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TREBAS 
INSTITUTE 
www.trebas.com 

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

410 Dundas St. East 
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Canada M5A 2A8 
(416) 966-3066 
trebasto@total.net 
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Montreal, Quebec 
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trebasmtl@total.net 
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FOR A HIGHER DEGREE OF SUCCESS 
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Fax: (905) 896-4554 • www.KamanMusic.com 

an attitude. 
Ihe essence of an outstanding performance. It happens 

when Pete, his daughter Sheila E., and sons Peter Michael 

and Juan get together. 

The sound emanating from beneath these eight gifted 

hands? Toca Congas, Timbales, Sells, and a varied array of 

other meticulously-crafted hand percussion instruments. 

Why let the Escovedos have all the fun? Visit your local 

percussion shop and lay into some Toca instruments. It 

wiH do wonders for your sound, 

not to mention your attitude. n IuaJ 
SUPERIOR SOUND, HANDS DOWN 
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SPECS 
Size 

Shell Material 
Shell Finish 

Shell Hardware Finish 
Lugs 

Strainer 
Butt Plate 

Hoop/Batter 
Hoop/Snare 

Snares 
Head/Batter 
Head/Snare 

SP1455 “The Gladiator” 
51/2"X14" 
1mm Bronze 
Black Nickel 

Gold 
MSL35G (10 per side) 

MCS50AG 
MCS50BG 

MFB14-10G BRASS MIGHTY 
MFB14S10G BRASS MIGHTY 
MS20S-S Steel Sensitive 
Remo Ambassador Coated 

Remo Ambassador 

SP125 “The Pageant” 1 
5" X12" 

Quilted All Maple 9ply w/SFR 
Charcoal Quilted 

Gold 
MSL35G (6 per side) 

MCS50AG 
MCS50BG 

MDH12-6G Die-Cast 
MDH12S6G Die-Cast 

MS20S-12S Steel Sensitive 
Remo Ambassador Coated 

Remo Ambassador j 

“A lot of people ask me how I meliorate my signature 

snares, given the size of my kit. Tj^Tfly thing I can say is 
that with any drum in my kit,^^spontaneously what I think 

- will sound best for the sop^Paramount for me is the music.” 

Starclassic sound is very focused and delivers a 

bottom end. I think this is due to a combination 

thin shells and Star-cast Mounting System.” 

^d 

super-

“1979 was the year I began endorsing Tama dftms 
- „ ,-„ ha 

« i 
used many different series of Tama drums: Fiberstar 
Superstar, Artstar, Artstar II and now the Starclassic Maple 1 

The Starclassic Maple has a character unto its own. The 

“I use both the Gladiator and Pageant signature snares for 

recording, and at times even the 12” as the main snare on 

some tracks. I find they complement each other perfectly." 

For full color catalogue on Tama Drums and Hardware, send $5.00 to: Efkay Music Group 2165 46th Avenue, Lachine, PQ H8T 2P1 AE4M4 
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EVERYTHING 
REETUnVEkl EVED WO ATE BEETHOVEN EVER WROTE 

VIEW IT ON YOUR SCREEN 

Sheet ■ 
Music 

Beethoven 

j 

Compkte Works 
for Solo Pisno Sheet 

Music 

for piano solo 
on ONE CD-ROMt 

Only 
$14.95! 

NOW HIT PRINT 

That’s right! You can have the entire sheet music library of Beethoven’s piano 
works, and PRINT any and all that you 
For only SI4.95! And that’s just 
Beethoven. We also have complete 
collections of printable piano works 
from Brahms, Schumann, Bach, 
and Chopin, and The Ultimate 
Collection of Piano Exercises by 
Hanon, Czerny, Pischna and many, 
many more (over 3,000 pages’ worth). 

For singers, we have 598 Songs by 
Schubert, all in the original keys, 
all on one CD-ROM for only $18.95. 

like, right from your home computer. 

CD Sheet Music is the cure for 
•‘Overflowing Piano Bench Syndrome.” 

And don’t miss The Ultimate 
Collections for Soprano, Mezzo, Alto, Tenor, and Baritone/Bass! 

The first I 5 CD-ROMs are available now at your 
favorite music store. 

gd^ 
The world’s greatest sheet music library...in the palm of your hand. 

Exclusive worldwide distributor 

Visit www.cdsheetmusic.com for complete contents 
listings and a guided tour. 
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FLANGER. 

SPLASH 

Collection 
SOUND DISKS 

BELL CHIME 

TRASH SET 

FINGER CYMBALS ROTOSOUND 

ACCENT CYMBALS ACCENT GONGS 

M 
CUP CHIMES 

Sounds FLANGER BELL 

Our middle name MEGA CUP CHIME 

Aside from great cymbals and gongs, we also make some great 
percussive instruments. 

For free literature and stickers please contact us: call 800.472-4783 or +714.529-2222, email info@paiste.com, 
visit our web site www.paiste.com or write Paiste America, Inc., 460 Atlas Street, Brea, CA 92821, USA 

PTRCUSSION CYMBALS 
"EXTRA THIN” 

MULTI-SOUND 
HOLDER 

allows countless 
combinations to go just 

about anywhere 

PAjglfe 
Percussive Sounds 

OMB/M S SOUNDS GONGS 



When You Think Sampling... 
Yamaha makes a lot of great products. So when you think of Yamaha, maybe you think of pianos, digital mixers, or even motorcycles. 

But over the last few years, Yamaha has quietly developed the broadest line of professional sampling products on the market, from 

desktop phrase samplers targeted to the DJ/Remix market (the SU200 and SU700) to the critically acclaimed A-series rack mounts 

and all the way to the least expensive sampling keyboards and modules (the CS6X and CS6R). Check out some of their great features 

at www.yamahasynth.com or your local Yamaha dealer. I hen think of what you could do with this whole new set of power tools. 

YAIW^ Get Phunky 

W YAMAHA 

Sample Easily 
Yamaha makes sampl in 
record, listen, hit stop. 

of killer effects (what 
‘xpect from the world 
is and digital mixers?) 

Resampling 
is a Snap 

Once you’ve finished warping 
a sample with Yamaha’s cool 

Yanulia Corporation of America. Digital Musical Instruments. P.O. Box 6600. Buena Park. ( A 90622 6600 (800)932-0001 ext. 6<3 www.yamaha.com 

Yamaha Canada Music Ltd., 135 Milner Avenue, Toronto, ON MIS 3R1 or visit us at www.yamaha.ca, Tel: (416) 298-1311, FAX (416) 292-0732 
©2000 Yamaha Corporation of America, Digital Musical Instruments, P.O. Box 6600, Buena Park, CA 90622. 

Loop Divide & Loop Remix 
These two Yamaha-exclusive features mak< 
it easy to slice loops into discrete sections 
and then automatically rearrange those 
pans to create thousands of variations 

Choose Your Product 
Yamaha sampling products come in 

all shapes and sizes, and each one 

is amazingly powerful. The most 
important thing when buying 

a sampling product is the 

Sync Loops of 
Different Tempos 
Yamaha has plenty of ways 

to change the tempo of loop 

without changing pitch so 

you can sync loops of 

different tempos together. 

RECORDING 



FEEDBACK, c/o Canadian Musician. 23 Hannover Dr.. #7. St. Catharines. ON L2W 1A3 

FAX (905) 641-1648. info@nor.com. www.canadianmusician.com 

Great Job! 
Dear CM. 

My name is Sara and I am a 16 year old aspir¬ 
ing singer/songwrite'. The reason I'm e-mailing you 
is to congratulate you on the great job you're doing 
with your magazine, Canadian Musician. It's a 
GREAT magazine, although I have a suggestion. 
Maybe in one of your upcoming issues, could you 
include some contacts? That would be a big help, 
not only to me, but to all the singer/songwriters and 
musicians out there who don’t know where to send 
their stuff. Thank you! Keep up the great work! 

Luv. 
Sara LaFratta 

Dear CM. 
Your magazine is very interesting and great! 

(Just thought I'd let you know.) I was wondering if 
it's not a problem for y'all to send me some 
addresses of record companies/agents that I can 
send my demo tapes to. Please help me because 
you're my only hope. Thanks for reading and 
answering this letter. Have a nice day and take care. 
Thanks a bunch! 

Sincerely. 
Cheryl Regala 

*Ed. There are many directories available that 
list record companies, recording studios, publishers, 
producers, agents etc. that provide the information 
you may need. Two Canadian publications that come 
to mind are Music Directory Canada and Contact. 
Try those lor starters... you'll find all the contact 
information you need in those publications. 

Vocal Praises 
Dear CM. 

Thank you for sending me issues of your maga¬ 
zine. I have enjoyed them immensely. It's so good 
to read about Canadian artists for once. Lately I have 
been buying only Canadian-based music because 
I'm tired of Americans ' trashing'’ us because we 
have some terrific talent from this country invad¬ 
ing their space. 

I am interested in the articles by Diana 
Yampolsky on vocals. I have a weak voice and don't 
use it enough so when I step up to a microphone at 
a jam session, they have to turn it up. I never was 
an entertainer but more of a songwriter. 

Anyhow, I look forward to receiving more Cana¬ 
dian Musician magazines. 

Sincerely, 
Evelyn Theise 

Poor Review? 
Dear CM. 

After reading the product review on the Audix 
0M2,1 was incensed at how the reviewer took 75 
per cent of a page to discuss how to qualify and 
quantify a microphone instead of actually putting 
the effort into truly checking into the wonderful mic 
he had. If one is going to set criteria as to how a 
microphone performs, one should begin by under¬ 
standing the basics of how a microphone works and 
the manufacturer's intent with respect to the de¬ 
sign. The review is not a review, but some guy's 
idea of how to test a cardioid mic and applying this 
to a hyper cardioid. 

The 0M2 is our best selling mic, and it blows 
away the competition. He has the gumption to call 
it good? Some questions raised about the review: 
Where did the mic get tested on a live stage? It is 
designed to work in a high noise environment and it 
will typically give you more than a 3dB to 6dB 
increase in gain before feedback over comparable 
mies? What mies did he compare it to? He calls 
the value and price and value for the product "good '. 

I am extremely disappointed. 

Peter Janis 
CableTek 
(Canadian distributor of Audix microphones) 

'Ed Peter had sent in a lengthy letter explaining 
many of the features he felt the reviewer missed 
when testing the product, but for space reasons we 
can 'I list them all. The reviewer tested the micro¬ 
phone under differing conditions and thought the prod¬ 
uct was very good. We try our best to be as objec¬ 
tive as possible when reviewing product, and are 
egually as objective in selecting individuals to write 
the review. We gel asked all the time why we don't 
include prices lor products, and we don 'I lor several 
reasons. Some products we receive are prototypes, 
and don't have a list price yet. Prices fluctuate, and 
can change in the two months between issues. Lastly, 
we have simply been given false prices and then 
readers have been misinformed of a product's cost. 
As a result, we simply don't list price. 

Compact Disc 

Vinyl Records 

CD-ROM • DVD 

Design • Mastering 

All Related Packaging 

Cail 1.800.MMS.4CDS 
for your free catalogue 

in Toronto call (416) 364-1943 

www.mmsdirect.com 
info@mmsdirect.com 

CD/CDROM Replication 

CDR Replication 

CASSETTE Duplication 

VIDEO Duplication 

GRAPHIC Design 

CUSTOM Packaging 

accudub inc. 
Perveyors of High Quality Realtime 

Audie Cassette, CD’s &. Video 

70 Bathurst St. 
Toronto. Ontario, Canada, M5V 2P5 

(416) 504-5262 
or toll free 

1-888-322-2838 

Don’t go crazy, 
Go direct! 

Manufacturing CDs & more Since 1998 

www.canadianmusician.com 



The online community of Farmclub.com is one that 
may be stirring up stereotypes in the music indus¬ 
try as we know it. Farmclub consists of a Web site, 

a television show (touted as the "only Web site with a TV 
show, instead of a TV show with a Web site"), and lastly, 
a record label. This site could be considered a frontrunner 
in interactive convergence a one-stop site for musicians 
and music lovers alike. 

Started by Jimmy Iovine, co-chairman of Interscope 
Records, and Doug Morris, chairman of Interscope's 
parent company. Universal Music Group, the site offers 
unsigned artists the chance to reach a world-wide audi¬ 
ence by uploading their music - making it available for 
download. 

The site also acts as a classifieds section for musi¬ 
cians. allowing artists to post themselves online whether 
they're looking for a band, or a musician to fill a hole in 
a band. Musicians can search by province/state. and also 
by instrument, helping to narrow down that potentially 
exhaustive search. 

Farmclub.com 

Nickelback - one of the Canadian group:; who have appeared on Farmclub.com 
Also available online, are tracks from any artist that 

has submitted music for consideration, and that has been 
successfully screened to make it online. Web surfers can 
vote for their favourite indie band and help the band's 
chances of making it on television alongside some of the 
hottest-set I ing acts out there. Farmclub.com offers maxi¬ 
mum viewer input as fans choose unsigned bands through 
upload music on the Web site. Over 100 new unsigned 
bands will be showcased on the show this year alone. 

Previous episodes of Farmclub.com have included 
performances from Eminem, Creed. No Doubt. Papa 
Roach, and Canadians Barenaked Ladies. Nickelback and 

Kittie. Unsigned Toronto band Bomb32 made the cut and 
was broadcast on television earlier this fall. Groups or 
artists perform in front a live studio audience (including 
dancing girls fur that a'l important eye candy). 

The Web site also features message boards, chats 
with celebrity musiciar s and music lovers, interviews, 
music, video clips, top 10 most requested songs in the 
digital jukebox, which five of them make it into the FC5 
countdown on TV, top ft) video picks, and much more. 

The show is hosted by former MTV VJ Matt Pinfield 
and Aii Landry, known for starring in Dor tos commer¬ 
cials. and can be seen n Canada or MuchMusic. Tues¬ 
days at 9 p.m. 

The online record laoel signs, develops and promotes 
artists discovered online ano through traditional sources 
and distributes their records via Universal Music Group. 

Check out the site at www.‘armclub.com for more 
information. 

“Tipping” Musicians on Fairtunes.com 
If you are one of those people who is against downloading MP3s from sites like 
Napster or if you are feeling a bit guilty about all the MP3s you've downloaded with¬ 
out paying. Fairlunes.com has the answer. Th s new Canadian-based Web site 
offers a new way for artists to gei paid and in some cases help tnem survive. 

Fairtunes.com ,s an Internet service that allows digital mesic consumers to 
voluntarily send money to artists tor their work. This site allows fans to "tip" an artist 
for their work and you can alsc .nclude a message. Fairtunes' goal s to connect 
fans with artists directly. 

Fairtunes came along at a time when digita' music has become very popular 
and many people feel that music sharing sites like Naoster win begin to cut into 
physical record sales. Some even think it will lead to the ceath of the record store. 
At Fairtunes they think fans care enough about the success of art sts that they will be 
willing to pay the artists for their work. 

On the site they have a search box where you can search for any artist and if the 
artist you are looKing for is not listed you can also add an artist. Then there is an 
area where you can make a financial contribution to the artist securely with your 
credit card online or you also have the option to mail ^airtunes a cheque. Fairtunes 
will locate any artist you specify and forward them the money. 

You can check how many contributions have gone to each artist on the site. Total 
contributions to date are $3274.96 US and $469.58 Cdn. The minimum contribu¬ 
tion is currently 25 cents cue to fixed oust involved in credit card transactions. 

For more information, contact: Fairtunes Inc.. 616 Kilkenny. Winnipeg MB R3T 
3E1. www.fairtunes.com. 

Canadian musician 



TRIPLE • POWER 
TOP END PROCESSORS YOU CAN AFFORD 

M«ONE 
DUAL EFFECTS PROCESSOR 

DUHL EFFECTS PROCESSOR 
The M-One comes with Dmal Engine 
structure enabling you to run two cf the 
best sounding reverbs or other quality 
effects simultaneously without compromising 

sound. The M-One gives you a wide range 
of high quality reverbs from the classic 
Halls and Rooms to new and grainy snare 
reverbs such as Live and Plate. 

TC Electronic's M-ONE and D-TWO are very 
powerful yet affordable new multi-effects 
units from one of the most highly 
respected names in signal processing. 
I highly recommend the M-ONE and D-TWO. 

Mike Collins - Electronic Musician (US) 

^OWT» 

»•«-electronic 

POWER 

D . TWO 

t.c. itectronic 

M-ONE FEATURES 
• 20 ircredib'e TC effects e.g. 
Reve-b, Chorus,. Tremolo, 
Pitch, Delay and Dynamics 

• Analog-style User Interface 
• 100 Factory/100 User presets 
• Dual-Engine design 
• 241 bit A/D-D/A converters 
• S/PDIF digital I/O, 44.1 -48kFz 
• 1/4” Jacks - Dual I/O 

TRIPLE’C^ 
COMPRESSION MEANS EXPRESSION 7 

Digital syncs DI 
Lc. electronic 

YES! I'd love to have a FREE DEMO CD inc. 

State: Zip: 

TRIPLE*C is available in both 
Single and Stereo channel versions. 

A studio effects processor dedicated solely 
to providing digital delay is a rare thing in 
this age of all-singing, all-dancing multi¬ 
effects units. In the D-TWO, TC have 
produced a very attractive delay unit that 
sounds exemplary and offers some unique 
features as well as all of the expectedones. 
Paul White - Sound On Sound (UK) 

50 Factory presets + 100 User presets. 
24-bit digital In/Out. 

FULLDAND COMPRESSION! 
TRIPLE»C simulates the best from the analog 
world's compressors and al ows ^ou to achieve 
full-band Compression sound iustantPy 

MULTI OHNO COMPRESSION 
Muiti-band Compress.on allows TRIPLE*C to 
spectrally Compress your source material in 
three bards independently 

ENVELOPE COMPRESSION 
A ter the dynamic envelope of the incoming 
source by changing me Attack and Release 
gain. 

D-TWO 
MAIN FEATURES 
• Multi-tap Rhythm Delay 
• Absolute Repeat Control 
• Up to 10 seconds of Delay 
• 50 Factory/100 User presets 
• 24 bit A/D-D/A converters 
• S/PDIF digital I/O, 44.1-48kHz 
• 1/4" Jacks - Dual I/O 

M*0NE, D*TW0 ft TRIPLED material 

Name: _ 

Address:_ 

City: 

Country: 

Phone: _ 

E-mail: _ 

RHYTHM TAP FEATURE 
TC introduces the truly musical RhythmTap 
feature: Not only tempo, but actual rhythm 
patterns can be tapped directly - or quantized 
according to a specific tempo and subdivision. 
The delays and rhythm patterns can be up 
to 10 seconds each. Control the exact number 
of repeats with Absolute Repeat Control. 

