal can do for
your music. Take the lead at your local |BL dealer today.







exalted place i’ the imaginations of

Canadians. If all shé had done was -
write “"Both Sides Now" and “Circle
Game” she'd still be as highly regarded
as, say, Gordon Lightfoot or Leonard
Cohen. But she went much farther than
that. It she had moved on trom tolk music
to pop and stopped there, she'd share the
kind of cross-over success that Anne Mur
ray has basked in. She'd be a perennial
on award shows and we'd feel like a rich
cousin had come home for a visit twice a
year. But she went farther still. Having
grown past commercial success in the late
seventies she experimented with jazz and
stretched the limits of “"popular” music.
That put Joni and Neil Young at the sum
mit of our contribution to modern music.
And still she hasn't stepped back. While
good ol’ boy Neil has retreated into right-
wing politics and country music, Joni has
stepped forward, again, leaving her most
popular convention - the love song
behind, taking a hard look at the social
issues of the day.

The first record [ ever bought with my
own money was Blue. While my father
never seemed to mind my brother's
Allman Brothers or my sister’s Monkees,
there was something about Joni's high
notes that drove him wild. He forbid me
playing it while he was home and my love
affair with her began clandestinely and
passionately. When I finally saw her, per-
forming Court and Spark with Tom
Scott's LA Express at Massey Hall, she
had already developed a harder, more
independent jazz sound. It was around
the time Rolling Stone labelled her “"Old
Lady of The Year” and, as a teen-ager, 1
felt intimidated by the love songs she

]' oni Mitchell has a special, almost
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wrote. They seemed to involve alot ot
betrayal and disappeintment and [ wasn't
prepared to be that cynical yet.

O sickageuostncet on me. Hav
nad one, | met with some ot
den Boys' they suggesied, but |

these 'G&

Dog Eat Dog is Mitchell’s fourteenth ‘mﬁ it over. We felt secure that

album since 1968. Sne has run the gamut
from folk to pop to jazz and is now mak-
ing music that, put ssimply, contains
elements of each style but is confined to
none. It was a hard album to make —
“one of the hardest,” she explained — at
least partly because technology has just
about caught up with her imagination. It
meant sharing production chores for the
first time and it meant relying strongly on
other peoples’ ability to translate thought
nto sound, something she's been “messin’
around with for years.”

“I'm a painter by prediliction,” Mitchell
explained, and she often relied on her
artist's vocabulary to cescribe her musical
situation. She'll “oolour” a song with
sound effects and "tlesh out” a spot that
lacks depth. As we talked she'd sing a
line here and there, or imitate a sound to
“flesh out” a description. Words didn't fail
her, it's just that sometimes they were
inadequate.

We talked about three particular
aspects of Dog Fat Dog in the short time
we had: The production team the project
required; how sorigs were constructed in
the studio; and, the effect that technolo-
gy, particularly the Fairlight CMI, has
had on her recording. I interrupted her
infrequently with questions, she seemed
to know where each one led and
answered fully. The first thing I asked was
how she managed to get anything done
with three co-producers?

“I've always produced my own records
so I'm used to being a benign dictator, or
a free-school teacher. I'll bring players in
and give them as much verbal instruction
as [ can. I don't know what I'm locking for
so it's more or less lefting them go and
waiting until I discover what it is I'm look
ing for. Alot of my process is intuitive.

“There was soms= pressure from

anagement and the record company.

Larrv (Kle.n, her husband, bassist and

# co-wxiter cf two songs), Mike Sh:pley {the

engineer) and [ were capable of bringing
about the music we wanted. I don't even
like the word ‘producer’. I think it slipped
onto the last album but I never called for
it to be used. It makes me teel like a head
of lettuce. Like ‘pro-duce’.

“Thomas (Dolby) had kind of a bid in to
produce me, and, of course the record
company was kind of intrigued by that
idea. We felt we needed a technic¢ian who
could help speed us up. In the studio we
were still slow at simply getting our
sounds out and manipulating the equip-
ment. We needed someone who could
type faster (she laughs), someone who
could move around on the thing and give
us a display of possibilities rapidly.

“We called Thomas and I explained to
him what we needed was really a more
menial position than the ene he had vied
for — to take a backseat on the project
and to be more supportive than a pro-
ducer who has the last say. He said that
would be fine with him, it would be love-
ly, and that he was tired of people looking
to him for all the answers. While he said
that, I thought: Wait a minute — this
guy's had three or four years of being in
the foreground and it's almost like A
Chorus Line. Can a person who's used to
having control do that? If you can do that
you're a better man than I am Gunga

Din! It's very hard to restrain the joy and //
compulsion of the creative process. A

“We did have some difficulties becausé -
Thomas would get a roll going. He'd ge't
a sound set up and mstead of turning it

.

\\‘
24

-~

N




A PROFESSIONAL RECORDING SYSTEM
THAT’S AS UNIQUE AS THE MUSIC
YOU PUT INTOIT




TN MTCHEL

have a player with a muted trumpet play
a note as long as he could hold it out.
Then I gave him another note, and [ did
that with several tracks. It's a very dison-
nant chord. Then we took that piece of
tape and that harmony — with the equip-
ment back then it was a real three-
handed effort — and we dialed it down
with a pitch modulator. So you get this
sound (she makes the sound) that sets up
the beginning of the song.