TC ELECTRONIC A/S DENMARK • <0 + 45 8742 7000 

TC ELECTRONIC INC. • 742-A HAMPSHIRE ROAD • WESTLAKE VILLAGE • 

CA 91361 USA • Vi (805) 373 1828 • [««I (805) 379 2648 
INFOUS@TCELECTRONIC.COM • WWW.TCELECTRONIC.COM 

THE ONLY INSERT 
COMPRESSOR YOU WILL 
EVER NEED ! 
TRIPLE»C can deal with virtually any given 
source material. The three Compression 
techniques combined with an analog style 
user interface, presets and full MIDI 
automation make TRIPLE»C the most versatile 
and ergonomic Compressor on the market. 
Insert TRIPLE»C on a single channel or on a 
Sub group and achieve comprehensive results. 



Planet 
Waves 
Cables 
The Difference is Sound 

Patent Pending 

High-impact polymer 
directly molded over a 
copper cylinder creates 
an indestructable 
inner-core with 100% 
shielding coverage. 

Soft, ergonomically 
shaped overmolded FVC 
provides unmatched 
strain relief. 

24-karat gold-plated 
plugs with Ô compression 
springs ensure positive 
connection. 

Cable that is 
specifically engineered 
to ensure that the 
signal from your 
instrument gets to 
your amplifier without 
loss or alteration. 

by D’Addario 
J. O'Addario & Company, Inc. 

PO Box 290, Farmingdale, New York 11735 USA 
E-Mail: mail@planet-waves.com 

www.planet-waves.com 

Lifetime I I 
Guarantee ■ ■ 

by Janies Linderman 

The metaphoric turns of phrase that populate the lyrics of popular songs eventually become common idioms 
that we en brace and then eventually discard like all of the disposable elements o modem pop culture. 
Great songwriter:,. consciously or sub-consciously, learn how to spin these idioms into fresh lyrics. 
Those of us who like to look inder toe hood to see what it is that makes language seem to jump off the page can 

devote their life to the study of melapnor mechanics but like the study of automotive mechanics, this is not for 
everyone. 

A great way to learn how to create some original figurative language (without having to take 13 grades of Eng¬ 
lish over again) is to try a more recreational and practical approach like the exercise that follows that I call "Meta¬ 
phor Mecharles 101". 

Try writing oui a list of popular idioms (and song titles or lyrics) replacing some of the nouns and verbs with 
blank spaces. Look at any Songbook table of contents or a Diet onary of Popular Idioms for possible choices. 

Save the_last for_of many_ 

Help me_through toe_seems to be the_ 

If you could_my_has uroken _ 

Here cones the_You've got a _ 

Now mane a list of nouns and a separate list of verbs to take the place of all the words that were removed. The 
lists featured here were made from somewhat randomly selected words from a dictionary. 

Nouns: bridge, face, failure, fear fortune, hope, house, line, molehill, moment, mountain, pride, ram. smile, 
spirit, trail. 

Verbs: ask. borrow call, climb, fall, fea- '¡nd. learn, lie. say. search smile, stand, walk. 
The next step is to mix and match the various nouns and verbs by inserting them into the blank spaces of the 

idioms. Then by adding nteresting descriptive words (adverbs, adjectives and pronouns), if needed, to create an 
original metaphor. 

Save the last climb for someone else s mountain 
I c.imbed a mountain made of many molehills 
Help me smile through the face of my misfortune 
My only hope seemed to be my greatest fear 
If you could find the lies hidden in the face of all my pride 
The spirit of the moment has now somehow been broken 
You've got a smile that can always stop te rain 
Here comes the fear of falling off the edge of this horizon 

This exercise can be great for getting a new collaboration srarted as it does not commit or pressure anyone to 
have to be the first to bring a song idea as a sacrificial offering to the able You also ge: a glimpse of how well your 
new potential writing partner thinks on thei- feet ". 

It may a'so be handy to keep this exercise in mind for times when you are not able to write i.e. dry spells, when 
you are too busy or when you might be struggling with a particularly diff cult bridge section. 

You also never know when an exercise I ke this can actually start you on the path to actually writing a song... 
Enjoy the ride (metaphorically speakirg).James Linderman I ves and wo’ks at theharmonyhouse. a music lesson, 
songwriting and music pre-production faciTty in Newmarket. ON. He is a collaborating songwriter and consultant 
for The Toronto Office of Catholic Youth and leads music wo-kshops across the count y. 

James Linderman lives and works at theharmonyhouse, a mesic lessen, songwriting and music pre-production 
facility in Newmarket, ON. He is a collaborating songwriter and consult aut for The Toronto Office of Catholic 

Youth and leads music workshops across the country. James has a Canadian University and American College 
education in music composition and is the author of The Contemporary Songwriters Workbook. For more 

information, contact lheharmonyhouse@home.com. 
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Technical Questions? 
1-888-816-2333 FQSteX 

VF-08 
Digital 

Feature Highlights 

• Easy-to-use, musician-friendly, digital 8-track reco-'der/mixer. 

• Solid professional design with illuminated buttons, SPDIF, 
.WAV compatibility (with optional SCSI interlace), phantom 
power, and waveform editing. 

• Superb digital mixer with assignable 
compressors and A.S.P. digital effects. 

• Incredible price point! 
distributed exclusively in Canada by Erikson Pro Audio, a division of Jam Industries Ltd. 
620 McCaffrey, St-Laurent, OC, H4T 1N1 • tel: (514) 738-3000 • fax: (514) 737-5069 

email: eriksonpro@jam-ind.com WWW.erikSOnprO.COm 

The Only Cost-Effective Wireless Solution 

WMS40 Wireless 
For vocalists, instrumentalists, or presenters: 

The days of the microphone cable are numbered. Use 

distributed exclusively in Canada by Erikson Pro Audio, a division of Jam Industries Ltd. 
620 McCaffrey. St-Laurent, QC, H4T 1N1 • tel: (514) 738-3000 • fax: (514) 737-5069 

email: eriksonpro@jam-ind.com WWW.6rikSOnprO.COm 

UHF the airwaves instead and forget about plugs and wires. 
Enjoy the AKG Wireless sound and the benefits of UHF 
transmission at a sensationally inviting price! 

Feature Highlights 

• Operates for more than 35 hours off 
the same set of batteries. 

• Lowest operating costs in its class. 

• 3 frequency sets available 

• Rack mount kit optional 

• Absolutely best AKG Acoustic Properties. 



For More 
After 24 years MOXY fans are once again 

enjoying the Canadian rock sounds from the 
band's new album MOXY / 

The Ontario-based band started in 1973 and 
released their first album, MOXY I in 1974. After 
completing four albums with such hits as 
"Moonrider", "Can’t You See I’m A Star", and “Sail 
On Sail Away". MOXY disbanded in 1979. 

In the early '80s, lead singer Buzz Shearman 
died in a motorcycle accident. Over the years, 
attempts were made to resuscitate the band after 
his death, but they never got back together until 
last fall. 

MOXY's drummer Bill Wade engineered and 
produced the new album in his studio, and they 
completed MOXY / early this year. “Basically the 
only reason we were able to do it is because we 
still have a ridiculously strong fan base in San 
Antonio," explained lead guitarist Earl Johnson. In 
the past MOXY developed a fanatical fan following 

Love" by Caine, and “Candy Delight" by Johnson. 
Johnson feels the new album really is a second 
chance for MOXY, and one that's different than the 
first. "At this point it's back to the basics. It's back 
to doing it because you love the music.” 

The band was happy with the outcome of MOXY 
/and they have had an excellent response from MOXY 
fans as well as new fans. They begin touring in No¬ 

vember in San Antonio playing a 6.000-seat venue, 
and will be playing in Canada on later dates. 

Johnsen explains, “It’s not a one shot deal." 
The new album kicks off a new start for the band 
who plan to continue going forward with it. “The 
future hinges on finding one breakout area in Canada 
and some support here in Ontario. If we can get 
enough money to finance the next one. that’s all we 
care about at the end of the day. and that's what 
we're hoping to achieve at the end. ' 

Timeline in San Antonio, TX, and toured a lot through Texas 
and through the mid-west of the US. Johnson said, 
“They gave us a second wind so we put new 
product out.” 

Today MOXY consists of original members 
Johnson, Wade, Buddy Caine on guitar, and new 
members Brian Maxim on lead vocals and Jim 
Samson on bass. “This is Brian's debut recording. 
He was friends with the guys in the band for a long 
time so he was a suitable choice for it.” 

After so many years apart, what inspired MOXY 
to get started again? “I didn't have any interest in 
coming back to go to play without having something 
to play for and the new product is it. The new CD 
gives us something to go and get the fire going again.' 

MOXY / was released in early August and in¬ 
cludes 12 new tracks. The band feels it is a con¬ 
tinuation of the style and edge they had developed 
when they recorded their third album, Ridin High in 
1977. “This album is truer to that style, a straight 
hard rock-type sound." Some of the songs they have 
been getting the most response from so far have 
been, "Working Man” written by Wade, “Nitro 

1973 MOXY formed in Toronto, ON. 
1974 Recorded first album, MOXYI with Mark 
Smith of BTO fame and with a special guest 
appearance by guitar legend Tommy Bolin. 
1975 In the Spring they released “Can’t You 
See I’m a Star” as their first single with heavy 
radio support from CHUM 1050 in Toronto. 

In July, MOXY goes to the Lone Star State 
for their first headline appearance in the US, with 
AC/DC as the opening act. 
1976 In the Spring they record their second 
album MOXY II. 

“Take It Or Leave It”, the first single 
reaches the top 30 on CHUM AM in Toronto and 
gets picked up across Canada. 

MOXY tours as the opening act with 
Black Sabbath and Boston throughout Texas, ex¬ 
cept for San Antonio where Boston is not the 
opening act. More Texas dates with AC/DC as 
the opening act. 

In the winter MOXY and STYX tour 
through Ontario, Quebec and Maritimes 
together to sold out venues. 
1977 MOXY records third album Ridin High. 
Buzz Shearman develops serious vocal chord 
problems and contemplates quitting touring. 

In the winter Buzz leaves the band and 
is replaced by Mike Reno of Loverboy fame. He 
records Under the Lights, MOXY’s fourth 
album. 
1978 Mike leaves the band and Buzz returns 
on vocals. Their record contract expires and they 
do one last tour in Texas. 
1979 MOXY breaks up. 
1983 Buzz dies in a motorcycle accident and the 
band does a benefit concert for his wife and son. 
2000 MOXY V is recorded and the band is 
released through Pacemaker records. MOXY pre¬ 
pares to return to Texas for a major concert. 

Turn on your snare sound with a set of Puresound handcrafted snare wires. 
played by Carter Beauford • Peter Erskine • Jett Hamilton • Jim Keltner • Stephen Perkins • JR Robinson • Steve Smith 

sizes and models available for most contemporary and vintage snare drums at leading drum shops 

Distributed in Canada by: “DHddario 
•^CANADA 

Richmond Hill, Ontario* Phone 1-800-268-6855* Fax (905) 889-8998 
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Tea Party Releasing 
Retrospective Collection 

Having just spent an astounding 17 months touring around the world three 
times, the Tea Party are releasing an ultimate collection of new, hit, rare and 
remixed tracks entitled Tangents: The Tea Party Collection. 

Over the past 10 years, the Tea Party have gained a solid fan base and 
have sold in excess of 200.000 copies of each of their four albums. The new 
album features "Walking Wounded”, which was released to radio and video 
formats in mid-October. The album also includes the hit songs "Temptation”. 
“Heaven Comirg Down”. "The Messenger”, “Fire in the Head". “The Ba¬ 
zaar". “Sister Awake”. "Release” and "Psychopcmp". Mark your calendar 
for November 1^/00, the date the album will be released. For more informa¬ 
tion on the band, check out www.teaparty.com. 

Recent 
Canadian 
Certifications ZT 
Courtesy of Canadian Recording Industry Association, www.cria.net. 
Barenaked Ladies. Gordon (Warner Music) - Diamond (1 million > 
Great Big Sea, Up (Warner Music) - 4 x platinum 
Matthew Good Band. Beautiful Midnight (Universal Music) - 2 x platinum 
Eric Lapointe, A L'Ombre De L'Ange (DEP Distribution) - 2 x platinum 
Barenaked Ladies, Maroon (Warner Music) -1 x platinum 
Treble Charger, Wide Awake Bored (BMG Music) gold 
Great Big Sea, Great Big Sea (Warner Music) - gold 

SOCAN Honours Kreviazuk, Kittie 

Marni Thornton (SOCAN), Chantal Kreviazuk, Lynne Foster (SOCAN). 

Kittie: Talena Atfield. Fallon Bowman, Mercedes Lander, Morgan Lander. 

The Society of Composers, Authors and Music Publishers of Canada (SOCAN) 
presented Number 1 plaque:; to Chamal Kreviazuk at the Sory Music offices 
in Toronto, ON, September 14. 

"Before You” was number one on the MuchMoreMusic Video Countdown 
in December “999. Chamal wrote the song with BMI member. Jay Joyce. The 
song is published by Neverwouldathot Music. 

“Dear Life" was number one on tne MuchMoreMusic Video Countdown in 
May 2000. Chantal wrote this song with her husband. Raine Maida The song 
is co-published by Neverwouldathot Music and Sony ATV Music Publishing. 

SOCAN also presented Number 1 plaques to the members of Kittie for 
their CD. Spit. 

SOCAN presented the plaques to Kiltie prior to their show at Tne Guvernment 
in Toronto. ON. September 14. Spit reached number one on Billboard's 
Heatseekers Album Chart in February 2000. All songs or the CD are written 
by band members, Morgan Lander. Mercedes Landerand -a Ion Bowman. Songs 
are published by Kittie Inc. 

For more nformaiion contact: SOCAN, 41 Valleybrook Dr., Don Mills, ON 
M3B 2S6 (416) 445-8700 FAX (416) 445-7108. www.socan.ca. 

Mike “Mic Mac” 
MacKinnon 

In the early morning hours on Sunday, August 13. at age 34, Mike MacKinnon lost his life as a result 
of injuries sustained in a fire in his Toronto area 

home. 
In life. Mike was respected as a top notch player 

who lived for music and through his music. In fact 
he was the eternally optimistic driving force 
behind his band both on stage and off - who never 
lost sight of his dreams despite adversity both in 
his personal life and professionally. 

Recently, Mike was excited about the comple¬ 
tion of the band’s first album release as a signed 
artist due out this fall entitled "The Outside” on 
Now and Then Records in the UK. The record deal 
is for two albums and Andy Narsingh and Jm 
Theoharis, the two remaining members of the band, 
are committed to completing the second work in 
Mike's memory. 

While writing and recording exclusively with 
Andy and Jim. Mike loved playing drum:; in his own 
unique high energy style and would play with just 
about any band that could get a club gig just to be 
in front of an audience. Prior to putting together Arsin, 
now known as Heaven's Fire, Mike played with 

Midnight. Without Warning, Thin Ice and Hunger as 
well as sitt ng in with some far more well known 
Toronto-based acts. 

Mike leaves behind his mother Diane, his 
father Bud and bis sister Marni. Mike was laid to 
rest in the Eden Cemetery in the town of Cabbray 
north of Oakwood. ON. A memorial benefit was 
attended by many Toronto-based musicians and 
raised money for the Starlight Children 's Founda¬ 
tion in Mike's name. 

Mic Mac you will be missed. 
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Justin Phillips 
Artist & Studio Relations 

EWS&TIPS 

Wellesley 
sound 
STUDIOS 

News 
RICHARD MARX, the original XO s heartthrob, 
came to Toronto to promote his new album 
“Days of Avalon". He kicked off his pro¬ 
motional tour with a CD release performance 
and industry party at Wellesley Sound Studios. 

MICHAEL OCCHIPINTI s Bruce Cockburn 
tribute "Creation Dream" (produced by Jonathan 
Goldsmith) was released to rave reviews. 

JANE BUNNET s "Spirit of Havanna" is also 
receiving great reviews and is climbing the 
charts. 

PLAYTONE, Tom Hanks and Gary Goetzman's 
production company, recorded and mixed music 
for their upcoming feature film "My Big Fat 
Greek Wedding". The musical direction was led 
by producer Mark Wolfson. 

JOHN JOHNSON. the great Canadian sax man 
just produced a smooth and cool sounding pro¬ 
ject for Solitudes. 

METRIC, a duo from England, completed record¬ 
ing and mixing their new single (produced by 
Dave Hodge). The recording has a unique sexy 
sound and is poised for great reviews. 

DANNY GREENSPOON. producer extraordi¬ 
naire. completed his project for Steve Cole, the 
respected jazz guitarist. 

Equip News 
THE VELVET ROOM s 24-bit PROTOOLS 
workstation is turning out grrreat sounding 
tracks, and is available at the lowest price in 
town. 

Specials 
The great response to our INDIE PACKAGE 
has convinced us to extend the promotion: a full 
weekend of recording, mixing, mastering, and 
finally Graphics and CD Manufacturing for only 
$2995. all inclusive! 

CD CD CD PACKAGE! Wellesley still has the 
best pnce in town for CD Manufacturing at 
the unbelievable price of $1.19 per CD. 

Recording Tip of the Month 
We say perform, perform, perform... 
Be the staaarrr that you aaahhh! 

www.wellesleysound.com 

Wellesley sound studios 
106 Ontario Street 

Toronto, Ontario M5A 2V4 
Tel: (416) 364-9533 

Events 
6th Annual Northeast Regional Folk 

Alliance Conference 
Lake Harmony, PA, November 10-12, 2000 
(215) 546-7766, FAX (215) 732-7023, 

info@nefolk.org, www.nefolk.org 

Percussion Arts Society International 
Convention (PASIC) 

Dallas, TX, November 15-18, 2000 
(580) 353-1455, FAX (580) 353-1456, 

percarts@pas.org, www.pas.org 

CINARS2000 
Montreal, PQ, November 28- Dec. 2, 2000 
(514) 842-5866. FAX (514) 843-3168. 

arts@cinars.org, www.cinars.org 

Midwest International Band 
& Orchestra Clinic 

Chicago, IL, December 19-23, 2000 
(847) 729-4629, FAX (847) 729-4635, 

midwestc@wwa.com, 
www.midwestclinic.com 

International Association of Jazz 
Educators 28'" Annual Conference 
New York, NY, January 10-13, 2001 

(785) 776-8744, FAX (785) 776-6190 
info@iaje.org, www.iaje.org 

Resound Festival of Contemporary Music 
Edmonton, AB. February 6-10, 2001 

(800) 563-5081, 
www.edmontonsymphony.ab.ca 

International DJ Expo West 
San Francisco, CA, February 13-15, 2001 
(516) 767-2500. FAX (516) 767-9335. 

www.djtimes.com 

13 th Annual Folk Alliance Conference 
Vancouver, BC, February 15-18, 2001 
(202) 835-3655, FAX (202) 835-3656, 

fa@folk.org, www.folk.org 

Canadian Music Week 
Toronto, ON, March 28- April 1, 2001 
(416) 695-9236, FAX (416) 695-9239, 

info@cmw.net, www.cmw.net 

New York Music and Internet Expo 
New York, NY, April 21-22, 2001 

(212) 965-1222, FAX (212) 965-0023, 
www.newyorkexpo.com 

Atlantic Band Festival 
Halifax, NS, April 26-28, 2001 

(902) 886-3060, www.bandfest.net 

2001 AFIM Convention and Tradeshow 
Los Angeles, CA, May 2-6, 2001 

(606) 633-0946, FAX (606) 633-1160, 
info@afim.org, www.afim.org 

newMedia 2001 
Toronto, ON, May 14-17, 2001 

(800) 301-3976 ext.148, 
kkoenig@advanstar.com, www.newmedia.ca 

North by Northeast Music Festival and 
Conference (NXNE) 

Toronto, ON, June 7-9, 2001 
(416) 863-6963, FAX (416) 863-0828, 

inquire@nxne.com, nxne.com 

Country Music Week 2001 
Calgary, AB, September 7-10, 2000 

(905) 850-1144. FAX (905) 850-1330. 
country@ccma.org, www.ccma.org 

Celtic Colours International Festival 
Cape Breton Island, NS, October 5-13, 2001 

(902) 295-1414, FAX (902) 295-2912 

DJ3 Atlanta 2001 
Atlanta, GA, October 22-24, 2001 
(770) 443-1869, dj3@dj3.com, 

www.dj3.com 

South by Southwest (SXSW) 2001 
Austin, TX, March 9-18, 2001 

(512) 467-7979, FAX (512) 451-0754. 
sxsw@sxsw.com, www.sxsw.com 
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CkHkDUN 
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Rush Man 
**\ Flies 
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Read Canadian Musician to get the latest 
info on: 

• Music on the Internet 
• MP3 
• The Changing roles of Record Companies 
• New Recording Technologies 
• Road Tests of Brand New Equipment 
• Advice from World Class Musicians 
• Your guide to grants, contests and where to get $$ for your project 
• Do It Yourself - your guide to releasing your own CD 

.and much more. 

Get Six Issues for a very special price: 
$12.00 find. GST) (Save over 50% off newsstands!) 

Order Today: 1-877 RING-NWC, FAX (905) 641-1648, 
order@nor.com canadianmusician.com 

Let Canadian Musician be your guide to the info you 
need to be a great musician in the new century. The world of 
playing and recording music is changing at a great speed - you 
have to keep up to date with the latest info in order to be a 
player. 

CANADIAN 
MUSICIAN 

CITI 

□ YES - Sign Me Up - I want six issues of Canadian Musician for only $12.00 (incl. GST) 

Name:_ 
Address:_ 
City:_Prov/State_Code _ 
Country:_ 
Phone:_ 
Fax:-
E-mail :_ 

Canadian Musician, 23 Hannover Dr., #7, St. Catharines, ON L2W 1A3 
Subscriptions outside Canada: $17.00 Cdn. 



Warning: This UHF product will 
ignite your performance. 

INTRODUCING THE SHURE UT SERIES UHF WIRELESS SYSTEMS. 

Get ready to deliver your best perfor¬ 

mance ever. With the new UT Series from 

Shure, you'll have the freedom to move 

with less interference. Plus you can get it 

for an amazingly low price. 

In fact, no other 

comparably priced UHF 

wireless system even comes 

close to what the Shure UT 

Series has to offer. 

We've specifically designed four sys¬ 

tems to fit every need. Each has all the versa¬ 

tility and flexibility of our popular 

T Series VHF system in a UHF format. 

With the UT Series UHF 

Wireless Systems from Shure, 

every performance will be 

energized. 

THE PRESENTER™ UHF_ 

THE GUITARIST™ UHF 

THE VOCAL ARTIST™ UHF 

THE HEADSET UHF 

Distributed in Canada by SF Marketing Inc., 6161 Cypihot, St. Laurent, QC H4S 

Tel. 514-856-1919 • Fax 514-856-1920 • info@sfm.ca • www.sfm.ca 
1R3 
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Your Web site is looking good, attracting some 
visitors and someone (maybe you) in your 
organization is taming HTML. Now it is time 

to look at ways to make your site more interactive 
for your visitors and automate regular tasks to keep 
your site up to date and running smoothly. The 
answer to many of these upgrades is the use of PERL 
scripts. Many of these scripts will add functional¬ 
ity to your site that is not otherwise possible. 

Don't cringe in fear at the thought of learning 
PERL. Yes, it is a programming language, but many 
scripts are written ready to run with a few minor 
adjustments. Sure there will be some initial hair 
pulling, but after some practice, like anything else, 
it starts to make sense. If you are not up to the task, 
your provider should be able to help, or any decent 
Web developer or programmer. University or Col¬ 
lege computer students can be a great choice. Even 
if you delegate the setup, it is you that has to de¬ 
cide what your site needs or what will make it more 
exciting, so you have to do some research. A few 
possibilities are discussion forums, automatic link 

... ProMusicFlnd.com has recently acquired 
Musicl Search, a huge database of inventories of 
record and CD dealers and collectors. The 
ProMusicFind database now contains over 6 
million items including musical instruments, 
sheet music, videos, books, CDs, DVDs and other 
music-related merchandise. Drop by at www. 
promusicfind.com 
... Vancouver's iNoize.com has launched a new 
system that allows users to share their music 
without infringing on the copyrights of record 
companies or their artists. Users download a 
small file and create playlists of favourite songs 
that they can play back at any time. The music is 

pages and chat areas, classified ads. file 
management, guestbooks, mail utilities, postcards, 
shopping carts, traffic measurement, search utili¬ 
ties and more. 

The best place to start is Script Search 
(www.scriptsearch.com). This site contains over 
5,000 scripts and you can search by keyword or 
browse by category. Browsing is a great way to find 
scripts that perform functions you've never thought 
of. Scripts are also featured in all of the other Web-
oriented programming languages. Many of the 
scripts are free and paid ones vary from $25 to 
$400. After you have read the description you can 
click on a link that takes you to the script author's 
Web site where you can download the files, read 
help files and get other useful information. A lot of 
the authors will also install their scripts and make 
modifications for a small fee. 

To install the script, you will need FTP software 
to upload the files. You will need to find out the 
location of the PERL program on your server and in 
which directory to install the script. Some servers 

streamed in real-time, using a secure, encrypted 
framework which eliminates the need to copy files. 
For more information, contact Craig Hamilton at 
craig@iNoize.com or visit www.inoize.com. 

A.C.T. Enterprises designs and manufactures 
hanging hardware for the entertainment industry. At 
their Web site at www.act-ent-inc.org, you will find 
company news, products, order information, their 
catalog available as PDF files and links to other 
interesting sites. 
... FindSounds.com is a new search engine for 
finding sound effects and sample sounds on the 
Web. You can search by key words, file format, 
number of channels, resolution, sample rate and file 
size. Check it out at www.findsounds.com. 
... dbx has created a dedicated Web site for their 
DriveRack loudspeaker management system. The 
site features PDF files of applications guides and 
manuals and downloadable DriveWare PC GUI and 
firmware operating software. Also included are sam¬ 
ple application setups for DriveRack products, 
warranty registration and a UserGroup discussion 
forum. 

Peate Musical. Canadian distributor of a wide 
variety of musica instruments and accessories. 

require PERL scripts to run from specific directo¬ 
ries while others permit the scripts to run anywhere. 
Most scripts include configuration instructions 
within the script and you work through it using a 
text editor filling in the blanks and making the nec¬ 
essary changes. Many include a readme file for 
further help. One thing that is crucial is file 
permissions on relevant directories and files. This 
is generally laid out in the instructions. 

Once you think it is perfect, upload the script to 
the correct directory and try it out. They rarely work 
perfectly the first time and unfortunately there are 
few clear error messages: it just doesn’t work. Like 
any programming language. PERL is unforgiving and 
a misplaced comma, period or slash will bring your 
script to its knees. A little bit of patience and a few 
more tries will bring results. When your first script 
works, you will be hooked and ready to try some¬ 
thing more difficult. 

A great book to read is PERL For Dummies, avail¬ 
able at most on'ine and traditional bookstores. To 
learn more online visit www.perl.com or search for 
“Perl” at Yahoo (www.yahoo.com). 

You will definitely endure some frustration wres¬ 
tling with PERL scripts, but it will be worth it once 
a few are working and your site has become more 
exciting and is attracting more visitors. 

have announced their Web site at www.peate.com. 
Featured are a complete catalogue of their prod¬ 
ucts, company profile, order information, a list of 
dealers and a password-protected dealer area. 

Music Books Plus has greatly expanded their 
catalogue and now features online over 4,000 
books, videos and CD-ROMs on music, record¬ 
ing. audio, songwriting. MIDI, multimedia and the 
Internet. You can join the electronic newsletter or 
request a printed catalogue online at www. 
musicbooksplus.com. 
... Norris-Whitney Communications operates The 
Music & Audio Connection, the international 
online resource for music enthusiasts, musicians, 
music and audio professionals. Included are clas¬ 
sified ads. products for sale, company showcases, 
discussion forums, associations, music educa¬ 
tion, music and audio resources, career informa¬ 
tion and file libraries. New additions are the 
Calendar Plus personal information systems and 
Music News, updated daily. Updates to the site 
are available by electronic newsletter. Visit at 
www.musicandaudio.com. For more information, 
e-mail to info@nor.com. FAX (905) 641-1648 
or call (905) 641-3471. 

Resources 

Music Online is a regular department of CM. featuring news and highlights of music online including the Internet, the maior online services and music related BBSs. If you have questions, comments, 

news, or suggest ions, please e-ma 11 them to jnorrisC< nnor.com. FAX (905) 641 1648 or mail them lo our St. Catharines cif ice. 
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by Rich Priske 

Aguilar DB 900 
One of the first things most bass players en¬ 

counter when they play live, or enter the stu¬ 
dio for the first time, is the lowly DI box. This 

decidedly un-sexy piece of equipment leads to the 
first bouts of gear envy. What I mean by this: drum¬ 
mers get all these mies, guitar players have all these 
pedals, heck, even the singer gets candles and tea, 
while the bass player is handed a cold lump of 
metal. However, one cannot underestimate the 
importance of such a device. A good DI makes the 
difference between a good, clean tone and a noisy 
undesirable one. 

Dave Boonshoft and Alex Aguilar combined 
forces in 1995 to create what is now an industry 
standard bass pre-amp. the Aguilar DB 680. A 
desire to create a vintage sound and feel with mod¬ 
ern technology has led to the creation of the DB 
900, the first truly high-quality tube direct box. The 
DB 900 features an all tube signal path, a Jensen 
transformer providing a balanced output, and a 10-
year limited warranty. At 8 ’/a” x 4 ’/a" x 2 '/a", the 
DB 900 easily out sizes most conventional Dis. It 
almost seems that it would be happier in a 
rackmount design, thereby conforming to studio 
standards and cutting down on clutter. Front con¬ 

trols include a high-impedance input and output, 
a low impedance output, and a ground lift. Rear 
controls include a 6-foot AC power cord (the DB900 
is available as 100.120, or 230 VAC) a % amp fuse 
and a power switch with an LED indicator. 

Okay, but how does it sound? In a word, smooth. 
I plugged into my computer at home, running 
through a Mackie 1202 mixer into a Sound Blaster 
Live soundcard. Wow. this thing sounds good. I had 
to adjust the gain a tad, the output of the DI being 
a little on the quiet side. I immediately noticed a 
vast improvement over the conventional DI I had 
been using. The natural compression of the tube 

The International Exchange 
for the Performing Arts 

The International 
Performing Arts 
Marketplace brings 
together artists of 
Theatre, Dance, Music, 
Variety, Multidiscipline 
and arts presenters 
from Europe, America, 
Asia, Australia 
and Africa. 

Your link to unique arts opportunities. 
Register now! 

3575 St.Laurent Blvd, Suite 216 

Montreal, Quebec, H2X 2T7 CANADA 

Tel. (514) 842-5866 Fax (514) 843-3168 

arts@cinars.org www.cinars.org 
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circuitry greatly enhanced the overall sound of the 
bass, smoothing out the rough edges while still 
retaining punch and clarity. Recording direct to disk 
at another digital studio, I again noticed the quiet 
output. Not a bad thing ... just something to watch 
out for. Dropping into a pre-recorded track. I was 
amazed to find that virtually no EQ was needed: all 
the presence and bottom were there without crowd¬ 
ing the mix. The low end was big and fat. with 
smooth highs without the harshness one usually 
gets recording straight to disk. Very cool. Next, I 
brought the DI to the studio where MGB are record¬ 
ing the follow up to Beautiful Midnight. Plugging 
straight into the DI, I was up and running with an 
incredible bass sound in minutes. Next, we added 
a miked Ampeg SVT (post-DB 900). with absolutely 
earth shattering results. Then we switched with a 
conventional studio DI. The sound was very thin and 
tinny in comparison. I also tried running an SWR 
Interstellar Overdrive post-DB 900 into the Ampeg. 
Awesome distortion tone, nice and smooth with lots 
of body - again none of the harshness I usually get 
when using distortion. All in all. very satisfying 
sounds. 

In today's age of digital-multi-pod-rack-effects 
units, the DB 900 seems to be a bit of a one-trick 

pony. But what a trick. The price puts it out of reach 
of the casual player, also making it hard to justify 
for all but the bus est of studio hacks. However, for 
someone who owns a digital studio, or a producer 
who is looking for consistently good tone, the DB 
900 may prove to be an indispensable piece of 
gear. It is designed with the bass guitar in mind, 
but I imagine one could run keyboards, samplers 
or what have you with equally impressive results. 

And, it comes with a 10-year warranty! I really can¬ 
not (¡nd fault with this unit. It is simply the best DI 
I have ever used. 

For more product information, contact: Wes-
Can Music Supplies, 8456 - 129A St., Surrey, BC 
V3W 1A2 (800) 661-9960. FAX (800) 600-6646. 
salem@direct.ca. www.zis.net/wescan. 

Rich Priste is u I micouier-bnsed hissisr who 
currently phtys with the A lutthew Good Bund, mid 

bus previously performed or recorded with Art 
Bergmann, Bif Xuked mid DSK. 
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Edward Amplification’s 

by Mike Francis 

The “ED” combo guitar amp is designed and 
manufactured by Edward Amplification right 
here in the quiet and unassuming little town 

of Stoney Creek, ON. Unlike Stoney Creek the “ED” 
is anything but quiet and unassuming. (Just kid¬ 
ding about Stoney Creek by the way.) 

This little baby's a gem, and even if its purpose 
in life is a bit specific (I'll explain later), there's a 
bigger more powerful and multi-purpose version on 
the way soon. All amps are handmade one at a time 
to assure quality control. As tested it is 18 watts, 
using class “A" design. Technically, class “A" 
means that it runs the tubes at half-power all the 
time. What it means to your ear is that it sounds 
warmer at lower levels than some other amps. 

The control panel is top-mounted and is set up 
very straight-ahead with volume, bass, treble plus 
two toggle switches for boost and gain that work 
independently. The boost increases the gain by a 
factor of two, in the high position on the “gain” 
switch it is increased by tenfold, causing the out¬ 
put section of the amp to distort big time. All this 
sound is handled nicely by a front mounted 12" 
Celestion speaker. 

It is also equipped with reverb and tremolo. I'm 
not usually a fan of built in spring reverb but this 
one sounds great and the tremolo is deep and 
strong, one of the best I've heard in an amp. There’s 
also the power and standby/operate switches on the 
top panel, which glow red and green respectively 
on the pilot light - a very cool touch. 

The back is equipped with an AC outlet (nice 
touch) and line out for direct recording and line in 
for use with multi-effects processors. All very well 
thought out. There is also a foot switch input, which 

allows you to control all possible configurations 
between the boost, gain, reverb and tremolo settings 
from the floor. 

It is very well organized and practical to use. It also 
looks very cool in a retro kind of way with many choices 
of colour and fabric in the grille cloth and tolex cover¬ 
ing. Add to that, this little baby looks and feels solid 
as a brick wall. All in all, pretty impressive. 

So, what’s it sound like? Well, if you use it in a 
studio or live setting where it’s miked it can really 
scream. With the boost and gain switches on 
together it sounds very raw and mean like a 100-
watt amp but at a very comfortable volume level. 
Honestly, quite impressive. If you want to play blues 
like Stevie Ray or metal like Steve Vai, it is very con¬ 
vincing at a low volume level. (The rest of the band 
will love that.) 

With just the boost switch In, it gives that per¬ 
fect in-between sound where it’s clean but beefy for 
single note lines and just a bit crunchy when you 
dig in harder or play chords. That's usually one of 
the hardest things to get, as we all know. I would 
characterize the tonal qualities of the pre-amp sec¬ 
tion as warm and creamy. There's lots of bright top 
end but it's still always rich and fat sounding. If you 
play in a variety of musical styles and situations this 
amp will definitely be useful. 

It does have its own specific sound so if you 
only have one amp, it depends on whether or not 
this one works for your purpose. The only weak point 
might be that the totally clean setting does not have 
much headroom. By that I mean it's not that use-
able, probably because of the low wattage nature 
of the design. Another peculiarity is that the volume 
control is not useable in the clean and boost stages, 

only when the gain switch is turned on. Call me old-
fashioned, but it just doesn't seem right not to have 
a volume control active in these other stages. 

This could be rectified in a soon to be offered 
more powerful version called the “SPECIAL ED" 
rumoured to be 30-40 watts and coming soon. 

I tested two versions of the current 18-watt 
model. The small combo style and an optional 
stand alone head that you can plug into any 8-ohm 
cabinet. I preferred the solo head because I could 
plug into more efficient cabinets that made it sound 
even bigger to me. The combo version suffers from 
the same problem a lot of amps built into small 
boxes do. When not miked it sounds a bit boxy and 
too directional for me, but that’s just my taste. 

All in all this thing sounds great, looks very cool 
and is built to take a pounding. I look forward to 
the larger more powerful version to come which 
might give the same great crunch and super¬ 
saturated sounds, plus a clean channel with more 
headroom and a volume control. (That would be 
nice.) 