“That's the kind of illustrative music
we're doing now, only the equipment has
made that thinking appear more fre-
quently. More people are doing that kind
of thing now, quite simply because the
machine itself has all the sounds built into
it. When they're running through the files
they find a sound and maybe they find a
place for it. But I've been messin’ around
with that for alot of years, now. It's just
that the equipment opens up the
possibilities to a greater degree.

“Sometimes there are flaws in the pro-
gramming of the machine and it's the
flaws that I think I like best. A bad loop
will show up someplace on the program-
ming, maybe like on F. You'll hear a
pulse beat along with the chord. You'll
hear ‘whoa... whoa... whoa... whoa...,
but if you move it up a key it will go
‘whoa. whoa. whoa. whoa.' The tempo
picks up with the pitch. So you find a key
where the pulse will be a tempo that you
like the groove of. You hold down the
chord so that it's droning. It has a limited
amount of voicing, it doesn't have any
modulation, and you hold it for four
minutes and you build your track off that.
That, for me, would be a discipline of
monochromatic harmony. It would be an
intriguing tack to take and something |
intend to do.

“Music is funny and so trendy. It
always has blind spots. For instance: In
the sixties | had a heck of a time. The
style then was for bass players to play
with dead strings and for drummers to
have the snare heads really tight and a
pillow stuffed in the kick. A tight little
sound. I was always craving rounder
tones off the bass and slacker drum
heads. Well, that came around in the late
seventies and early eighties. Trend
shifted and suddenly there were alot of
people who played that way. That's
heavenly for me because [ always heard
sound that way. You're always bucking a
trend that's so followed that if you told a
bass player: ‘Look, can you change your
strings...?" First of all he'd think you've
got no taste!

“Sometimes the things I want are so out
of synch with fashion, and it appeared
that this was happening again. I've been
in this business long enough to have
bucked these things before. The difficulty
is in holding your ground and maintain-

ing confidence in your own ideas against
unanimous expertise.”

JONI MITCHELL DISCOGRAPHY

“Both Sides Now” (covered by Judy
Collins) and "The Circle Game"” (covered
by Tom Rush) are picked up before she
ever records.

1968 -Song To A Seagull, produced by
David Crosby.

1969 -Clouds, includes “Woodstock”.
1970 -Ladies of the Canyon

She moves away from folk towards “pop”
sounds.

1971 -Blue

1972 -For The Roses

Moving towards jazz, Tom Scott and the
LA Express become her back-up band.

1974 -Court and Spark; Miles of Aisles, a
doubie live album.

Well past pop, she moves deeper into jazz
using members of Weather Report.

1975 -The Hissing of Summer Lawns
1976 -Hejira

1977 -Don Juan’s Reckless Daughter,
double studio album. On the cover she
poses as a black man.

1979 -Mingus, only record, besides her
first, to not reach “"Gold" status.

1980 -Shadows and Light, live album
with members of the Pat Metheny Group
and the Persuasions.

She moves beyond jazz towards a more
contemporary sound.

1982 -Wild Things Run Fast

1985 -Dog Eat Dog O
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F. BESSON

Canada’s top professional Brass Players are using the
F. Besson Trumpets and Flugel Horns. Try them
yourself, find out why!

ARNIE CHYCOSKI,

lead Trumpet in the Boss
Brass and renowned studio

\ player says this about his
new MB70:

“It has a nice, broad, wide

. sound with plenty of core. It
can take anything I can offer.
I love it".

““It can take anything |
can offer.”’

GUIDO BASSO,

Boss Brass Soloist selected
the new F. Besson BF15
Flugel Horn with Trigger as
his Instrument. At a recent
interview he said:

“At last a Flugel Horn that
plays in tune, with the warm
mellow sound I expect from
my Instrument”’.

7N
¢¢...the warm mellow
sound | expect...”

For illustrated brochure and the name of a Dealer near you please contact:

Bm\rgmm@

Boosey & Hawkes (Canada) Ltd. 279 Yorkland Boulevard, Willowdale, Ontario
M2] 157 (416) 491-1900
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Theee-year limitec warraniy on all BOD effects pedals.
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: The many facas bwldmy the sau}rds America embraces —/azz
" fusion, blues, R & B, heavy metal, rock: the people behind DOD.

Since the blistering inception of rock, American music has
brought you to your feet. Now it's your turn.

Experience the bristling emotion of music born in America with
DOD. .. the all-American effects specialists.

Choose from sixteen pedals, Compress. Phase shift. Distort.
Flange. Delay. Turn it inside out. Tailor your sound.

- Because DOD effects pedals are as varied and specialized as
your musical tastes.

Born high in the heart of the WEST, DOB is the only company
on earth that offers a three-year limited warranty on effects
pedals.

BOD will keep you on your feet with our all-American pedal.

Contact your faverite musical equipment dealer for more
tnformation about DOD equipment.




BY TOM HARRISON

CM 40

ith its certified sales of a
million albums and the band's
first ever American top 10

single, Loverboy's Lovin’ Every Minute
Of It was a fait accompli by the time
anyone opened their mouths to speak to
the Canadian press.

Now, with Loverboy ready to roll
through the United States after a break
from the road of nearly two years and
Canadian dates being proposed for the
summer, everything seems to be back to
normal at Loverboy central and the time
is finally right to talk about the big black
hole between 1983's Keep It Up and
Lovin’ Every Minute Of It.

Keep It Up was the album intended to
consolidate the success of the first two
Loverboy albums and almost four
straight years of touring. It was also an
attempt to dig a little deeper into songs
of topical content, into ballads and out of
what had become recognized as the

Loverboy mould, typified by Keep It
Up’s "Queen Of The Broken Hearts.”