Still, as I said before, if you’re in a situation 
where it’s always miked and you’re using it for 
soloing and power sounds, it's amazing how great 
it sounds at lower volumes. It also has its own 
unique tonal characteristics, something I found to 
be a useful alternative. 

For more information, contact: Edward Ampli¬ 
fication Co.. 41 Corman PI.. Stoney Creek, ON L8G 
4W6 (905) 664-1274. FAX (905) 664-5319, 
info@edwardamp.com. www.edwardamp.com. 

Mike Francis is a Toronto-based freelance session 
guitarist and producer. 
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More Watts for LE$&Impossible? 

The new RMX Series amplifiers give you clean, dynamic power with the legendary QSC sound quality and reliability that pros depend on. 
We combined our rugged high output designs with the latest circuit technology to deliver unmatched performance at a new breakthrough price. 

Muscular Power Plant 
The power supply is the heart of an amplifier, converting raw AC power 

from the wall to dean X for the audio circuitry. The RMX uses a powerful 

high-current toroidal transformer and ample filter capacitance to ensure 

generous energy reserves. This makes a critical difference in sound 

quality, allowing the amp to effortlessly punch out high level transients, 

even when driving abusive 2-ohm speaker loads. 

I Model I Sit I 4Q I 2Qf I 

I RMX 850 1 200 1 300 1 430 ' 830 

FrMX 1450 I 280 450 700 _1400 
I RMX 2450 ' 500 : 750 1200 ' 2400 | 
t kk.cn nw tiw2.11™ 

Superior Performance 
RMX amplifiers deliver true studio-quality sound. A full complementary 

output circuit using the highest-grade linear output devices delivers ultra¬ 

low distortion (<0.05% TH D) & a ruler-flat frequency response. SMT (Surface 

Mount Technology) triples small-signal component density, enabling us to 

pack up to 2400 watts of power in a chassis only 2 rack spaces & less than 16' 

deep. And unlike other designs, RMX output devices are direct-mounted to 

the heat sink for optimum thermal coupling & cooling. 

Comprehensive Features 
The RMX Series is packed full of professional features that increase 

performance and flexibility: 

• Independent defeatable clip limiters reduce distortion without 

sacrificing peak performance. 

• Selectable low-frequency filters boos; system response protect speakers 

and ensure low-end tightness by more precisely matching the amplifier’s 

range to the loudspeakers. 

• Barrier strip, XLR and 1/4 ' balancee inputs plus Speakoni and binding 

post outputs provide easy connections. 

• Low-noise variable speed fans with rear-to-front air flow keep amplifiers 

and racks cool. 

Proven Reliability 
With over 30 years of building amplifiers for die hrges; touring companies 

and venues around the world, you can ccunt or QSCs reputation for 

designing the most reliable amps avaiable. 

Don't settle for anything less. Check out an RMX amp at a dealer near you. Call (514) 856-1919 or log onto www.sfmxa. 

•Hear the Power of Technology" is a trademark oí QSC Audio Products, Inc."QSC" and the QSC logo are registered with lhe U.S. Patent and Trademark Office. QSC Audio Producís. Inc.: 1675 MacArthur Blvd.. Costa Mesa. CA 92626 USA 

Hear the Power of Technology. 

Distributed in Canada by 
SF Marketing Inc. 

616T Cypihot, St. Laurent, QC H4S 1R3 
Email: info@sfm.ca 



with the new ULTRA- JElPRO from 
The ultimate B-band 24-bit mastering 

BEHRINGER® 
processor. 

A new dimension of power mastering 
The new BEHRINGER® ULTRA-DYNE® PRO is our ultimate 6-band 
mastering machine with unheard-of power. Two high-performance DSP's, 
combined with ultra high-resolution 24-bit A/D and D/A converters, give you 
perfect multiband mastering with incredible loudness, transparency and 
sound optimization. 

6 bands for 6 times the power 
Simply stated: the more frequency bands you have, the more loudness 
you get without side-effects like pumping etc. While the competition offers 
a mere 3 or 4 bands, the ULTRA-DYNE® PRO delivers ultimate power from 
6 bands. 

VIRTUOSO8: mastering magic 
You won’t believe your ears! Your sound can now stand up to top-rate 
CD productions. Extreme punch with no dynamic loss. The magic word is 
VIRTUOSO®, a synonym for intelligent and fully automated parameter 
settings based on your program material. Quick, easy and always perfect. 
The incomparable wizard VIRTUOSO®: available only from BEHRINGER®. 

ULTRA-DYNE® PRO DSP9024: experience the ultimate revolution in 
multiband mastering 

The ULTRA-DYNE® PRO’S powerful features: ♦ ■ • • • • ) 
• - Digital stereo mainframe with two 24-bit high-power signal processors 
’ - State-of-the-art 24-bit A/D and D/A converters from Crystal for 

phenomenal audio quality 
•- Up to 600 msec, of delay for "look-ahead“ compression, limiting 

and noise gating 
* 6-band compressor with separate peak limiter section 
• ULTRAMIZER® function for extreme loudness and signal density 
• 6-band noise gate for "inaudible" noise reduction 
' Multiband Exciter with adjustable ratio of odd and even harmonics 

for punchy bass and dazzling highs 
*- Tube simulation with selection of popular tube types 
■ Extensive MIDI implementation 
'• 24-bit AES/EBU digital interface (optional) 
•/ Large high-resolution graphic LCD display 
•- Servo-balanced XLR and 1/4" TRS inputs and outputs 

Relay-controlled hard bypass with auto-bypass function for power 
failures (safety relay) 

http://www.behringer.de/eng/support/software/dsp1400p.htm 

69 
More information at: 

(uuuuuu.behringer.com 

JUST LISTEN Tel.: +1 425 672 0816 

Email: support.ca@behringer.de 
Email: support@behringer.de 
Email: support.jp@behringer.de 
Email: support@behringer.com.sg 
Email: support@behringer.com 

+1 902 860 2677 
+49 2154 920 666 
+81 3 528 228 95 
+65 542 9313 

Tel.: 
Tel.: 
Tel.: 
Tel.: 

Fax: +1 902 860 2078 
Fax: +49 2154 920 665 
Fax: +81 3 528 228 96 
Fax: +65 214 0275 
Fax: +1 425 673 7647 

Free downloadable 
Windows®' editor 
software for 
ULTRAMIZER® PRO 
DSP1400P. 

©2000 BEHRINGER 
Spezielle Studiotechnik GmbH 

Technical specifications and 
appearance subject to change 
without notice. 

2-band power mastering with Exciter, Denoiser* and Surround Processor: 
The new ULTRAMIZER® PRO DSP1400P. At your dealer’s now! 

ULTRA-DYNE® PRO stands for total power mastering. Next to an 
explosive multiband Exciter for complete transparency and powerful low 
end, and a multiband Denoiser®, the DSP9024 features authentic tube 
simulation for that extra bit of heat in your sound. Hear and experience the 
ULTRA-DYNE® PRO — and feel free to compare it with any other unit, 
including broadcast equipment in the $25,000 range. 

But remember to buckle up: the ULTRA-DYNE® PRO is pure power. 

Canada 
International 

Japan 
Singapore 

USA 
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ß travelling 
smart 

with your 

. guitar 

W hether you’re a professional 
guitarist constantly on the road, 
or someone who takes the 

occasional trip with his instrument, there are 
some thing to know that will make vour 
travel less stressful. 

The first decision to make is a choice of 
case, and there are merits to both options. 
I’ve used good-quality, soft gig bags for 
years, and I’ve had no problems to date. The 
advantages to these are several: you can 
strap vour instrument comfortably on vour 
back and walk easily through a busy train 
station or airport, and most often walk onto 
a plane with vour guitar as carrv-on luggage 
(more on this last benefit later). If I’m 
going through a revolving door or walking 
in a crowd, mv left hand is always on die back 
of my bag so that I don’t inadvertently hit 
my instrument on a person or hard surface. 
With some caution, you’re generally fine. 
The cost of a good gig bag is between SI 50 
and $375 Cdn. 

There are a variety of good hard cases 
to choose from, ranging from plvwood ver¬ 
sions to moulded fibreglass custom models 
with locks and built-in temperature controls. 
These obviously offer the best protection, 
but they're also the bulky, heavy and expen¬ 
sive. Costs can range from $750 to $900 
Cdn. They must be sent through as checked 
luggage on a plane, and they’re difficult to 

carry around - although some of them can 
be fitted with carrying straps. 

Once you’ve settled on a case, there are 
some tips to make air travel easier. If you 
have a relatively thin guitar (a Gibson E$ 
335 or slightly fatter) in a gig bag, it’s gen¬ 
erally not a problem bringing vour instru¬ 
ment on the plane with vou. In mv experi¬ 
ence, it’s not necessary to ask at check-in. If 
you’re stopped, simply say that your guitar 
will fit in the overhead compartment. It 
should also go through the cardboard tem¬ 
plate that the airlines have installed at the 
x-ray check-points as well. Once on the 
plane with your guitar stowed above, sit 
under vour instrument and keep a wary eve 
on other passengers as they put their own 
carry-ons in the overheads. Many people 
will not recognize vour guitar as a fragile 
instrument, and may try to heft a heavy 
suitcase on top of it. Offer to shift your 
instrument around to accommodate their 
bag if necessary. 

Here are two final observations on 
planes. In mv experience, there are two large 
jets with very short overhead luggage com¬ 
partments, the Boeing 747 and 777. In both 
of these planes, there are also numerous 
closets, and flight attendants are usually help¬ 
ful stowing guitars. A “please” and a smile go 
a long wav in those situations. The very small 
commuter flights have almost no overhead 

www.canadianmusician.coin 

space, but generally have some kind of small 
rear closet that’s usable tor our purposes. 

If you’re travelling by train, there is usu¬ 
ally plenty of space in the racks above. You 
should sit under your instrument for the 
same reason that you do on a plane, and also 
because there is the possibility that some¬ 
one could run by and grab your instrument 
if you’re unaware. 

A couple of other things to be aware of 
have helped me as I’ve traveled; it’s useful 
to find a good music store and guitar tech if 
you’re in a city’ more than once. You can get 
referrals from other guitarists that live in 
the area. If you have a pickup or jack that 
shorts out, you'll need some help. Always 
bring extra strings and cords on a trip for 
obvious reasons. If vou have a big hollow 
body and are going to a wet from a dry cli¬ 
mate, a humidifier in the case is also a good 
idea. Your instrument may plav and feel a 
little different as vou move around. This is 
to be expected. 

Anticipating things before they happen 
on the road can help vou avoid most nasty 
surprises. As a wandering minstrel for half 
of my life, mv guitars and I have had a splen¬ 
did time ... mostly. I lave safe and musical 
travels. 

John Sttneell is bused in Portland, OR, and l as 
played and taught internationally for the last 25 

years. His instructional videos, Jazz Mastery. 
lois. 1-3 can be ordered from Xeta Media 

Printing at (800) 666-9369. E-mail John trith 
comments at istoteell@recreationalgiiitarist. com. 
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bell’ « 
Vltk palsy 

n my last column I described my battle with Bell’s Palsy, a nerve 
disorder that causes paralysis on one side of the face. At that 
time I was three weeks into it, and was still experiencing severe 

playing problems. As of this writing (I’m in my 11th week) I’m happy 
to report that I feel almost fully recovered. I kept an ongoing log of 
my recovery. Currently up to 27 pages, I will condense it to a week-
by-week synopsis. 

Week 1 
At the end of the first week I couldn’t even form an embouchure, 
as the muscles on the unaffected side of the face would pull the lips 
over to that side. I could get a sound out of the mouthpiece only by 
holding my fingers against my lips on the right side, creating com¬ 
pression and stopping the air leakage. I had a range of about an 
octave with the worst sound you can imagine. I started an active 
program of physiotherapy and visited an acupuncturist and 
chiropractor. I was battling depression, but trying to stay pro¬ 
active. I started my log and posted nightly on the Internet. 

Week 3 
By the end of the third week I could just barely get to the top of the 
staff. While I could see improvement, I was frustrated with the slow 
rate of recovery. Though the general symptoms had all but van¬ 
ished, my embouchure still felt very stiff and foreign. I started prac¬ 
tising some of my exercise routines, within my limited range and at 
very soft dynamics. One positive sign was that my sound was clear 
on the notes I could play. 

Week 5 
Throughout the fifth week the high register was still weak and 
unusable. Any attempts to push the limits were met with a collaps¬ 
ing mouthcorner and air leakage. I started practising out of etude 
books, and was happy to find that my technique and articulation 
seemed OK, and I had enough endurance to make it through a page 
of technical playing. I started to consider returning to work, though 
it was unnerving not to have all my range. 

Week 6 
I played my first two gigs at the start of the sixth week, one with my 
jazz quartet, and one with a wedding/jobbing band. Thankfully, both 
went well. These gigs were a tremendous boost to my confidence. 
I had really lost the feeling that I was a ‘trumpet player’. They were 
also the first appearances I made in the musical community, and the 
genuine warmth I felt from everybody about my return to playing 
was wonderful. With those two gigs under my belt, I began to look 

forward to the next one, though I was still leery about what I could 
handle. This week marked the final banishing of my fears that I 
might never be the same again. I knew it was just a matter of time 
and hard work. 

Week 8 
I spent the 8th week in Saskatchewan teaching jazz camp. This 
was a test of endurance as they were long days with a lot of playing 
during lessons and classes. I opted not to play lead in the faculty big 
band (leaving that chair in the capable hands of Brent Ghiglione) 
but otherwise found that I made it through the week fine, if a bit 
exhausted. 

Week 10 
I went camping during the 10th week, and though I brought my 
horn, played very little. No surprise there, but I was happy to find 
that upon returning home things felt OK, much better than a 
couple of weeks ago, when three days off wreaked havoc. I played 
two gigs immediately afterwards, and both went fine. 

This brings me up to date. As I said in the beginning, I feel 
almost fully recovered at this point. My range is pretty close to 
what it was before, and I can pick up the horn and feel pretty nor¬ 
mal. I don’t feel quite as strong as I used to be, but every week 
continues to bring the return of more muscle control and strength. 

Throughout this ordeal I maintained the philosophy that ‘what 
doesn’t kill me makes me stronger’. I was and am determined to 
turn this tumultuous period of my life into something positive. I 
kept the detailed log to help me through it, but also for others who 
find themselves similarly afflicted. One player who has contracted 
Bell’s Palsy has already contacted me, and I’m sure there will be 
more in the future. 

The other potential benefit is to me as a player. Having my 
ability to play the trumpet taken away from me and then returned 
in tiny steps forced me to really analyze what is going on when I 
stick that mouthpiece on my lips (even more than I already do). I 
think I am still too close to this to really know how it will affect my 
playing in the long run, but I know one thing for sure: I will never 
take playing the trumpet for granted again! 

Chase Sanborn is a Toronto-based musician and teacher that you can find 
online at chase@brasstactics.net, and www.brasstactics.net. 
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Composer Amin Bhutia has been writing for 
TV’ and film for nearly 20 years. Recent 

scores include the IMAX film Goldfever 
and I I series Code Name Eternity. He 

can be reached through 
www.bhatiamusic.com. 
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a higher digital résolu-
tion. Get all that sorted out 
first before worrying about 24-
bit audio. 
10. “Don't go through a dealer. 
Buy direct from us. 
The Internet and the global market- I 
place have caused more and more 
manufacturers to offer a direct service. 
For some purchases like CD libraries I 
or software upgrades it can be faster 
to go direct. However for the big • 
ticket items, it still makes sense to go 
through a dealer who has the expe¬ 
rience and flexibility to give youB 
options on what to buy. 

Yes, there are horror stories of deal¬ 
ers dumping useless gear on unsuspect¬ 
ing customers. There are an equal 
number of horrors involving musicians i 
who eat up an entire day (and dinner 
time) of a caring salesperson, only to . 
go down the street and haggle the same 
item for five per cent less from his or 
her competitor who spent no time at 
all. That’s just not fair, people. Let’s 
give dealers the same fairness that we 
demand from our clients. 

My thanks to all the dealers who’ve 
helped me with my music purchases and 
for the tips that I’ve shared with you 
here. In our deadline-oriented business 
a good relationship with a dealer is । 
invaluable. 

Okay, I know I’m already in trouble 
for the title. This is not a tirade 
against music stores, dealers, manu¬ 

facturers, advertisers or anything of the like. 
But it amazes me how the lack of communi¬ 
cation between dealer and customer results 
in some strange purchases. So the least I can 
do is clear up a few myths... 

1. “You'll have it up and running 
tonight!" 
The single most abused phrase I’ve ever 
heard or read. Applies to computers, syn¬ 
thesizers, guitar effects boxes, potential 
spouses, software, and even patch cables. It’s 
going to take time for you to figure out how¬ 
to make the thing work properly. The best 
time to buy any new gear is between projects, 
not on the day that you start one. 
2. “Available Soon.” 
The second most abused phrase I’ve ever 
heard or read. There are many factors that 
can delay the final release of a piece of soft¬ 
ware or hardware, including export problems 
and CSA (Canadian Standards Association) 
approval. Contrary to popular opinion none 
of the delays are based on the desire of a 
dealer to rip you off. 
3. “It’s got enough voices.” 
Many synth modules can handle up to 64 
voices but that doesn’t always mean 64 notes 
at a time. Drum tracks for instance are usu¬ 
ally one-voice shots of rhythm. However, a 
piano sound or string pad is very' lush and 
may be a combination of three or even four 
voices to make up one note. Get the maxi¬ 
mum number of voices you can and be ready 
to get more. 
4. “It’s got enough outputs.” 
There are never enough outputs. In 
order to properly' mix your music you need 
to be able to route sounds to a separate fader 
on your mixing console. Plan for at least six 
outputs on any of your synth modules or 
digital workstations. 

5. “It’s got a good hard drive” 
No drive is perfect for every situation. Be 
sure the hard drive you’re purchasing has 
been approved for digital audio and video 
recording bv the manufacturer of your 
hardware/software system. 
6. “It’s compatible with other 
versions so it will never be obsolete.” 
It’s already- obsolete the moment you take it 
out to your car. But you’ll never be up to 
date with everything and that’s okay. One 
day' you will upgrade this thing, or keep it 
for other uses when you get the next new 
big thing. 
7. "We like you. Here's a Beta Copy.” 
Beta software is a cool way to collaborate with 
the designers of the software and give them 
your feedback while they' can still change 
something. 

This potentially' beautiful arrangement 
is akin to your best friend coming to your 
house with the gift of a little puppy. Puppies 
are cute companions, but they do require 
care and attention. Do you have the time to 
train it? Do you have the time to risk an 
accident on the rug when company has come 
over? If you do, then try' that Beta version. 
If you don’t have time then be careful. 
8. "These samples are copyright clean.” 
This means that the sounds or loop 
libran- that you just bought can be used in¬ 
definitely- in any project you used, BUT ... 
read the fine print. In some cases it will say' 
“For private music use only. Usage in com¬ 
mercial recordings require written consent 
from the supplier.” This means having to 
get a letter of consent from the sampler 
sound company ... BEFORE you release 
your music. 

bad mic technique, improper levels at each 

Q things your 

Moth 

9. “ 16-bit audio is garbage. Go 24.” 
W hile it’s true that the increased resolution 
of 24-bits will result in more accurate calcu¬ 
lations in digital compression, EQ, etc. the 
final result going to CD or D-Betacam video 
still has to be 16 bits. And let’s not forget 

never told 
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Vocal Constipation 

or Vocal Diarrhea? 
by Diana Yampolsky 

of above average height. Therefore, it was 
quite natural that her vocal cords were 
pretty long but they were thin in diameter. 
The result of this was that she possessed a 
high, light soprano voice that was not really 
suitable for the R&B/Hip Hop that she was 
attempting to sing. As I already mentioned, 
I did not have a problem with the length of 
her vocal cords; the problem was the width. 
In last issue’s column, I explained how you 
could work to extend the length of the 
vocal chords. In this issue, I will talk about 
how to widen, not the vocal cords (which is 
physically impossible), but the sound they 
produce. The width of the sound verv much 
depends on the upper diaphragm, i.e. vour 
rib cage. It works on a principle similar to 
the way in which an accordion works: the 
air is pulled in and pushed out as much as the 
musical phrase is demanding. In the instance 
of singing, the upper diaphragm carries the 
similar function. The singer has to assess the 
length/width of the upcoming musical 
phrase and open up the upper diaphragm 
accordingly. The body of the sound is verv 
dependent on the flexibility of the upper 
diaphragm. In most cases, its proper use will 
compensate for inadequacy of the width of 
the vocal cords. By the way, the length of 
the vocal cords can be “extended” through 
the proper use of the lower abdomen. The 
more you can tuck vour tummy in, the bet¬ 
ter lift your sound will have off of the vocal 
cords and the higher the arc will be and the 
longer the trajectory of the sound will be. 
The inertia will complete the flight. 

To conclude, both ofthese “illnesses” can 
be cured with die proper “medical assistance” 
of a good vocal “doctor”. Look for more 
prescribed medicines in the coming months 
and visit my Web site for more vocal pros¬ 
perity tips. 

Dinna Yampolsky is a vocal instructor based in 
Toronto at the Royans School for the .Musical 
Performing rifts, located on the Internet at 

www.vocalscience.com. 

additional strain on their vocal chords and 
their vocal box in its entirety.) In my book, 
Vocal Science - Flight to the Universe, there is 
a picture of a space shuttle (p.8) which 
describes the separation of the three com¬ 
ponents of the space shuttle when it is ready 
to take off. The lower part is the launching 
pad, which is equivalent to your physical body 
from the waist down. You have to stand solid 
on the ground and be very centred, but not 
tensed. Then you take a breath, which also 
involves three components of that whole¬ 
some mechanism; the lower abdomen, 
which is responsible for the support of the 
height of the sound (make sure you suck vour 
air in, not out, as you will put the “brakes” 
on your movement), upper diaphragm, 
which is responsible for the width and body 
of the sound, and mouth breath, on top of 
which the sound w ill be flying on a parallel 
track in full synchronicity with it. This will 
allow your voice to work to its fullest capac¬ 
ity possible. This is comparable to the hun¬ 
dred tonnes of nuclear pow er that propels 
the rocket upwards and gives it a driving 
force. If you follow these principles, vour 
“flight to the universe” will be a safe and 
pleasant one for you and your audience. 

The other “disease”, “Vocal Diarrhea”, 
is less common, but as its metaphorical name¬ 
sake suggests, is quite “messy”. Like “Vocal 
Constipation” it is also easily detected. Usu¬ 
ally, the person with a weak vocal anatomy 
and a lack of knowledge of how to properly 
use their voice is most likely to be “afflicted”. 
Recently, one of my clients came to me with 
a dance hip-hop track that was well written 
and produced. Unfortunately, her vocals 
were “dripping” all over the music and did 
not do justice to the song. (Initially, I did not 
even realize how good the song was because 
the vocals were so weak; sometimes people 
forget that the singer makes the song, and 
is responsible for properly delivering the 
main message. In my opinion, all perform¬ 
ers should remember the following equa¬ 
tion: good music + good singing + good pro¬ 
duction = die total performance. The puzzle 
cannot be completed if one of these com¬ 
ponents fails.) I also w'ould like to mention 
that this particular vocalist was a slim female 

n last issue’s column, entitled ’Vocal 
Inadequacy - In Need of Non-
Surgical Voice Extension?’, I 

explained how singers can compensate 
for short and/or thin vocal cords by 
strengthening their lower abdominal 
and upper diaphragm muscles and work¬ 
ing on their facial cavities in order to 
make them larger and deeper. This 
month I cover two common “ailments” 
that have infected quite a few of the singers 
that I have met over the years: “Vocal 
Constipation” and “Vocal Diarrhea”. I 
will describe the symptoms (so you can 

decide if you might be so afflicted?) and then 
outline the cures. 

The more common of the two is “Vocal 
Constipation”; the majority of singers actu¬ 
ally suffer from this “nasty disease” to some 
extreme. The symptoms of this “disease” are 
clearly visible and easily detected: red, 
stressed neck, bulging veins in the forehead 
and a very ugly sound coming from a poorly 
positioned body. Doesn’t sound very attrac¬ 
tive, does it? (You may even have seen these 
symptoms if you ever had vour picture taken 
during a performance w hen you were try¬ 
ing to hit a high note; these symptoms are 
always present when you are trying to 
“force” out the sound rather than let it come 
out naturally.) Aesthetics aside, this is actu¬ 
ally a very serious issue. W hile pumping the 
veins in this manner, the singer is depriv¬ 
ing his brain of oxygen and cutting off the 
circulation, which can actually lead, in ex¬ 
treme cases, to a stroke or heart attack. 
There are actually known precedents of 
singers who literally dropped dead on stage! 

Regardless of whether this “constipation” 
is causing discomfort for you or your audi¬ 
ence, a cure is available. Firstly, be sure that 
your body is completely relaxed and at ease, 
paying special attention to the condition 
your neck is in. (If you feel that it is very 
strained, you need to release it from ten¬ 
sion as soon as possible.) Secondly, pay close 
attention to the positioning of your shoul¬ 
ders. (Vocal “Constipators” always have 
their shoulders in an uplifted position that 
contributes to attacking the sound from the 
bottom of their throat, which leads to 
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bom. I started to write songs for the first time that I 
thought were actually pretty good, and it started to give 
me the idea that I could maybe make a living doing it. 
make a career for myself. W hen I got a little bit older 
and got into Leonard Cohen and people like that. I 
decided that I wanted to try to write songs that I could 
grow old gracefully with. I didn't want to write songs 
about being old. I just wanted to write songs that were 
relevant to who I was at that time, and that's what I'm 
still trying to do. 
Neil Osborne: I don't remember. However, the 
way I discovered how to write songs was by trying to 
copy other songs and not getting it right, but having 
something else instead: a new song! For instance, one 
day I was trying to figure out the song "Tel! Me Why " 
by Neil Young, and ended up with a song called 
"Alcohol Heart". 
Damhnait Doyle: I don't actually recall the 
first song I wrote because since I was a child, melodies 
and words have always been bumping into each other 
in my head. 
Edwin: When I was 16 I wrote a song called "(Ine 
More Time". 
Scott Moffatt: The first song I wrote was 
called, "Walking Down The Road". It was a diddy, but 
a good start. 

• Do you prefer to write 
alone or collaboratively? 
Steven Page: On this record [Mum»i\. Ed 
I Robertson I and I actually did the most we've ever 
done. We co-wrote 11 of the songs on this record. 
Theres something nice about feeling the ownership 
over the song, and it certainly feeds your ego if you write 
something by yourself and it's successful. You certainly 
think all that's mine, and the world will know that 
every word of that is mine.' But at the same time. I 
think we write better songs [when we're] partnered up. 
I think they can be more clever, because you're trying to 
impress each other, but they can also make more sense, 
because you have someone else saying ‘what the hell 
does that mean? Is this making the song say what we 
want to say?' And I think we've done it long enough 
now as a duo that we've just gotten better at it, and we 
trust each other a lot. so we can kind of say anything we 
want. 
Ron Sexsmith: I 'm into collaborating, but I 'm 
kind of selfish in tenus of my own records. I don't think 
I'd want to collaborate for my own records. I'm kind of 
old-fashioned in that way. I like the idea of Gordon 
Lightfoot records, that somewhere in time he wrote 
those lyrics and he wrote that mekxly. The same with 
Dylan. But I woidd love to collaborate for other projects, 
and I'm just starting to do that now. I just wrote a cou¬ 
ple of songs with Glenn Tilbrook [of Squeeze] actually, 
although it was over the phone lines. 1 faxed him a lyric 
for this one love song, and I didn't hear from him for the 
longest time, so I just assumed he didn’t like it. The next 
thing I know, I get a tape from him, and he had put the 
most beautiful music to this lyric I wrote. He asked me 
if I'd come down to his studio and sing on it with him. 
So on the cab ride to his place from London - it was 
about a 45-minute cab ride - in that time I wrote 
another song and I gave it to him when I got there, and 
apparently he's just put music to that. too. But that's 
really my only [collaboration]. 
Neil Osborne: I write both alone and with the 
band, but with no one else. 
Damhnait Doyle: I'm really enjoy ing writing 
alone these days, but that's a result of working with so 
many wonderful writers and learning so much from 
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SOCAN 
It would be impossible for a composer, lyricist or 
songwriter to keep track of all the times their works 
are used in public performances. That is why there is 
the Society of Composers, Authors, and Music 
Publishers of Canada (SOCAN), a not-for-profit per¬ 
forming rights society. 

Performing right is the right to publicly perform or 
communicate a copyright-protected musical work, or 
to authorize others to do so in return for royalty pay¬ 
ments. The performing right is important because per¬ 
formance is the main way that music is used, so per¬ 
forming right royalties are often the primary source of 
income for music creators. 

SOCAN s role is to license music users for the per¬ 
formance of music in Canada, to collect license fees, 
and to distribute performance royalties to those 
whose works have been broadcast or performed in 
public. “If one is a songwriter whose songs are out 
there getting played, or they have a record released or 
they are playing live shows, they should certainly 
become a member and there can be some royalties for 
them,” said Dave Betts a Member Services 
Representative at SOCAN. “A common misconception 
about registering with SOCAN is one registers just to 
protect their copyrights and we don’t protect your 
rights here at all, not to that degree. We are not the 
copyright protection agency, we are a performing 
rights society." 

There are many benefits to being a SOCAN mem¬ 
ber, including making some money. “The great thing 
about SOCAN in my opinion is it really is a way to 
ensure that one does get compensated for usage of 
their works. I know lots of artists in Canada that have 
sold a great deal of records and have never made a 
dime from the sales of their records but they have 
made some decent money through royalties and 
mostly through performance royalties.” 

In order to become a SOCAN member composers, 
songwriters and lyricists must have created musical 
works that fall into at least one of the following 
categories: 

• The work must be published by a person or 
company that carries on business as a music publisher: 

• The work has been recorded by a person or 
company that carries on business as a record company: 

• The work was or will be a performance that is 
licensed by SOCAN (i.e. radio, television, or live setting). 

There is no charge for a songwriter to become a 
SOCAN member and you can request a membership 
application kit by phoning SOCAN or visiting their 
Web site. SOCAN presently has over 20,000 active 
Canadian composers, songwriters, lyricists and pub¬ 
lishers with memberships. SOCAN also presents a 
variety of seminar and workshops for their members. 

SOCAN is headquartered in Toronto, ON with 
offices in Montreal, PQ, Vancouver, BC, Edmonton, 
AB and Dartmouth. NS and is represented by affiliated 
performing rights societies in most countries 
worldwide. 

"Education is a big part of what we do here and the 
more people know about us and the more people that 
know how important it can be for them in the future, 
the better. We try to encourage our members to call us 
anytime they have any questions or concerns.” 

For more information, contact: SOCAN, 41 
Valleybrook Dr., Don Mills, ON M3B 2S6 (416) 445-
8700, FAX (416) 445-7108, www.socan.ca. 



CMRRñ 
The Canadian Musical Reproduction Rights Agency Ltd. (CMRRA) is Canada's largest mechanical and synchronization licens¬ 
ing body. CMRRA acts as a licensing agency on behalf of people who own copyrights. “We tend to call people who own song 
copyrights music publishers, but in fact our clients come from quite a diverse range of categories,” explains David Basskin 
President of CMRRA. “Some are actual commercial music publishers, companies in the music publishing business, but a great 
many are songwriters who own their own songs, and as far as we re concerned if you own your song you are a publisher.” 

Reproduction right is the right to produce or reproduce a musical work by means of a recording. Mechanical right refers to 
audio reproduction like CDs, cassettes or tapes, and synchronization right refers to the use of recorded music in films, video or 
television productions. This non-profit agency represents more than 30,000 copyright owners and on their behalf issues more 
than 100,000 licenses a year to major and independent record companies, collects more than S12 million in royalties from record 
companies each year, issues synchronization licenses to film, television, radio and advertising producers, collects and distrib¬ 
utes in excess of S1 million in fees and royalties on such licenses annually, and much more. 

As a songwriter you have the option to collect your reproduction rights on your own. “So the question is if you can do it by 
yourself why would you hire CMRRA to do it. There are several answers. First of all, it’s a complicated and time intensive job. It 
can take up a great deal of your time and money chasing down royalties." CMRRA negotiates with copyright users to establish 
standard industry rates, terms and conditions and undertakes legal proceedings to protect the rights of its principals. “When 
you are with CMRRA you get your songs licensed quickly, you get your royalties collected quickly, you get questions answered 
rapidly and most of all it s inexpensive. Our commission on mechanical royalties is five per cent, this is one of the lowest in the 
world." 

Anyone can join at anytime they want, but there isn't an automatic flow of revenue there unless your songs are being used 
by record companies. "My advice to anybody who owns a copyright is sign up with us, that way when you do get recorded, 
you're simply in the position that you can say to the label, Tm represented by CMRRA. you can get a licence from them. " There 
is no charge to join CMRRA, there is no annual membership fee, and members can terminate their affiliation with CMRRA at any 
time. CMRRA derives its income exclusively from commission on revenues which it receives on behalf of its publishers. Any per¬ 
son or organization who owns, or has the right to administer reproduction rights in music in or outside of Canada can use 
CMRRA's services, including songwriters (either in their own name or in that of their publishing companies). “The services at 
CMRRA are open to everybody regardless of whether or not they have a publishing deal.” 

“You don't assign your rights to CMRRA, you retain your rights. You appoint us as your non-exclusive agent, which means 
you can still maintain a fair degree of control over the use of your songs. So our job is to help our clients collect their money on 
a timely basis inexpensively and to make sure their rights are respected." 

Check out CMRRA's Web site, which now delivers important services called “CMRRA Direct". This allows clients to look up 
how their songs are registered. Also on the site is the “Ask us a Question" section, where individuals can submit a question, 
even if not represented by CMRRA. "If people would like to know about CMRRA. we d love to hear from them." 

For more information, contact: Canadian Musical Reproduction Rights Agency Ltd., 56 Wellesley St. W., #320, Toronto, ON 
M5S 2S3 (416) 926-1966. www.cmrra.ca. 

them. W hen I have exhausted the immediate ideas in my song¬ 
book. I have about six people that are friends that I can't wait 
to write with. I find it ven energizing to hash out ideas with 
people I respect even if I don't end up writing the song with 
them. A lot of the time, when we write a new song, my friend 
Dayna Manning and I will play it for each other over the 
phone, just to get an honest or uncensored reaction. 
Edwin: I like to write collaboratively and alone 
Scott Moffatt: It 's good to start a song alone so y ou 
can get your ideas across and put them into a song. Then you 
can go to other people. 

• Now the traditional question: 
What comes first, the music 
or the words, or both at the 
same time? 
Steven Page: I sually. it's a bit of both. In a co-write 
situation, one of us will come to the other with some degree of 
a song. (sually Ed has just a bit of melody and maybe a few 
lines. He'll come with maybe a whole verse, melodicalh -
melody and chords and so on. and an idea of some ly rics, but 
not much - and he and I will sit down together and write the 
whole song. W ith my songs, usually I start with a phrase or a 
couple of phrases here and there. W hen I come to Ed. I've got 
kind of a verse and chorus and maybe even a bridge idea, and 
some idea of what 1 want to say with the ly rics. And then we ll 
sit down and kind of reshajre it all and write all the ly rics togeth¬ 
er. I think with a lot of songwriting teams, people tend to write 
music together, but ly rics tend to be a little more individual. But 

with us. we tend to write almost all our lyrics together. 
Ron Sexsmith: Each song has its own circumstances 
surrounding it. There have been songs, which started with a 
melody would just be this tune' for the longest time, before I 
came up with anything. And sometimes I've started with a 
complete lyric, but in general it's a combination of both. Or 
maybe I get a phrase. A song like "Thinking Out Loud ", it was 
just a common phrase, and I remember walking around and 
singing it all these different ways until I came up with a tune 
that I thought I wasn't stealing from any body [chuckles], A lot 
of songs come like that. 
Neil Osborne: I sually. I have bunch of scribbles 
(words) lying around that I marry with a bunch of jams lying 
around. 
Damhnait Doyle: Well, it varies what comes first, 
but they definitely come separately. It s kind of like a painting 
- the final product exists because you can see it. but there is 
no road map or how-to guide. It just happens differently each 
time. 
Edwin: Each song is different. 
Scott Moffatt: Sometimes it is good to start with an 
idea, but usually we start with a chord progression and mum¬ 
ble words to a melody. 