With that in mind, Paul Dean, Mike
Reno, Scott Smith, Doug Johnson and
Matt Frenette set off on an eight month,
135 date excursion that ended in March
1984 in Puerto Rico. By then, Keep It Up
had failed to live up to its title full of pro-
mise and the band knew it needed to
take a rest.

"The main disappointment was that we
were counting on getting three singles
from the album, but the second single
("Queen Of The Broken Hearts”) didn't
do well and the third single was barely
even tried,” says Paul Dean.

"We needed a break, a break for the
mind, for the body. We'd been on the
road for five years straight.”

Mike Reno agrees, noting that by the
time he saw his house again he'd
become cranky, miserable and con-
fused. So, for two months the members
of Loverboy turned into rutabagas.




When they regrouped in the spring of
‘84, refreshed and with no immediate
plans to return to roadwork, they had
resolved not to release a record until
they had what they wanted.

“Steal The Thunder” and a very dif-
ferent version of "Bullet In The
Chamber” survived the first demo ses-
sions. Both songs are co-writes by Dean
and Reno with Davitt Sigerson and Bill
Wray. Sigerson was recommended to
the band as a lyricist by CBS Records
but Wray has a much older connection
to Loverboy via manager Bruce Allen.

In 1973-74 when the Allen-managed
BTO was where Loverboy is now, Wray
was a Randy Bachman discovery who
signed with Bachman's Legend label
and released a solo LP. Bill Wray has re-
mained in contact over the years and it
was in Christmas ‘83 at the L.A. Forum
that he was waiting backstage to suggest
a songwriting collaboration with Paul
Dean.

“At that time I already was looking for
outside influences,” says Dean.
“Especially in writing the lyrics, which I
don't particularly like doing.”

As the songwriting and demo-ing con-
tinued, Bill Wray would stay at Paul's or
Mike's while Sigerson kept in contact via

> >

the phone, which occassionally meant
calling in lyric ideas, notably for “"Lead a
Double Life”, the last song recorded for
Lovin’ Every Minute Of It.

In another attempt to make a major
change from the Loverboy pattern of the
three previous LPs, and to anticipate
trends in mainstream rock, the group
called in Mike Shipley, an engineer
who'd worked on Foreigner 4, Def Lep-
pard's Pyromania and The Cars' Heart-
beat City and who was trying to make
his move into producing.

With 40 songs to choose from, that
October, Loverboy tore itself from home
to take advantage of the Solid State
Logic board at Le Studio in Morin
Heights.

"We tried something different: we had
Matt play to a click track and we
sampled the snare and bass drum,”

Paul recalls the sessions, "It was real
hard on Matt but he got through it.
Then, when [ talked to him later, he
said, ‘Guess how many tracks [ like?
One." And that was it.”

“We wanted the guy who made
Foreigner sound so great”, adds Mike.
"We wanted the guy who made The
Cars sound so great.

“But I knew right off the bat that it

wasn't working. You know how when
you're in school and you look up at the
guy at the next desk and he's got an ex-
pression on his face as if his dad has
died. That was Mattie.”

Exit Mike Shipley and farewell to 40
roles of scrapped two inch tape, but not
before Shipley had made one significant
contribution to the LP. It was while at Le
Studio and Loverboy had resumed its
never-ending search for more material,
that Shipley called Robert John “Mutt"”
Lange, with whom he'd worked on
Pyromania, to see if he had any songs on
hand. Lange volunteered to write one
that night, and the next day, calling
from England, he played a brand new
demo tape of “Loving Every Minute Of
It” over the phone which Paul Dean
taped off the line.

Loverboy learned the song from Paul'’s
tape, which had to be doctored in the
studio to bring out the rhythm track for
Smith and Frenette, who played to it on
headphones. Remarkably, the Loverboy
version is essentially the same as Lange's
demo, soccer chant and all.

Once back in Vancouver, where Little
Mountain Sound now had a Solid State
Logic board of its own, the group had
time for a change in strategy and to re-

>

write “This Could Be The Night”, the
ballad Paul Dean had begun with
Journey's Jonathan Cain. Around the
same time, Davitt Sigerson kicked in
with his cassette demo “Lead A Double
Life.”

But that didn't solve the problem of
who would produce the album.

“We thought, 'Hey, let's get some
crazy bugger from England to produce
us and put some fun into it,” recalls Mike
Reno.

The crazy bugger from England was
Tom Allom, whose credentials reach
back to engineering the first Black Sab-
bath album and include LPs by Def Lep-
pard, Krokus and Judas Priest. All of
which suggested that Loverboy were
gearing up to get heavy.

“I think we did get heavier on this
album, if you stripped away the
keyboards,” offers Paul, whose playing
on "Lovin’ Every Minute Of It” is among
the best, and most spontaneous he's ever
managed to capture on vinyl.

“We could never be a metal band with
Mike singing songs such as " This Could
Be The Night”. He's too good a singer -
he's not a screamer - and Doug Johnson
is too innovative a keyboard player.”

Still, the LP bears a few trademarks of

contemporary hard rock/metal LPs,
notably the stacked vocals on the title
track or the Bryan Adams-Jim Vallance
contribution, “Dangerous.”

For the recording of the LP, Loverboy
had access to both digital and analog
recording. In stacking the vocals, the
band would dub a bed track onto two
channels of 24-track analog and
methodically record five voices over-
dubbing the chorus onto the remaining
22 tracks. The resulting massed choir of
more than 100 voices would be mixed
down to two tracks and spun into the
choruses.

The results can be heard to good ef-
fect on the title track, “Steal The
Thunder” or "Dangerous”, which Paul
Dean heard as a demo several years ago
while driving with Bryan Adams to help
him buy a motorcycle, later
remembered and called in for the recor-
ding of Lovin’ Every Minute Of It.

After four and a half months at Little
Mountain Sound with Tom Allom the
group emerged with an album they were
happy with. An album that re-instated
the spontaneous playing of Matt Frenette
("an integral part of the excitement of
the band,” Paul Dean), was identifiably
Loverboy but which took the group into

Return From
The Big
Black Hole

newer fields. Best of all, as far as the
band were concerned, seven of the nine
songs can be featured prominently in the
19 song repertoire that Loverboy is tour-
ing with.

"I think it's a great album,” Paul says
enthusiastically, “and it's going to be
great doing songs like "Steal The
Thunder” live. The fans love it and we
love it.”

"I was ready to go back on the road
three days after we started rehearsing,”
Mike Reno declares. Reno, who has
been jogging seven miles a day and
weight-training, has resolved to take
everything one thing at a time as it
comes up.

"] had a great time making this
record. It was hard work but there was
no pressure and [ loved working with
Tom Allom. He's a gem. He's so funny
and he had a way of making everybody
feel great.

"And I enjoyed our time off immense-
ly. It made me feel as though [ can go
for another five years straight.

“And, you know, it made me realize
that what I really like is, not walking
down the street and people recognizing
you ‘cause you're famous, is that what [
really want to do is to make music.” ]

CM a1




BY MAUREEN A. LITTLEJOHN

"CREATING “‘A BUZZ” ON THE STREET

All the Ins and Outs of Music Publicity

he street’s buzzing. A new act
T is showcasing at the Holiday

Tavern and all the music industry’s
movers and shakers have turned out.
Maybe the group will get signed to a
record label, maybe they'll be offered a
tour by a booking agent, or maybe
they'll get approached by a high
powered management team. Anything
could happen to get the career ball
rolling.

What mysterious machinery makes
sure the word gets out? In the music in-
dustry it's the mighty wheels of promo-
tion and publicity that push a band to
the foretront. The two are distinct areas
of specialization; promotion being the
process of getting a record on the radio,
publicity focussing on the visibility of a
group through press, radio and TV
interviews.

This article, the first of a two part
series, will explore the intricacies of the
publicity business, the hierarchies within
major record labels, the role of indepen-
dent agents and what a new band should
be on the look-out for.

What exactly does a publicist do?
Says Joanne Smale, of Joanne Smale
Productions Ltd., the busiest and best
known of all the independent music
publicity companies in Canada, "There's
two words in publicity - public and city
- you make your client public to the
city.” Ways she carries out her dictum?
Organizing launch parties, showcase
events, conventions, sending out press
releases and setting up interviews. She
believes in letting her clients bask in the
limelight and keeps a low profile herself.
“I've never advertised,"” she says. “Peo-
ple come to me mostly by word of
mouth.” Smale has no set fee structure
or printed outline of her services, preter-
ring to take each job as it comes and
charges according to her client’s
resources. Clients have included The
Villans, James Cotton, Domenic Troiano,
the CASBYs, Video Culture, the Junos,
True North Records and currently she's
house publicist for the Copa nightclub.
“Usually people hire me on a contract
basis for either a one shot deal or a
specitied amount of time. With True
North I'm on a retainer and work with
CBS (True North’s distributor) to max-
imize their artists’ exposure. With the
Copa I publicize their events, make sure
they get their listings with all the local
media and, if they want it, assist the per-
formers with their publicity.”

Strateqy is of prime importance when
spreading the news, says Smale. She
likes to sit down with a client and set
priority goals, then map out how best to
meet their objectives. "For True North,
when an artist has a new album coming
out, we'll send out press releases, set up
phone interviews ahead with
newspapers, magazines or radio, call
them, follow up after the interview and
generally get the ball rolling.” A

publicist must target their client ap-
propriately to the media, creatively com-
ing up with story angles. Depending on
the client's needs, Smale will approach
the daily newspapers (entertainment,
lifestyle, fashion or business sections),
community newspapers, radio, campus
newspapers and radio, magazines, TV
(MuchMusic, New Music, entertainment
and news formats). She explains, “The
plan is to organize previews, set up in-
terviews and get your reviews. Publicity
is like a big puzzle, how to get coverage
the most tasty way, avoiding overkill or
underkill.” Smale stresses timing and
research, “You've got to understand
each medium'’s format, know who their
audience is and what their deadlines
are.”

How does Smale judge her impact?
“Publicity is never guaranteed. It's im-
portant not to become annoying to peo-
ple in the media, but to be creative with
ideas.”

If she can meet her client’s goals,
whether they are getting a record deal,
selling tickets or simply sending a
message to the public, she knows her ef-
forts have been successtul.

Smale who has been in the business
seven years, often has clients come to
her through referrals. “"Sometimes bands
will come to me after they've tried to
shop for a record deal and had no
response. I'll do a showcase so they can
meet the right people.” With her exten-
sive contacts in the industry, she has lit-
tle trouble with attendance, but she ex-
plains, “You tend to invite the same
guest list to these events, so something’s
got to change. It's important to find the
right venue, a lounge, an old theatre, a
warehouse. The trick is to create some
excitement, get a buzz happening”.
Often she'll work in tandem with a spon-
sor, who may provide the refreshments,
or a radio station, who will guarantee ex-
posure for the event on their station.