• Do you write on any 
specific instrument? Guitar 
or piano, for instance? 
Steven Page: ('sually we both write on guitars. W ith 
[Ed] being a better guitarist, often I will put mine down 
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I laughs I. But we just kind of sit with guitars. I have a studio set up 
in my basement that we used this lime around for demoing stuff. 
And demoing's always a weird thing, because producers and record 
companies and whatever else all want to hear demos, but in some 
ways the band doesn't. I mean, some members of the band want to 
hear it because they want to hear how they can fit into the frame¬ 
work. and other members of the band really just want melodv and 
a strummed guitar and lyrics and then let them figure out their 
pail around it. I think part of the magic of being in a band is how 
the songs metamorphose over time as each band member throws 
his ideas into it and kind of helps in the arrangement. So it's alwavs 
a tricky thing, how much do you do in a demo stage? But it's also 
so fun that you can't stop. I've got a little ProTools system, so now 
it's like 'oh, we can do 24 tracks of backup vocals!' Just 'cause it's 
fun! 
Ron Sexsmith: I tend to write mostly without an instru¬ 
ment. actually. When I was a courier, for example. I was really 
having a prolific few years there where I was writing constantly, 
just on the job. The melody is the easiest part for me. Sometimes 
it starts with a line or two. Id be walking down the street and I d 
be humming to myself, and I always carried around a book of 
ideas that I'd scribble things down in. and that's still pretty much 
the way I do it. Generally, what happens when I get a song in mv 
bead, or something that seems like it could be a song, that's when 
111 break out the guitar, or if there's a piano around I II sit down 
at the piano and figure out what chords might go with it. I'm 
starting to write a little bit more on the piano, actually. It s always 
been my favourite instrument. I'm just not very good on it. 
Damhnait Doyle: I generally write on guitar because it's 
always accessible and it s just plain sad when it's not being played. 
1 have written on piano and I love it. It's a completely different 
experience then writing on the guitar and I would do more of it if 
I had one! 
Edwin: Mostly guitar. 
Scott Moffatt: We usually write with guitar. 
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Associations 
Pacific Songwriters’ Association (PSA) (604) 876-SONG 
Songwriters' Association of Nova Scotia (SANS) (902) 454-6547 
Association of Canadian Women Composers (604) 430-8029 
Songwriters Association of Canada (905) 681-5320 
Canadian Academy of Recording Arts and Sciences (CARAS) (416) 485-3135 
Canadian Amateur Musicians (CAMMAC) (514) 932-8755 
SODRAC Inc. (514) 845-3268 
Toronto Musicians Association (416) 421-1020 

www.musesmuse.com 
www.writingsongs.com 
www.billwatson.net 
www.lexfn.com (on-line thesaurus) 
www.writeexpress.com/online.html (on-line rhyming dictionary) 
www.writerswrite.com/songwriting 
www.lyricalline.com 
www.craftofsongwriting.com 
www.songwritersresourcenetwork.com 

How has your songwriting changed 
from your first songs to now? 
Steven Page: I think over time, we've figured out how todo it. which in some 
ways is good and in some ways is bad. There's something incredibly charming and 
magical about not knowing how to write a song. 1 always knew, obviously, about vers¬ 
es and choruses and so on, and how chords related to eacli other. But when you don 't 
know what you're good at, you kind of try everything. I think in some ways we’re 
always best when we try and fail at something. Even in an arrangement of a song, you 
say 'I want it to sound like Mitch Miller.' And someone else in the band has no idea 
what a Mitch Miller record sounded like, and rather than going and getting a Mitch 
Miller record, just letting them figure out what they think it is. and getting it wrong is 
often far better than trying to do a perfect rip off of something. And it s the same thing 
with writing. When you don't know what you’re doing and you get it wrong, you can 
come up with some really interesting and exciting ideas. 
Ron Sexsmith: Lyrically, I think I've gotten a little better at ¡ust speaking my 
mind. The really early songs. I think it just comes from being a bit young. Sometimes 
little pretensions set in and you get a bit flowery or you get into all of these images and 
stuff. I think when I moved to Toronto, I started to hear people like Kyp Harness and 
Bob Snider who were so good with words that it made me want to just give up. Erom 
that. 1 decided that I have to try and take a different approach and write more direct¬ 
ly and write in a conversational mode. But I think just over time you get more confi¬ 
dent. It's still hard though. Lyrics are the part I always get snagged on. and I think 
that'll never change. 
Neil Osborne: I guess we’re not as self-conscious of what we write now. 
Damhnait Doyle: My songwriting has changed from my last record in the 
same way you changed from when you were 18 to 24 — a helluvalot in even way 
imaginable. Every way! 
Edwin: My songwriting is more focused. 
Scott Moffatt: I think we are now challenged by writing something more in¬ 
depth lyrically. We really enjoy heing personal and more experimental. E3 

Jim Kelly is a Toronto-based freelance writer. 
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Bored 

It took two kicks at the can, but treble charger 
have done what they've always threatened to do: 
created the rock album of the year. Wide An tike 

Höret/ is an 11-song maelstrom of hooks and har¬ 
monies that bounces your stereo right off the shelf. It 
also finds them working with more direction and main 
rity than before, although the usual injection of cyni¬ 
cism and lovelorn confusion is still very much in 

evidence. 
At the time of this writing, the album is doing better 

than anything they 've put their name to previously, and 
the band themselves are fresh off the Summersault tour 
that put them on a bill with heavyweights like the Foo 
Fighters and Smashing Pumpkins. Guitarist, song¬ 
writer and newlywed Bill Priddle was enjoying his hon¬ 
eymoon and was unavailable, so his counterpart, fellow 
guitarist and songwriter Greig Nori fielded questions 
over the phone from his sister's house in North Bay. A 
second interview with bassist Rosie Martin and drum¬ 
mer Trevor MacGregor was conducted over cotlee the 

next day. 
Nori's enthusiasm for the new tunes is palpable over 

the phone. "We re doing our best to bring back the 
rock." he says. "It was very deliberate on my part. I had 
been noticing for a long time that when we played live 
we tend to rock out our songs a little bit more than on 
the album. This time around. I really wanted to write 
songs with a certain rockability built into them so when 
we play them live we have a lot of fun playing them." 

"That's one thing you realize when you do tin 
album, is that you have to go out and play the stuff, and 
you have to play it a lot." he continues. "We're the type 
of band that likes to be energetic and rock out. and I 
wanted to write an album that reflected that and 
allowed us to do that. That w as a boundary that I set up 
for myself." 

Sitting on a sun-drenched patio with the city roar¬ 
ing around us at full throttle. Martin calls the change 
part of the band's evolution. "The band has moved 
away from the indie rock sound slightly and gone 
towards a radio rock sound. " he says. "That's what 
bands should do. If you look at bands that have been 
around for a long time, they often take the sound that's 
current and put it into their music. Rock and roll has 
always been a recipe with different ingredients. It goes 
back to the blues, and you can add whatever you want 
to it. That's the beauty of it. it keeps changing." 

The album was recorded at Sound City Studios in 
l.os Angeles, which might be familiar to some as the 
place where Fleetwood Mac made Rumors. "That kind 
of blew me away." says Nori "but I guess the biggest 
claim to fame was that it was the only studio Led 
Zeppelin recorded in when they were in LA. But you 
know we heard something that our producer. Matt 
I lyde, had. He had the original outtakes for the lead for 
"Communication Breakdown". He's got just the guitar, 
and I guess it's been passed around LA among produc 

ers. It wasn't recorded in LA. but he happened to have 
it. We sat and listened to it. and man. it's insane." 

"It's just the lead track, you don't hear any of the 
other music. All you can hear is Jimmy Page and this 
noisy amp. and tuen you hear the lead track from the 
song, and it s insane how sloppy it is. You could never 
get away with something like that now, but that's the 
genius of the way he played. It was really exciting to 
¡tear that." 

The band had initially wanted to record the album 
in Toronto but Ixiwed to the wishes of producer Matt 
Hy de and decided that a trip to LA would probably be as 
much fun as work, anyway. "We talked about doing the 
album here." says MacGregor. "When we originally 
hooked up with Matt Hyde, he came up here to Toronto 
to meet with us. We said we wanted to do the album 
here, it makes sense, and it will save us a lot of money. 
The American label was really against it. they wanted us 
to record in LA or New York, and we just thought this 
might be our chance to go and live somewhere else, so 
we went to LA for five or six weeks." 

"H's common to go to where the producer is from to 
record your album." adds Martin. “We did the last one 
in Boston because the producer said he'd rather be in 
his own environment and go home at night, and so did 
Matt. He's got a lot of other projects on the go and he's 
got a lot of gear. He s got all kinds of amps, and at least 
20 guitars, and that would never make the trip up here. 
He would be scrounging around, and wishing he had 
all of his gear and you don't need problems like that 
when you are recording. But LA is great, and I was 
happy to go and live there for a while.” 

Nori was comfortable with the decision to record at 
Studio City, but remains unconvinced that one studio is 
inherently better than another just because of its histo-
rv. "I've recorded down there myself with Sum 41 (the 
band he produces and manages) and I know the stu¬ 
dios down there, and I know them in Toronto, and I'll 
tell you, there's no difference. I'm not sold on that at all 
- not for a second. Recording is done in LA because 
most producers live there, and because it's one of the 
centres for music. That's why so many bands are going 
to record there. But it was fun. we had a good time." 

The album was recorded in two parts, beginning 
with sessions in the spring of 1999 which were 
mostly scrapped, and returning later that year, in 
the fall, to complete what they had started. "We 
were shuffling the songs, that's why it was done in 
two parts." explains Nori. "We canned a lot of the 
songs in the first half when we came up with a more 
concrete direction. We asked if we could go in later 
and do the other half, so we could have a chance to 
write more songs that would fit what we wanted to 
do. and everyone was cool with that. It was also that 
the record company wasn't hearing a lot of songs 
that they liked either, so when they heard we canned 
half of them they were very happy " 
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reble Charger 
All members agree that producer Hyde became 

the fifth member of the band during the recording, 
and both Nori and Priddle found themselves defer¬ 
ring to his songwriting and arrangement skills on 
more than one occasion. “It was love at first sight, a 
match made in heaven and all that fun stuff," 
laughs Nori. “It was like Matt just totally understood 
our band. He knew everything we needed to do and 
what we needed to accomplish. When we first met, we 
were kind of floating around a bit, unsure of what we 
wanted to do. As soon as Matt came into the scene he 
identified all the strong stuff and really helped move 
it in a direction. He was unbelievably hands-on, a 
great contributor." 

“We had to pass everything by him, he was like the 
sounding board,” continues Nori. “He would say things 
like ‘I don't think that chorus is cutting if, and we'd 
believe him. Before, we'd say 'Here’s the music, can you 
go and produce it for us', and we weren't as open to 
change as we were on this one. For some reason, Matt 
just had this collaboration with us where we just had 
this blind trust and faith in him. It didn't come from 
nowhere, because when you'd see the kind of stuff he'd 

unusual for any other recording, claims Nori. “One 
thing I noticed was that the drums were recorded 
extremely well,” he says. "We brought in this guy 
named Joe Barisi (Kyuss, Rage Against The Machine). 
He's known for his bottom end. he's all about bottom 
end. He was very scientific about the way he engineered 
the drums. He was out there with measuring tapes on 
the mat. making sure that every mic was equidistant 
from the snare for the room mies. 1 was very impressed 
with that. He was forever taking pictures of the entire 
thing." 

“Matt has a few good toys,” he adds. "He's got this 
Helios EQ that came from the Rolling Stones' Mobile 
Studio. Someone got a hold of it and stripped out all the 
EQs and the board and sold them off individually just 
because there were so many big albums recorded on 
them, the biggest being Sticky Fingers. That's some¬ 
thing that we used, I think for vocals. I think 1 did most 
of my vocals through that." 

Although the band made more of a conscious 
attempt to capture their live sound. Martin admits that 
it is harder to do than one might imagine. "People 
always say that we don't sound like our records (when 

one in him somewhere down the line. It's like tennis, 
you have to rally a bit before you get into it.” 

The first single, “American Psycho”, has taken off 
like a rocket, and is indicative of the album as a whole. 
“I know it was written when we were down there doing 
pre-production,” says MacGregor. "The record compa¬ 
ny wanted to hear a hit, and they weren't going to let us 
proceed until they heard it, so Greig went away and 
came back with 'American Psycho'." 

"I think ‘American Psycho’ stands out," says Nori. 
"One day I was driving my car and listening to the 
radio, and that song came on, and it was noticeably 
better in quality than a lot of the other songs. It just 
sounds great on the radio. I called up Matt and told him 
what a great job he did, but unfortunately down there, 
he’s not hearing it on the radio. I don't know what he 
did, but it's jumping out of the radio.” 

Several songs on the album are a direct result of die 
band's tight collaboration with Hyde, and Nori found 
that his approach, as well as that of Priddle, was altered 
by their interaction with the producer. "Generally, we 
sing what we write, but on this album, because of Matt 
really, it ended up being a really great collaboration 
with great contributions by Bill toward my songs, and 
Matt, even, and I think it's for the better," explains Nori. 
"This is the most collaborative album we've done since 
the first one. I'm generally open to contributions any¬ 
way, but I think Bill opened up a lot more." 

"It was Matt Hyde mostly," explains Martin about 
the opening of the band's collective songwriting 
mind. "He had a huge part in the arrangements, but 
I think more than that. Bill and Greig collaborated 
more. Some songs are distinctly from one or the 
other, but there are some that came from the ashes 
where both of them contributed. It would be hard to 
say who's had more input, regardless of who is 
singing. That turned out well for us. and a good 
example of that is ’Brand New Low ." 
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come up with and what he's suggesting, you’d realize 
he’s right on the money." 

So the album was more of a learning experience 
than in the past? "I learned how to play Arkanoid,” says 
Martin. “Matt is the master." 

“We learned a bunch of new swear words,” adds 
MacGregor. "But I also learned a bunch of cool 
arrangement ideas. Breakdowns, he loved the break¬ 
downs. When to play the drums, when not to play, stuff 
like that." 

The tracks were mostly recorded to 2” tape with a 
48-track board and a slave reel, with a little ProTools 
to sweeten up the vocals, nothing that would be 

they hear us play live). When we play live, we're just try¬ 
ing to get that raw energy across, which we attempted to 
do here, but of course, you're going to use the studio for 
what it is. It would be ridiculous not to, but still, we 
tried to keep that live feel on this one.” 

“We’d do a ghost track, or a scratch track, but then 
I like to work on my parts by myself," says MacGregor. 
“There were a couple of songs 1 just memorized and 
played along with the click, I found that a lot easier. We 
didn’t do anything live off the floor." 

“But you know, you try," says Martin. “You go in 
there with that intention on every song. We get it down, 
but usually, especially with the drums, he’s got a better 

“My favorite is track 5, ‘Funny'," he continues. 
“Matt had a little bit to do with the verse. He had the 
chords and said someone should make a song out of 
this, and Greig took it and ran. I like the way it turned 
out, and I like that I was given carte blanche on the 
bass. Plus, it’s a good love song from Greig, and I 
haven’t heard that in a while." 

The mixing process was approached in much the 
same way as the band recorded the initial tracks. The 
first two attempts proved abortive, and veteran mixer 
Tom Lord Alge was brought in to finish the job. “There 
are a couple of tracks I wish we could have gotten 
mixed with Tom Lord Alge,” says Nori. “He only did a 
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few. and I wish most of them had been with him. We tried one guy out in 
Vancouver, who I don't think really nailed it. and another guy down in LA. and 
that didn't work either. Finally we just threw our hands in the air and said We 
gotta go get l.ord Alge', because 'The Lord' works in mysterious ways, and of course 
it sounded great, lie charges a lot but earns his money. He did our hist album 
(Maybe Ils' Me), and that's when I was really sold on him." 

Nori also discovered the guitar he was looking for all along, courtesy of Hyde's 
large collection. "I used a guitar that Matt had. an '87 Gibson Standard, tobacco 
sunburst. It was lightweight, almost the exact guitar I've always wanted, and it's 
apparently the only year Slash uses. I wondered what it was about these guitars 
that makes them so good, because Les Pauls have good years and bad years. I 
found out that 1987 is a noted year because up until that point, they had started 
mass producing guitars at Gibson in order to compete with the Japanese. Then in 
'87, a private investor bought the company, and his sole goal was to win back the 
Gibson name, and that change was reflected in the quality So Matt is the one that 
turned me on to this guitar, and I've since gone and got one myself, which he says 
is better than his." 

Nori also says that he and Priddle have shifted from being Fender players to 
being Gibson players. Priddle preferring an SG. and that, contrary to Priddle's 
habits, he's ditched most of his ¡redáis. Bill's a pedal freak." he says. "Most oi it 
is distortion, with a tremolo and one of those graphic EQs. I Ie's also got an Electric 
Mistress, which is the sound you hear on 'American Psycho'." 

The harder sounds of the new album find Martin taking a similarly minimal¬ 
ist approach to playing. "Live, I use a 74 Fender Jazz through an Ampeg S\T. " he 
savs. "Its a "Os head and a "(Is cab. with eight 10-inch speakers. It s a setup that 
ever bass player should aspire to have and then go no further, because that's all 
you need. I don't really use pedals anymore, but I keep a Rat or a Metal Zone for 
some of the sounds from previous records." 

While the rest of the band is taking it easy for a few weeks until they resume a 
heavy fall touring schedule in preparation for an American release of the album 
in December. Nori finds himself working the cell phone and laptop, even as he 
heads down to the beach. lie's taken on the additional task of not only producing 
a band. Sunni, but managing them as well. 

"It's been great to write with them and produce, and I continue to do it 
because it has really opened up a whole new world for me. " says Nori. "Other A 
than our own career, it's the best thing that has happened to me. It's an unbe-
lievable amount of work. I've had all kinds of heavy-duty work before, but 
nothing compares to the amount of work that has to go into this. There's 
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They’re sick to death of hearing about it. Yes, they’re girls. Yes, they’re still in high school. Yes, they play in a thrash ’n’ burn 
metal Iband. You got the facts straight, Columbo, now can we get on with talking about music? But somehow when it comes 
to London, Ontario’s Kittie, us media hounds can’t seem to let it alone, always harping on the age and gender thing. But I 

suppose that comes with being in the spotlight, and since they released their debut CD, Spit, last winter, the feline-monikered 
quartet has been attracting lots of attention, especially south of the border. By the end of this summer their album had gone gold 
in the States, having sold over 500,000 copies there. Although the disc has not been snapped up as quickly here in Canada, the 
band hasn’t been touring here as extensively either, a situation they began to remedy with their first ever cross-Canada headlin¬ 
ing tour in September. They spent this summer fine-tuning their chops and upgrading their road diploma on the premiere heavy 
metal tour: Ozzfest, the massively successful travelling metal circus headed by the king of metal himself, Ozzy Osbourne. 

When you hear the near-psychotic, eye-bulging, demonically-possessed growl on songs like “Suck” and “Brackish", it’s a lit¬ 
tle odd to reconcile that heavy sound, the corrosive guitar riffage and the pounding drums with the fact that these are four high 
school girls. But as much as they naturally hate to keep hearing about it, it’s simply an unavoidable fact that these are the things 
that set them apart from their peers. Let’s face it, with few exceptions, heavy metal (and all its sundry variants) remains largely 
a male-dominated genre. When we caught up with Kittie guitarist Fallon Bowman last July during a day off between Ozzfest dates, 
I asked her whether they had been finding it difficult gaining acceptance and being taken seriously in the boys’ club that is the 
metal scene. 