What are some suggestions she has for
a new act? "The first step is try to get a
distribution deal, with something like a
showcase. If they have one already,
they've got to get out and tour. If there's
money in the pot, they should be sent
out on a promotional tour before perfor-
ming, or do advance phone interviews
with the media. If there's an album to
push, the same sort of thing applies.
Press releases go out to inform the
media, advance interviews are set up
and then we make follow-up calls to
make sure everyone has what they
need.”

Within record companies the function
of publicity is ultimately to sell a pro-
duct. Independent record labels usually
do not have the resources to work
records across the country, so they sign
distribution contracts with major com-
panies like WEA or CBS, who provide
them with their network of regional
representatives, responsible for servic-




ing local radio, retail and media
demands. A label like True North uses
Joanne Smale to give their records an
additional push. Says Jehanne
Languedoc, Promotional Director at
True North, “Joanne has an incredible
amount of contacts and can get a lot
more exposure than we'd get if we did it
ourselves. She organizes our press par-
ties, sets up interviews during a tour and
keeps the media up to date on what all
our artists are doing.”

Independent record labels, like Duke
Street or Attic Records have their own
publicity/promotion representatives who
work with their distributors. In the case
of Duke Street Records (distributed by
WEA) Adrian Heaps, V.P., believes to
obtain maximum results, the initial kick
must come from within his company. He
sums up his strategy to work a new
record with five points: a listening ses-
sion for the press; a tour; sponsorship of
the tour with the media (TV or radio);
retail checks, and finally, using all the
excitement generated to feed back to
radio and retail. Heaps maintains
because the major record companies
have such a magnitude of artists to push,
it's essential for independent labels to
maintain their own publicity and promo-
tion programs to avoid being lost in the
shuffle.

Ralph Alfonso, former Promotion
Director at Attic Records, (now working
with Honeymoon Suite) believes a
band'’s career hinges on the interwork-
ing of publicity and promotion. "“When a
band is on tour the priority is to sell
tickets for the show.” A sold-out concert,
he asserts, will directly influence record
sales and both will work to enhance
radio airplay. Before a tour he would ar-
range advance phone interviews and ap-

pearances on national video shows like
Good Rockin’ Tonight to make sure a
group’s fans know they're coming to
town. It's more difficult to garner atten-
tion with an unknown act however, and
Alfonso admits at these times he's his
own best PR tool. “You've got to jump up
and down,” he says. “A publicity person
must be able to pull rabbits out of hats.”
He recounts his strategy with Katrina
and the Waves, whose album, Walking
on Sunshine, went platinum in the fall of
1985. "I knew they were great, but I'd
never seen them, so I got the media’s at-
tention by letting them know David
Marsh (an influential American rock
journalist) played the record for Bruce
Springsteen and he had liked it."”
Stretching it perhaps, but with
unknowns often the recommendation of
a star will do more than the rantings of
any promo person. Alfonso continues,
"You have to be very honest in what you
do or the media will never trust you in
the future.” Other ways of getting atten-
tion? He laughs, “Everybody wants to go
to the circus. When | take artists around
the meet radio or press [ always take
photographers.” He's also aware of
visual impact, "I always had our artists
dress up like rock stars, even if they
didn't plan to.”

Essential to the successful publicist is
an on-going rapport with the media.
Says Alfonso, “You can't sit in an office
and do publicity. First you have to sell
yourself and then sell your artist.” How
so? "You have to pitch the fact you're
trustworthy. Show up at a lot of social
press tunctions and eventually the media
will come to you.” He believes the press
like to be served a story “on a silver plat-
ter" and even concedes, “"Bad press is
better than no press, as long as there’s a

photo with the story.”

Major record labels have the
resources, both in people and dollars,
that can make the difference in breaking
an act. Each company has its own par-
ticular set-up, but generally the publici-
ty directives come from head office and
are secondary in importance to promo-
tion. Jim Monaco, National Publicity
Director at A&M Record says, “"Our
company is different from most in that
our promotion and publicity people
work hand in hand. I have small "p”
power to do what I think is best. I control
my own budget and maintain an equal
status with the promotion department.
It's important for press to appear in
tandem with radio to reinforce each
other. Monaco admits it's difficult to plan
too far in advance, especially when jug-
gling up to 300 artists, but he believes
timing is the key element in the success
of a record’s release - avoiding market
saturation. In an optimum situation he'll
know a release date one to two months in
advance, from there his end of the push
would include compiling a bio, taking
publicity photographs, coordinating a
promotion tour or performance tour, do-
ing a massive phone campaign and ser-
vicing all the record reviewers in the
country with the album and press kit. In
the case of a tour he'll send ahead the
band's schedule to his local represen-
tatives in Vancouver, Calgary, Win-
nipeg, Montreal and Halifax and let
them know how much time is available
for press and TV, which programs are
priority and how the band's time might
be best utilized. "Publicity is a service,”
says Monaco. "I solicit free space from
the media. I'm sensitive to what their
needs are and 90 percent of the time I'm

Joanne Smale
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CREATING ‘“‘A BUZZ” ON THE STREET
All the Ins and Outs of Music Publicity

successful in achieving my goals.”
Monaco's axiom? “To reach and rein-
force” - in other words enhance an
artist’s image then reinforce it through
maximum, targeted exposure. He
believes to do the best possible job and
provide critical or positive teedback,
"You have to get to know your artists.
Even Bryan Adams used tc ask me, ‘'Was
I any good? What should I say next
time?" "

For many large record labels, the
responsiblity of publicity is spread
amongst a number of people. Says
JoAnne Kaeding, Marketing and
Publicity Co-ordinator for WEA, "I look

after the press, sending out releases and
organizing publicity photography. QOur
Artist Relations Manager sets up in-store
promotions and deals directly with the
performers. Dave Tollington is the
Publicity Manager and oversees what |
do, as well as managing WEA's Cana-
dian label.” To accomplish her end of
the job, Kaeding admits it's important to
know what type of music her contacts in
the media are into - and not to push if
they aren't interested. "It's tough to give
time to everybody. The lesser known
Canadian acts need help the most and
it's up to WEA to break them, so we'll
push them harder,” she says, adding it's
important to touch base with the band’s
manager and tour promotors, “so we
don't end up competing with each other
and can maximize our efforts.”

Major record labels aren't uniform in
setting their publicity priorities. Peter
Simpson, Administration Media Rela
tions at RCA Records believes,
“Ultimately I'm working for the artist,”
and explains his strategy for media ex-
posure, "The slant I take depends on
what stage a band is at. With a band like
the Cruzados, who are just starting out
and don't have a story to tell, I had to
take the visual route. MuchMusic is
crucial for instant national exposure.”
He explains, however, "Not all bands
can afford to goon TV. If they’re dull,
like Howard Jones or Robert Smith of
The Cure, they end up falling flat on
their faces.” Simpson adds, "I'm loath to

do advance phone interviews. My job is
to sell records, not concert tickets.” In-
stead he makes sure the media meet his
artists face on when they’re in town. How
does he approach the media? "] frame
stories for people to fit into their format.
It they hold no interest tfor radio or TV
then I go to the press.”

No matter whether looking at publicity
through a major or independent publi-
cist's eyes, the bottom line is catching
the media’s attention. Says Ruth Hotch
kiss, A.P.R. who runs her own PR ser-
vice and whose projects have included
promotion of the Fraggle Rock album
and the Kid's Records launch party,
“Toronto is beseiged with entertainment
opportunities, but it's also swamped by

publicists. You have to have something
new or different to quality for news
coverage.” Her suggestions? "When
you're pitching the press, it's the editors
you approach, because they make the
decisions, not the writers.” Gino Empry,
the Grand Pooh-Bah of publicity in
Toron:o (the Royal York's Entertainment
director amongst other things) says,
“The media is glutted with information,
letters they never read.” His advice?
“Persistance.”

All this making the public aware is
fine ini theory but let’s look at the
specifics. Should a band just starting out
hire an independent publicist to propel
their career? If so, who should they go
to? What do they charge? And what do

ez

The Right Mix

The music recording industry
demands skilled professionals.

Trebas Institute of Recording Arts
gives you the right mix of theory
and practice...a two year training
program that prepares you for
success in this dynamic industry.

- — iy

SOUND
ENGINEERING

VIDEO

Apply now for Management, Record
Producing, or Sound Engineering...
full or part-time program,
day or night classes.

Choose the mix that’s right for you.

“developing people for the music industry since 1979.”

Q&V'F ) TREBAS INSTITUTE OF RECORDING ARTS

6602 Sunset Bivd 34 West 8th Avenue 410 Dundas St. East 290 Nepean Street 1435 Bleury, #301
Los Angeles Vancouver, B.C. Toronto, Ontario Ottawa, Ontario Montreal, Quebec
CA 90028 Canada V5Y 1M7 Canada M5A 2A8 Canada K1R 5G3 Canada H3A 2H7
(213) 467-6800 (604) 872-2666 (416) 966-3066 (613) 232-7104 (514) 845-4141

——

_ CM 45




¥

%

. subwoofers.
~ Incredibly simple-

Travellua
First Eﬁla%?

The MICRON 160 system \ —
incorporates advanced subcompact :
engineering and all-new high

performance drivers which enable the

system to produce full-size audience

coverage with smooth, wide-range response.

The P-160 Processor - .
pre-equalizes bass -
linearity down to a e
thundering 65Hz, * 3dB, -
* ordt can be employed as
.a stereo active crossover
_for bi-amping optional

simply incredible.
The MICRON 160 system

W&;&Z’///é) 80 Midwest Rd., Scarborough, Ontario, Canada M1P 4R2
N 56 Harvester Ave., Batavia, NY. 14020
EJJJ YORKVILLE SOUND- 20 Poplar Ave., Heacham, Kings Lynn, Norfolk, England

World Radio History E




CREATING ‘‘A BUZZ”’ ON THE STREET
All the Ins and Outs of Music Publici

the media think of the perennial PR per
son?

In Canada, independents are divided
into press and radio promotion, and
they're few and far between, unlike the
U.S. where they are an integral part of
the industry. Toronto's publicists include
Joanne Smale, Mary Quartarone and
Ruth Hotchkiss, each offering similar yet
specialized services. Radio promoters
include Linda Dawe and Maggie
Hughes and their services will be ex-
amined in the next issue.