“It wasn’t a very prominent problem at first,” Bowman clarifies. “It wasn’t really an obstacle for us, or anything like that, but it 
was there to a certain degree. But I think it’s dissipated. It’s not an issue anymore.” 

Still, one can’t help but wonder how four teenaged girls would fare on a tour populated by largely older, umlaut-laden men in 
leather. But according to Bowman, the other bands on the tour have been very good to them. Pantera, a band the girls much 
admire, and whose set they made a point of never missing, even invited them onstage toward the end of the tour. But they were 
enjoying themselves immensely even during the earlier stages. 

“It’s been going great. It’s a very laid-back tour,” says Bowman. “We play one day, and then we have a day off, and we get to 
see the city. It’s very cool. The crowds have been amazing.” 

Bowman and drummer Mercedes Lander met in gym class and formed the band soon after with Mercedes’ sister Morgan han¬ 
dling the frontwoman chores on lead vocals and guitar. Joined by bass player Talena Atfield, they began by banging out a reper¬ 
toire of Silverchair and Nirvana songs, eventually progressing to the point where they started writing their own songs. Although 
they generally fit the description of a metal band, a closer inspection of their music and their style reveals dashes of glam, a few 
techno flashes, sprinkles of glitter and some of the broodiness of goth. Something along the lines of “glam-goth, metal-glitter,” 
as Morgan has called the band. Whatever you call it, it was enough to get them signed to New York-based Ng/Artemis Records. 
Since then, their album has been hotter than Hell on a Saturday night. 

“We didn’t expect it,” Bowman says of the album’s success. “The songs were written when we were so young and just play¬ 
ing around in the basement. We didn’t really expect anybody to really take note of it and really enjoy the music, and so it was 
completely overwhelming when people were responding to it, and it’s been doing so well. It’s all been positive. It’s awesome." 

So it seems Kittie has been accepted by the hordes, taken for what they are: a group of young metallers that launches an 
intense, thunderous sonic attack, with songs that don’t pull any punches, musically or lyrically. With song titles like “Suck", 
“Do You Think I’m A Whore" and “Get Off (You Can Eat A Dick)”, it’s understandable that some people might peg these girls 
as some sort of foul-mouthed, slatternly metal chicks; Courtney Love’s little sisters. And perhaps that’s part of the package. 
But the band has said that people aren’t looking closely enough at what they’re saying in their songs, and that many people 
aren’t able to get past the band’s image. Do the girls still feel they’re being misunderstood? 

“Not really,” says Bowman. “I think that question has been so common in a lot of our interviews, and we’ve just kind of 
turned it around, to give an explanation of why we did that, or the meaning behind it. I think people are really starting to get 
it, and people aren’t being as skeptical anymore, which is good. People are noticing it more for the music, and not for the 
image, which is very reassuring for us.” 

Okay, so let’s get down to the music. Spit was recorded at E.M.A.C. Recording Studios in London, a small downtown 
studio where the band had also put down some of their first demos, so they felt quite comfortable in the familiar sur-

( roundings. This was their first time experiencing the complete process of recording an actual album, and it turned out to 
be a good experience for the band. Especially when they managed to secure the services of an A-list record producer. It 
happens that the owner of the studio had gone to school with GGGarth Richardson (Rage Against The Machine, L7, Red 
Hot Chili Peppers, Ozzy Osbourne), and had passed along a bunch of the band’s songs to the star producer. Richardson 
was impressed and offered to produce them. 

“We were very, very, very pleased to have someone of his stature," beams Bowman, “because we weren’t even 
signed at that point, so it was really cool. GGGarth was phenomenal. He just made us feel even more confident in what 
we were doing." 



Richardson’s approach was to put the girls 
in the driver's seat; to let them tell him what 
they wanted. When they met to discuss the 
project, they told him that they wanted a sound 
that wasn’t too over-produced and slick -
something that sounded live and raw, yet still 
possessed the quality of a professional, stu¬ 
dio-produced recording. “And he caught it per¬ 
fectly," Bowman enthuses. “It was great. We 
were so pleased when we heard the finished 
product. We definitely came out better musi¬ 
cians, because just something about the 
orderly [aspect of] the whole recording 
process, we had more confidence in terms of 
being musicians and not being afraid to just 
give it our all." 

The band members are self-taught for the 
most part. When Bowman formed the band 
with Mercedes in 1996, she had just started 
playing guitar. As the band progressed she 
taught herself and picked up various things 
from others, as many players do in the fine tra¬ 
dition of D.I.Y. Singer Morgan Lander had been 
picking up the guitar on and off since she was 
about eight years old. Sister Mercedes had 
taken drumming lessons for about six months, 
but was wary of learning somebody else’s 
style, so she quit and went back to square one 
to teach herself and let her style develop on its 
own. "And then there’s Talena who had just 
picked up the bass when she joined our band.” 
Bowman laughs. “But she had been playing 
guitar previously for about four years, so she 
had some experience that way. " 

For instruments and gear, the girls tend to 
keep it simple, and that was even more the 
case when they were recording the album. 

“We used one of our guitars, because at 
that point we didn't have any really great gui¬ 
tars that sounded good. There was one custom 
guitar that was a homemade guitar that 
[GGGarth] used. It was really great, really 
chunky sounding, so we thought "let's use this 
one!' He had so many guitar amps, though. He 
just had a whole bunch of heads that he would 
hook up together to get different sounds. And 
he would just hook them up and say "do you 
like this?’ and "do you like this?’ We did that 
basically for almost a day, just going through 
different sounds until we got the right one.” 

Their approach to achieving their sound is 
equally uncomplicated. “We just basically use 
the straightforward clean and dirty. We don't 
have anything like flange or anything like that. 
I have one pedal, which is an Ibanez Classic 
Phase. It’s a big, silver pedal, and it’s one of 
the most versatile pedals I’ve ever used. It can 
sound like anything, really, so that's basically 
the only one I’ll buy, ever." 

It’s not hard to tell that these girls aren't the 
biggest gear-heads around. But that’s cool, 
because, after all, it’s not like they're looking to 
sculpt intricate and subtle soundscapes here. 
They're a brain-mulching, eardrum shredding 
metal band. What more do you need to know 
past how to find the “11” on the volume knob, 
except maybe how to find the “11” inside your¬ 
self. And that’s where Kittie marks its territory, 
especially when it comes to the impetus for 
writing their lyrics. 

“I think there’s usually a personal connec¬ 
tion to your lyrics, obviously, and there’s more 
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emotional drive behind it," Bowman says. “I 
know Morgan finds it hard to sing someone 
else's lyrics because of the feeling behind 
it.” 

Usually the person who will be singing the 
song will be the one to provide the lyrics, as 
Bowman did for the one song on which she 
contributes lead vocals. “I think that song’s 
more like a diary entry almost. I was just writ¬ 
ing feelings that were important in my life 
really.” 

Coming up with musical ideas is a collec¬ 
tive effort, with each member contributing 
input with regard to their respective instru¬ 
ments, working out the arrangements togeth¬ 
er. But they don’t write in accordance with 
any pre-arranged timetable or structure. 
Imposing those kinds of disciplines or rou¬ 
tines just doesn't seem to work for them. 
Instead, they find that the music will often 
reveal itself when they least expect it. some¬ 
times during sound check jams. ‘ Songs will 
come out of nowhere, and all of us will just 
click and we ll know exactly what goes 
where, and what will sound good. We were 
just playing around, and all of a sudden we 
started playing this song. The majority of the 
songs on Spit came out of nowhere. It's just 
really strange how it all comes together." 

Quite a few of the songs on Spit had been 
with the band for some time. Going back as 
far as 1996. Bowman and the Lander sisters 
had written as a three-piece, and by then they 
had worked up as many as six of the album’s 
12 tracks. So they had become pretty familiar 
with a lot of their material before venturing 
into the studio. 

“Oh yeah,” Bowman laughs. "For up to a 
year or so we’ve been playing those songs. 
Like, in little clubs, not in anything huge. 
[Just] for our friends or whatever.” 

Apparently the songs haven’t changed 
much since then. When it came time to com¬ 
mit them to tape, the band decided to stick 
with the tried and true arrangements. 

“I have demo tapes from 1996, with 
Mercedes and Morgan and I,” says Bowman. 
“‘Brackish’ has been the same thing since 
1996. It’s so crazy to sit down now and listen 
to it, cause we added drum and bass loops, 
and we had a rave DJ come in and take his 
turntables and spin along with the guitars. 
That’s the only thing that’s different. The 
song structure and everything else is basi¬ 
cally the same. Some of the other songs have 
not changed at all.” 

As for influences, they tend to stray from 
what one might assume. Morgan's tastes 
swing from R&B to black metal, to the rela¬ 
tively lighter fare of bands like Placebo and 
Far and even Gary Numan. If you scanned 
through Bowman’s CD collection, you’d find 
Madonna and Depeche Mode alongside her 
favourite black metal and nu metal bands. 

“I think the diversity of all of our influ¬ 
ences definitely enlightens some of the 
music, because we all have very, very differ¬ 
ent influences. So really, when it comes to 
influences, we just say music in general, 
because music is such a universal thing. You 
can listen to anything and get something out 
of it.” 
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But while their musical education appears 
to be well in hand, the September tour meant 
that school had to be put on the back burner. 
So when the rest of their friends were picking 
out new school clothes and finding their 
lockers, the girls of Kittie were scrambling to 
get their stage outfits dry-cleaned, or locked 
into that long drive between Edmonton and 
Winnipeg. 

"We did our first tour with Slipknot, and 
we tried to do the whole school and touring 
thing, " recalls Bowman, “but it was taking its 
toll, and we just decided to take a little time 
off and focus on this right now. and so we go 
back next year. It'll be kind of weird going 
back to school after having been away for so 
long." 

After the conclusion of the Canadian tour, 
Kittie had planned to either test the waters in 

markets that they haven’t hit yet - possibly 
Australia and Japan - or maybe return to 
Europe, where they've toured twice already, 
playing some of the big festivals. ‘They're 
way more open-minded,” say Bowman of the 
European crowds. “Just the fact that there’s 
music playing in the background, they’ll 
mosh to it, or they'll clap or jump or whatev¬ 
er. They’re so enthusiastic over there, it’s 
great.” 

But at the time of this writing, it looked like 
those plans had not come to fruition. Instead, 
a tour with Pantera is in the works for 
November. And that’s probably just fine with 
the girls of Kittie. It's back to Rock ‘n’ Roll 
high school for another semester. ED 

Jim Kelly is a Toronto-based 
freelance writer. 
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DRUMMING 
The World Renowned Language 

by Jeff Salem 

Having been to over 200 countries in the world, 
there seems to be one common attraction that 
we all tend to appreciate. Music, whether you 

are 5 or 55 years old. offers a sense of peace for every¬ 
one. Drums and percussion provide a solid foundation 
in the majority of musical works. Multicultural music 
demonstrates the reputable demand with the necessity 
of percussion to represent a multitude of ethnic vibes. 
A variety of percussion tools may be applied in world 
music, such as the bass and snare drum in a German 
polka, the use of bongos and claves in Cuban music, 
and the rhythm of a Tonbak drum dominating the 
moves of a belly dancer. Drums play a seductive role, 
influencing people to sway to the beat! I believe every¬ 
body has at some point wanted to sit behind a drum¬ 
set or grab any type of hand drums and let loose. It is 
something about the appearance of the physical 
exertion associated with playing the drums, which 
entice people to play 

Previously having worked on a cruise ship as a 
Musical Director. I was granted the opportunity to visit Casablanca. Morocco. I appreciated the unlimited wisdom of the elderly people between 
die ages of 60-80 for whom I was accompanied throughout the majority of the voyage. Guess what the most common souvenir purchased in 
Morocco was? Some of you might think an expensive rug. W rong! The majority of people purchased a hand drum call the D embe. which is a 
West African drum. W hy? People respected the instrumental vibe of the Djembe with its flavour of African culture and therapeutic resonance 
Hand drumming is not only soothing to the ear. but is used as a form of communication amongst people. Participating in a drum circle 
requires anywhere from two to the desired amount of individuals. During the cruise. I participating in leading a large drum circle involving 
many people. It was AMAZING! In today's modern world, there seems to be an outbreak of percussion workshops than any other instrument! 
Many drum conventions involve a three- to four-day event incorporating a variety of workshops, seminais and clinics with spectaculai per-
fonnances from leading drummers whom are either educators, recording artists or touring performers. Keep in mind that these percussion 

conventions make a great designation for networking! Drummers enjoy sharing ideas, stories and even tricks amongst one another. 
In providing drummers with beneficial perks regarding the pursuit of drumming as a profession. Canadian Musician has taken 

some of the world s leading drummers and asked them to share their personal thoughts and tips on their favourite instrument. 
Percussionists CM interviewed this year: Vince Ditrich, percussionist from Spirit of the West: Rod Morgenstein, active performer, 

educator and clinician who has toured with several bands including The Dixie Dregs. Steve Morse Band, and W inger: Bob Moffatt. 
drummer for The Moffatts; Wilson Laurencin, drummer for Open Mike with Mike Bullards house band as well as session drum¬ 
mer; Christian Simpson, current drummer for Edwin, and formerly behind the kit for Glueleg: Ian Browne, drummer for 
Matthew Good Band; Joe Bergamini. independent drumming artist, educator, and clinician who has perfonned with local and 
international artists; Mark Kelso, drummer for Holly Cole. Amy Sky; Amanda Marshall, Joe Sealy, among others and is also a 
session drummer throughout Canada: and last, but certainly not least, is Chuds Silverman, educator and clinician who has 
written several books and instructional videos on Latin Rhythms. 
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• How often are you practicing these days and what are some of the things you are 
working on? 
Jeff Salem: Practice. Practice. Practice! As an instructor, a common question students ask me. is do I still pracicerThe 
answer is W.S. I use the example of professional hockey play ers, of how they skate daily and go practicing their regular rou¬ 
tine. Just like drummers, there is so much information provided through books, instructional videos, along with many other 
sources to refer to. Remember you never stop learning. 
Vince Ditrich: Not that often, actually. I'm too busy writing, producing and being a Dad. .After .30 years of drumming, my 
personal take on practice is to do it when you feel instinctively that you're getting rusty. That may mean every day. once a week, 

or even once a month. More important than the phy sical act of drumming is the mental focus. If y ou're in "the muse '. wth a 
soundtrack play ing in your head 24/7 you're in effect practicing. 
The musculature needs to be limber and responsive, too. But if I gig three to five day s a week I really don't need to practice on 

the days off. If I have a long stretch of time-off I'll do some rudiments on the practice pad. Nearly all of my home practice takes the 
form of rudiments and sticking exercises. 

Jeff Salem 
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Rod Morgenstein: I'nfortunately I don't get to practice on a 
drumset on a regular basis like in the past due to all of the traveling 
and touring that 1 do. But 1 still believe that daily consistent practice 
as opposed to one marathon practice day a week is the most benefi¬ 
cial way to improve and stay on top of things. W hen I'm on the road 
I warm-up on any surface that is available: chairs, beds, pillows, 
drum pad, etc. 
Bob Moffatt: I carry sticks around with me everywhere and play 
along to CDs. This year we haven't really had much time to rehearse 
together as a band, but we usually extend our soundchecks to work 
on new parts. 
Wilson Laurencin: I don't practice, part of the reason is because 
I play a lot and the other is I don't have the patience and/or disci¬ 
pline, but maybe one day I will. 
Mark Kelso: Well, normally I like to practice whenever I get some 
free time to do so. I remember once being told in school to do all my 
practicing now because there won't be enough time once I start play¬ 
ing professionally. For the most pail I’ve found that to be very true. 
That said though, I always like to work on my time feel and my 
groove. Sometimes depending on the musical situation. I'll work on 
some soloing ideas if it's required for say, Michel Cusson's band 
where the music is very challenging. 
Joe Bergamini: I am not practicing as much as I would like to 
... teaching, recording, and business seem to be closing in all around 
me! But I am squeezing in a couple of hours a week. The main thing 
I am working on now is Afro Cuban drumming with left-foot clave. 
It's finally starting to come along. The Afro-Cuban Rhythms For 
Drumset book is my main source, but I am also working on soloing 
over the clave. 1 also have been practicing Rick Gratton's Rickss' 
Licks for quite some time. What a great book. I still work out of The 
Art Of Bop Drumming as well. Finally, I have been checking out 
some Drum & Bass grooves, which sound killer on my 10" Snare, and 
working on broken rhythmic patterns for the feet (on double bass). 
Chuck Silverman: I'm so involved with other projects which 
include writing and co-writing books and other educational produc¬ 
tions. promoting and organizing drum and percussion study groups 
to Cuba, Brasil, and Uruguay, teaching both at Musicians Institute 
in Hollywood, California and in my home studio, travel, and work 
around LA, that practice time has taken a serious “back seat”. When 
I have time. I'm working on double bass drum technique, and 
applying African influenced rhythms to the drums set. 
Ian Browne: Id like to say that 1 spend hours in the woodshed 
developing my impressive technical skills, but the truth is that I'm 
basically lazy and could probably count on one hand how many 
hours I’ve spent practicing alone. Everything I know about playing 
the drums in a band, I learned from playing with real live musi¬ 
cians. Recently I've been obsessed with the idea of the "flow” of a 
song, and how to achieve a good steady pulse that is unshakeable 
throughout a live performance. I've been concentrating on physio¬ 
logical things like breathing and heart rate to make sure my sense 
of time is accurate. 
Christian Simpson: When I am home I try to play a couple of 
hours every day, sometimes more sometimes less. When I am on the 
road, surprisingly I have more practice time. I bring along a practice 
pad kit that is so compact that I can even set it up on the bus. This 
enables me to wile away those long drives in a productive manner. 

I am currently working through a book called Progressive 
Independence by Ron Spagnardi. I am tying to get my jazz chops 
together and improve on all round independence. 