Should a young band consider hiring
an independent publicist? Mary
Quartarone, whose company MQM,
organizes music shows and conferences
like the international performing arts
conference (CINARS) staged in Mon-
treal, believes a band must first contract
a good manager who understands the
importance of promotion and can act on
their behalf. Hotchkiss, a publicist who
specializes in investment proposals for
album and video projects, believes it
depends on the band’s goals and how
much they’re willing to do themselves.
She suggests reading Mona Coxson's
Some Straight Talk About The Music
Business and How to Make and Sell
Your Own Record, by Dianne S.
Rapaport to figure out what direction to
take before consulting a publicist. Both
agree planning is an essential element in
publicity - sitting down and mapping
out long range and short range finan-
cial/career goals. As well as patience,
"The long steady approach is the best,”
says Hotchkiss.

If a band is ready to showcase, what
kind of fees can they expect from an
organizing publicist? Ball park figures
approximate $45 an hour for the time in-
volved, but costs vary according to what
venue is chosen and what specials are
included. Linda Dawe's company clters
a showcase package for $1,000 to her
clients, which includes mailing 400 in-
vitations, rental of venue and follow-up
phone calls. A smaller scale event would
cost less.

Now that we have an idea of how the
publicity smoke and mirrors work, how
do the media respond to the hoopla? Liz
Braun, a columnist for the Toronto Sun
and former publicity rep for CBS
Records and CPI, says "A publicist has
to develop an on-going relationship with
members of the media, build up a trust.
It someone is persistent and rude, it
works against them”. Her pet peeves?
"When someone pitches me for the
wrong thing...or when they lie.” Now
that she’s on the other side of the fence,
what does she think makes a good
publicist? “Someone whose first priority
is to the media, over an artist, because
things can change rapidly. You're
always left with two constants - au-
diences and people who can reach the
audience,” she adds. “You don't have to

go out of your way to be clever, the
most important thing is to be kind, to be
a human being.” That includes special
touches, like when Gordon Lightfoot
called to thank her for her review of his
show, "Now I'd have trouble saying
anything bad about him,” she laughs.
Bob Thompson, entertainment
reporter at the Toronfo Sun says candid-
ly, "The only time we'll turn down a story
is when there’s nothing to write about, or
we've already printed something about it,
within the last three months.” Liam
Lacey entertainment reporter at the
Globe and Mail explains, due to the na
tional circulation of his paper, "I cover
stories with a cultural perspective,
representative rather than specifics.” He

Ifyou
write

admits occasionally finding publicity
people “...annoying, especially it they
use a shotgun approach with a lack of
sensitivity towards my time.”

Attention getting devices seem to be
the norm when gleaning coverage, put
they've been known to backfire. Lacey
was cut ot MCA's mailing list after he
wrote a scathing article about the pro-
motional gimmick used to promote the
Miami Vice soundtrack; a baggie filled
with icing sugar accompanied by a note
saying "Have Yourself a Miami Vice Par
ty."”
Television presents a different publici-
ty ball game. Says Daniel Richler, pro-
ducer of The New Music on CITY TV,
“The hairs on the back of my neck go up
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when I'm thought of as a publicity ad-
junct.” He looks for a news angle for
subjects on his show and if a publicity
person can provide one, he may use it,
but he doesn't depend on their calls. In-
stead he scouts the city for interesting
bands, reads the college papers, listens
to alternative radio and takes tips from
independent promoters like the Garys
(Cormier and Topp). Richler, for his
show, is receptive to receiving in-
dependently recorded cassettes and
listens to all that come in. "I don't com
pare them to the majors,” he says, "I
know where they're coming from.” One
thing he is sensitive about is ignorant
gueries. "The next time someone asks
‘How come you don't do local bands?”’
they're going to get a knuckle
sandwich,” he growls.

MuchMusic, the national music video
station, is probably one of the most wide-
ly viewed and primary vehicles for ex-
posure. While presenting a majority of
works by superstars, MuchMusic also
defers to the works of Canadian artists.
Says producer Anne Howard, “To go on
air a video must have both musical and
artistic merit. We have weekly meetings
where four or five of us view the incom-
ing videos.”

They receive an average of 20 per

week. The operative word at MuchMusic

is flexibility. With three levels of rota-
tion, high (played three times every 24
hours), medium (played every other
day) and low (played every third day)
Howard explains the programming of
most high rotation videos is according to
trade sales charts (Billboard, and The
Record) and radio charts (CFTR and
CHUM). However, if a band has an ex-
ceptional video the rules are easily bent.
“Love and Rockets is an example,” ex-
plains Howard, “"We gave it medium
rotation even though nobody had heard
of them, because the video (“Ball of
Contusion”) was so good.” Usually what
happens is a high rotation video will sink
with time to medium rotation and then
low. Each hour a mix of all three is pro-
grammed. Howard admits to being
pressured by record label represen-
tatives, but is adamant when she says,
“"We're not necessarily going to be more
positive towards an intermediary agent
when viewing videos. Of 100
independently produced videos we've
received throughout the year, we played
90 percent at least once and at least 10 of
them went into high rotation.”
MuchMusic while bowing to popular de-
mand, also believes in fostering Cana-
dian talent. "We always give preference
to Canadian artists,” says Howard, “In
the U.S. a new band is given three to
four records to hang themselves. In
Canada it's only one.”

Publicity comes in many guises and

one that's gaining prominence is cor-
porate sponsorship. Of course this
means also promoting a product, but
Ron McEachern, Pepsi-Cola Canada’s
Director of Marketing explains, “We've
got to be careful with a band’s image,
enhance it, not make them pitchmen.”
With talent like Tina Turner, Triumph,
Rough Trade, Willie English and Spa
Romance on their roster, McEachern
defines the Pepsi music policy: “Few ad
approaches can cut across all
barriers...musicians carry with them a
contemporary image.” What does a
Pepsi sponsorship consist of? Tour sup-
port, contests, special concerts, news
conferences and big bucks. Although he
won't divulge an actual budget,
McEachern conceded from the $2.2
billion worth of soft drinks sold a year,
over six figures are spent on publicity
campaigns.

What does it all mean? The more
money a band has behind them, the
more exposure they can buy and the
more popular they’ll become? In a way,
yes. But the essential element is talent
and trom there it depends on planning
and career strategies. To be a success,
playing live and media exposure are key
concerns. But to really make it big they
need to be coupled with airplay, and
that's what we'll be looking at in part two
of this series. Promotion. How records
get on the radio. So watch out...there's
more to this industry than meets the ears. O
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PM here have been times in the
. past few years when The New
Music looked anything but.

A true original at the time of its incep-
tion in 1979, the CITY TV show grew up
with the music video and pioneered a
documentary approach to the medium.
But in the face of the proliferation of
video vehicles that followed in its wake,
The New Music seemed to lose steam.
Only recently, with forthright, opinion-
ated and informed co-host Daniel
Richler assuming producer’s duties, has
The New Music regained its humourous
edge, its sharp focus and its originality.

When John Martin, then a current af-
fairs producer for the CBC, first dream-
ed up the format in the late Seventies, he
saw it as a Rolling Stone for television.
Among Martin's CBC duties was 90
Minutes Live on Friday nights, which in-
cluded a music-and-talk segment with
crazed rock and roll duo Flo and Eddie.
Alerted to the potential of such a com-
bination in a visual medium, Martin had
difficulty convincing anyone else that his
concept had merit until he met Moses
Znaimer, CITY's driving force.

It's seven years later and by emphasiz-
ing the magazine format, Richler has
taken the show right back to its roots.
CITY's new advertising campaign ban-
ners THE NEW MUSIC: NOT A VIDEO
SHOW.

Martin, now Director of Music Pro-
gramming for CITY and its pay partner
MuchMusic, is glad The New Music has
returned to its original style. “At the end
of the day, I'm a documentary film-
maker”, he says, “and Daniel’s so good
at it, he's like my alter ego.” Maybe the
subliminal connective is the love the
producers share for contextualising, for
making it quite clear that music, new or
otherwise, is simply one facet of the way
young people live their lives.

How all this idealism goes down with
its intended audience is moot. Martin
says the show is holding in the ratings.
Richler is less guarded. "My problem
with a show called The New Music is
most audiences aren't interested in new
music because they've got cowardly
ears,” he declares with typical delicacy.
“For all the reputation rock and roll has
for being exciting, aggressive and non-
conformist, I don't know a bigger flock
of sheep than rock fans. The New Music
has a mandate to open people's ears but
our experience has been when we try
new things or new ideas, the ratings
drop. I want kids to watch us because I
think we're saying fun and interesting
things. I don't think there's much TV
talking to teenagers in their own voice,
of their own concerns”. That's why you'll
always find Richler and his cameraman
in the thick of a concert, or roaming the
nether regions of an auditorium,
eschewing record company freebies for
a punter’s eye view of proceedings.

When he took a job with the most
widely syndicated program in the coun-
try, Richler was looking forward to
building a national constituency, one
that recognized regional differences but
was based in a common interest in
music. Obviously, a big part of that was
publicizing the local music scene, or, as
he puts it, “building a future for local ar-
tists”. One of the disappointments of his
time with The New Music has been the
muted response from the bands
themselves. "I wish people would come
to terms with the fact that, with video,
the independent artist has never had a
better opportunity to be seen coast to
coast. You make a half decent video and
you can be seen by hundreds of
thousands of people on The New Music
or on Christopher Ward's City Limits on
Much. But not many bands have really
gone for it". He cites Tulpa, Vital Sines
and especially Jolly Tambourine Man
(“the most marvellous independent
video of the past two years”) as Toronto
bands who were smart, before fishing for
reasons why others weren't so smart.
Money can't be the problem, great ef-
fects have been achieved on minimal
budgets. Lack of drive or imagination

P “Generally, we
#] want articulate

Rg, people.” -
¥ Richler

seems painfully closer to the truth.
Richler recalls, “There have been at
least half a dozen Toronto bands in the
last two years who thought it was their
birthright to be featured on The New
Music but were so media-inept [ had to
do a second interview with them to get a
single statement”. One band was crip-
pled by self-consciousness, another by
hashish. A highly touted Vancouver com-
bo was “too wrapped up in their own
specialness.”

Most obnoxious of all is the anti-
commercial snobbery syndrome. With
suppressed fury, Richler skewers the in-
vert snobs, “the people who have such a
vicious misunderstanding of what com-
mercial TV represents that they reject
outright the idea of cooperating with it.”
He continues, "Working from ‘inside’
isn't even a question of playing the
game, it's simply understanding and ex-
ploiting the science of TV communica-
tion. It's such a small-town attitude to
think TV has to be rotten and slick and

poison everything, but I've had to bear
the brunt of this attitude the whole time
I've been with the show.” That's meant
going to clubs and being sneered at by
hipper-