• What are your thoughts on match grip versus 
traditional grip? 
Jeff Salem: Personal preference is the ultimate way in choosing a 
stick grip. Remember there is no right from wrong. You might find 
that you might change your grip several times throughout learning 
drums, this will depend on what your instructor taught you. I start¬ 
ed off playing the traditional grip but then switched to the match 
grip, which became a personal favourite. Remember, it's what feels 
best for you. 
Vince Ditrich: I started with trad grip when dinosaurs roamed the 

g Earth, and spent the first 12-14 years purely trad. I found a need to 
move to matched when I started playing with those damn loud rock 

K bands. You have twice the number of muscles working for you with 

matched grip. I still do all brush work with trad, play swing w/ trad, 
and do a lot of lower volume stuff trad. I often switch from trad to 
matched several times in a song, especially if the dynamic changes 
require. Trad began as a method of playing marching snare, which 
was slung over the shoulder on a strap. It was worn to the left, on the 
hip, so that the legs were not encumbered and the drummer could 
stay in step with the rest of the troops. It also allowed the drum to be 
played on horseback. 

Matched grip was considered extremely gauche to those of 
conventional wisdom; it didn't achieve general acceptance until 
guys like Buddy Rich and Louis Bellson started experimenting with 
it. (Rich may well have had it in his arsenal of pyrotechnics his 
whole career, as he seems to have had masten- of practically every¬ 
thing intuitively.) Savvy defenders of the “new” grip oft-times point¬ 
ed out tympanists as their example. 
Rod Morgenstein: Choose the grip that works best for you. When 
I first started playing there w-as a negative connotation affiliated with 
matched grip as only “rock” drummers used it. However, after years 
of feeling that my right hand (I’m a left-handed drummer) played 
a very poor and inconsistent buzz roll, I tried match grip and found 
that it worked better for me. Traditional grip came about as a result 
of marching band snare drummers finding a way to comfortably 
play the drum as it tilted to the left. I guess somehow this “tradi¬ 
tional grip" then carried over to the drumset although there is no 
real need for it. 
Bob Moffatt: I use match grip because I like to hit the drums as 
hard as I can and by using the match grip, it allows me to take the 
biggest possible down stroke. Although I started off using traditional 
grip, I was told very early to switch if I wanted to play hard. 
Wilson Laurencin: I think the decision to use trad or match is 
personal, a comfort issue. 
Mark Kelso: I say whichever one you prefer, you should use. Its 
up to the individual to choose. Just make sure it feels comfortable... 
and even though I play traditional 95 per cent of the time, I play it 
because I like it and it works for me. not because I think it's better. 
Joe Bergamini: Both grips are great. I use traditional for jazz 
because it seems to make me think and play differently. I also use 
traditional grip for rudimental playing. But when gigging/recording 
with 4Front, Power Windows, etc. it seems to always be matched grip. 
It's really a personal choice. 
Chuck Silverman: I've used matched grip for many years and 
find it applicable to the musical styles in which I’m interested. Of 
course, timbales use mach grip and I play a lot of timbales. A funny 
and true story... when I was in Recife, capital of Pernambuc State in 
northern Brasil, the drummers there, who play the “marcante" 
drums for the rhythm of Maracaf, play a grip they call “traditional”. 
I talked with several of the drummers and they say that this grip was 
a direct relation of the grip the Portugese conquistadores used when 
they colonized the area. 
Ian Browne: I've seen some great drummers who played with tra¬ 
ditional grip, but very few of them were playing in rock bands. I 
think traditional grip definitely has a different feel to it. especially 
when you're playing ghost notes. I've seen guys who get a pretty con¬ 
vincing rimshot out of a traditional grip... for the most part though, 
I think your matched hand is always a bit stronger... and as a result, 
fills on the snare can sometimes sound a bit lop-sided. 1 didn't grow 
up playing in a marching band, so I guess I have to play matched 
like almost everyone else. 
Christian Simpson: I have always played match grip, so I can't 
really comment on which is more advantageous. 

• Do see any advantages from one grip to another? 
Jeff Salem: Many people have mentioned certain advantages with 
one grip verses another. It is commonly noted while playing Jazz, 
traditional grip is preferred. When playing rock, match grip is usu¬ 
ally the grip of choice. I inform my students to experiment with both 
grips to allow them to decide which style suits them best. It’s always 
a personal choice! 
Rod Morgenstein: One very small advantage of the traditional 
grip is that it is easier to go to a cross-stick than from a matched 
grip. Also. I think for drummers who have played traditional in the 
past (like myself), it just feels awkward playing jazz with matched 
grip. But even though it doesn't feel right, I still play jazz with a 
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matched grip. Again I would say, experiment with both grips and see which one ulti¬ 
mately feels and works the best for you. 
Wilson Laurencin: There are no advantages, but I will say that when playing a 
style of music that requires a lot of ghost notes, eg. jazz, it is easier to keep the notes 
soft when playing traditional grip because your hand is under the stick as opposed to 
on top of the stick, you can let the stick fall as opposed to throwing it down with the 
weight of your hand. 
Mark Kelso: I guess there are certain advantages and disadvantages to both grips. 
It depends on how determined you are to make each grip work for you. Traditional 
sure takes a lot more work on the weaker hand though. This might sound funny but 
I do love the way traditional grip looks. I always loved watching many of the classic 

power. He is a close friend, too, which only makes his playing that much more mov¬ 
ing to me. as if I understand a subtext which is not widely known. 
Rod Morgenstein: When I first saw the Beatles on the Ed Sullivan Show I knew 
then and there that 1 had to play drums and Ringo Starr was the inspiration. My other 
earliest infuences are Mitch Mitchel - the world's first fusion drummer, Clive Bunker. 
John Bonham. Billy Cobham and Tony Williams. Each of these drummers influenced 
me with their very unique, individual styles of drumming. 
Bob Moffatt: My earlier influences include Dave Grohl and Lars Ulrich. No up-and-
coming drummers have really inspired me today the way that Dave and Lars do. 
Wilson Laurencin: My early influences were, Billy Cobham, James Bradley JR. 
Steve Gadd. and for the last several years the one and only Vinnie Colaiuta. As for up 

jazz players w'ho always looked very cool with traditional grip. Remember this was pre- and coming drummers I find something in all the drummers out there that I like 
instructional video so you only got to see it once! 
Chuck Silverman: It seems that when I play brushes, traditional grip works well. 
Also, brushes seem to lend themselves well to comping in a jazz format. 

regardless of the style of music they are playing. 
Mark Kelso: My biggest influence has always been my Father. Sam. who played 
drums for many years. My other early influences were Buddy Rich. Graham Lear. Jake 

• Who were some of your early 
influences and who are some of the 
up-and-coming drummers that 
inspire you today? 
Jeff Salem: We have all experienced watching or 
listening to a certain drummer perform which has 
total captivated everyone, while asking yourself, “I 
want to play like that person." The next time you 
play on your drums, for some reason you seem to 
play better. Why? Well one thing is that certain 
drummer motivated you and has left an impression 
that makes you want to work hard and achieve a 
certain level of satisfaction. You will find through 
your musical studies, that you will be inspired from 
many musicians. When people ask me who is my 
favourite drummer? Honestly, I can't give just one 
answer to that question. Have an open mind and 
take as much information in as you can. 
Remember, you can have 100 favourite drummers -
there is no limit. 
Vince Ditrich: As a kid I loved Barrett Deems. 
Gene Krupa, Buddy Rich. I also liked players like Irv 
Kottler, but only knew' him as “the guy who plat’s for 
Frank Sinatra”. I was in awe of anyone good enough 
to cut the Spike Jones gig as musical comedy at that 
level requires unbelievable control, mastery and tim¬ 
ing. I was always impressed with guys who could 
swing, who played expressively with a melodic men¬ 
tality. Ron 'Hitt, drummer for Elvis in the “Vegas 

Hanna, David Garibaldi, Peter Erskine, Casey Scheurell, Mark Craney. Bernard Purdie 
and then Steve Gadd and Steve Ferrone changed my life. 
Nowadays, Brice Wassy from Cameroon absolutely slays 
me. There's also Paco Sery, Moktar Samba, Ricky Fataar, 
Carlinhos Brown, Dapnis Prieto and Manu Katche'. 
Joe Bergamini: My first big influence was Neil Peart 
and he continues to inspire me today. My other biggest 
influences have been Dorn Famularo (who was my teacher 
for 6 years), Simon Phillips, Steve Gadd. Jeff Porcaro. Terry 
Bozzio, Manu Katche, and Ian Moseley (from Marillion). 
Drummers that I got into later on but that are also very 
inspiring to me are Vinnie Colaiuta, Buddy Rich. David 
Garibaldi, Steve Smith, Chester Thompson, Phil Collins, 
and Stew'art Copeland. When 1 discovered Frank Zappa that 
was also a major landmark in my development! There are 
so many great drummers that the list keeps growing! There 
are many amazing players today that have raised the bar 
as far as the technical end is concerned, and that's inspir¬ 
ing and frightening at the same time!! Some of the players 
I have seen in the last couple years that are really pushing 
the envelope are Jojo Mayer, Akira Jimbo, Marco 
Minneman, Sam Allano, and David Jones. I have the priv¬ 
ilege of knowing those last two gentlemen, and they are 

■g wonderful people and astounding musicians. 1 should also 
E mention John Riley, who I study with off and on in New 
E York, as a wonderful influence as well. I rarely listen to 
b music for technical musicianship alone, and 1 enjoy play-
§ ing simple as well as complicated music. I think its impor-
~' tant to be open to all the stydes and to listen to everything. 

I'm also very interested in arrangement and production. 
Period”, impressed me greatly. He w’as the first drummer I ever saw with a double kick 
or a chínese cymbal. Fast, flashy, imaginative - very appealing to a 10-year-old. Still 
appealing today. Jeff Porcaro was and remains an inspiration. Lest We Forget. Steve 
Gadd was very interesting and 20 years ahead of his time. He influenced a whole gen¬ 
eration of musicians... maybe two. I had a special place in my heart (pun intended) 
for Michael Derosier of Heart. What a character player! What oomph and passion! For 
the same reason I love Liberty Devito (BillyJoel). His recent stuff is more controlled and 
even, perhaps due in part to computer editing, but some of his late '70s performances 
were really eye opening for me. He had what at the time I assumed was a very New York 
vibe - many ethnic influences, with a raw unruly edge. I had a passionate love affair 
with Neil Peart, and indeed Rush generally, throughout the late '70s until the mid-’80s. 
Where other drummers dug big, substantial basements, he “cantilevered” his struc¬ 
tures. Delicate and intelligent construction. Vinnie Colaiuta rocked my world in about 
1980 or so. He continues to leave me misty-eyed. I loved Mark Craney, of Jethro Tull and 
Gino Vannelli. Speaking of Vannelli, I thought Graham Lear was brilliant, too. He also 
played for a while with Santana. If you were a drummer in the '80s and weren’t aware 
of the paradigm shift brought about by Stewart Copeland, you were deaf. Phil Collins' 
drumming was and remains brilliant. People have a tendency to overlook exactly how-
damn masterful his kit playing is. He was one of the first players to highlight expert 
control of harmonics within mainstream high volume pop. Don't know' what harmon¬ 
ics are on a drumkit? Listen to some late 70s or early '80s Genesis and then listen to 
another drummer from the same era. It might jump out at you. 

In a similar league for a different reason is Jerry Marrotta (who I discovered in 
"Orleans”, but went on to Peter Gabriel.) Conceptually brilliant, with long, inspired 
artistic through-lines. Alan White has some of the most interesting and tasteful phras¬ 
ing in all modern drumming. He obviously sees his playing from a broader and longer 
perspective than most. 1 love Pat Steward’s playing. It is joyful and full of remarkable 

and I believe that drumming must fit into the whole picture to really work at its most 
inspiring level. So my CD collection runs a pretty' wide gamut of material! Artists that 
I am listening to right now, just for great songs and great grooves, are Randy Newman. 
Toto. Ben Folds Five, Thomas Dolby, Joey Baron, Earth Wind & Fire, Steely Dan. and 
Queen. 
Chuck Silverman: Early influences include John Bonham. Clive Bunker. Clyde 
Stubblefield, Jab'o Starks, Philly Joe Jones. Elvin Jones, Guillermo Barretto, Nicky 
Marrero, Eddie Palmieri, James Brown, The Meters, Zigaboo Modeliste. Today I listen 
to Cuban drummers such as the drummers with Bamboleo - Ludwig Lopez Pastoriza, 
Herían Llopis, Giraldo “Piloto” Barretto, leader of the great Cuban band Klimax. 
Osvaldo Fattoruso from Montevideo, Uruguay. 
Ian Browne: In my “college days", I liked a lot of the jazz players, particularly 
Jimmy Cobb. Art Taylor, and Philly Joe Jones. Even though I'm now playing the 
“modern rock and roll" music, I still find myself gravitating towards music that was 
made in the '60s, like The Who, the Kinks, the Beatles... There's just something about 
the sound of those records that is so totally heavy... I think it was because recording 
equipment hadn't really been designed to handle the kind of volume levels that drum¬ 
mers like Keith Moon or Mitch Mitchell were capable of generating, so that the sound 
you're hearing is of tubes blowing up. I was a huge Police fan growing up, so Stewart 
Copeland is usually in my top three most influential, along with Bonham (of course), 
and Phil Rudd from AC-DC. There have always been good drummers around, and 
there still are a few' around... Brad Wilk of Rage against the Machine, for instance. I'm 
a huge Jon Spencer Blues Explosion fan, Russell Simins' drumming :s so raw and 
funky. 
Christian Simpson: Vinnie Colaiuta. Terry Bozzio. Bill Bruford. Carl Palmer. John 
Bonham, Gary Husband. Michael Giles and Narada Michael Walden are a small sam¬ 
ple of drummers that I have found to be very influential to me. This list is anything 
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but complete since there are so many others that I could add. 
Virgil Donati is one of the more recent players I have gotten into 

lately. 

• Besides practicing with a metronome to work 
on your time, what are some other tips you can 
give drummers to practice developing good time? 
Jeff Salem: I can write a whole book to emphasis on how impor¬ 
tant it is to have good time as a drummer. Just remember you could 
have the fastest hands, quickest feet in the world, all the crazy stick 
tricks and know hundreds of cool funky grooves, however if your 
timing isn't accurate, nothing else matters. You won't be getting 
many phone calls to work with other musicians. So I stress the 
importance on purchasing a metronome if you already don't have 
one and practice daily with it. 
Vince Ditrich: Listen, listen, listen. Play with old vets who already 
have good timekeeping abilities. Carefully prod around your own 
psyche as you play and note carefully how your focus and concen¬ 
tration affect the voodoo world of timekeeping. Be aware that deci¬ 
siveness is extra-ordinarily important in the presentation of 
"tempo". Trust your own judgment. Even if you aren't "bang-on" 
the tempo, don't look to anyone else for corroboration. Worst case 
scenario is that you're wrong. Nobody dies! Oh yeah ... Listen. 
Rod Morgenstein: 1 think practicing with a metronome is the 
single most important way to develop your time. But here are three 
suggestions. First, set the metronome to a quarter note pulse at 120 
bpm and try to match the quarter notes on the snare. Then play a 
beat for at least one minute. Second, cut the number of beats in half 
so that every other beat is silent (the metronome will be playing half 
notes). Match the half notes on the snare for several measures and 
then play a beat for at least one minute. Thirdly, cut the number of 
beats in half again so that, in effect, the metronome is playing a 
whole note. Matching this click on the snare drum will be quite a 
challenge as each click has a lot of dead space in between. At this 
point, it is important to sub-divide the beat in your head. Since the 
metronome is effectively sounding on beat one, you need to hear 
beats 2, 3 and 4 in your head. This will help strengthen your time 
concept. Once again play a beat for at least one minute. Of course, it 
is also extremely important to play music with other musicians as 
this is the way that it all truly comes together. Every musician feels 
music differently and their input can be of tremendous value. 
Wilson Laurencin: A good tool for developing your time is to 
record yourself playing with a click or drum machine, playing vari¬ 
ous styles and tempos with fills and listening back to it so you can 
hear where you might speed-up or slow down. 
Mark Kelso: Playing along with CDs is essential. Not only can it 
help you play in time but you also learn about different grooves and 
different time feels. It also helps show you where NOT to play fills! It 
really helps develop your listening skills. Also, try learning to under¬ 
stand that there is a certain amount of space between each played 
note. Don't be in such a hurry' to get to the next one. Relax and take 
your time. These days playing with good time is crucial in certain 
musical environments because of all the drum loops and click tracks 
that we have to play with. 
Joe Bergamini: Aside from playing with other musicians, play¬ 
ing with along records/CDs is the single best thing for working on 
your time, because it helps you understand the groove. I would also 
say that the many great play-along educational packages that are 
out now also help to assist any drummer in working on their time, 
since most of these books/CDs have minus-drums tracks with click 
to play to (just like you would in the studio). For beginners and 
intermediate level players, I would recommend Steve Houghton's 
The Drumset Performer. Also, Dorn and I have a play-along book 
coming out in 2001. 
Chuck Silverman: Practice with CDs where the time keeping is 
key. I spent hours and hours playing with James Brown's music and 
that of Eddie Palmieri and Los Van Van. Play with good musicians 
who respect time and respect the groove. 
Ian Browne: Nothing beats playing with a metronome to tighten 
up your sense of time. Besides that, though, listen to your bass play¬ 
er! Bass players generally play simple rhythmic figures that are 
designed to compliment the drum pattern (i.e. quarters and eighths 
most of the time unless you're Les Claypool), so they're generally 

more in tune with the pulse of the song than, say, a keyboard play¬ 
er. The drummer and the bass player should be as close to psychi¬ 
cally linked as possible, to be able to intuit the push and pull of the 
meter of each song. 
Christian Simpson: There is nothing more rewarding than 
counting off a song from LED metronome then looking back at it 
half way through a song and realizing that you're right on it. I have 
played for years with a click live and in the studio and this has real¬ 
ly helped develop my internal clock. Outside of playing along to a 
click track or drum machine I recommend playing along to CDs 
that you know were recorded with a click. Don't just go for the snap¬ 
py tunes either, really dig into the slow stuff as it is much harder. A 
lot of time fluctuations seem to happen when drummers go for "the 
fill.” Keep a count in your head, keep your hats going, whatever it 
takes to maintain your focus. Strong time and feel are the most 
important parts of this gig. 

• What would you say was the biggest highlight 
or performance of your career? 
Jeff Salem: .As musicians, we have all felt certain highlights 
throughout the growth of our career. Everything from the satisfac¬ 
tion of jamming with a band for the first time, to seeing your name 
listed on the billboard at a local club of your first professional gig, to 
the experience of 10,000 fans screaming to the sounds of your drums 
resonating during your drum solo. It's these rewards and gratifica¬ 
tion that keeps our passion, and the love of playing music, grow 
stronger and stronger. 
Vince Ditrich: Drinking a whole litre of beer in seven seconds and 
not spewing up ... while dancing with a tambourine. 
Rod Morgenstein: 1 will never forget when the Dixie Dregs 
opened for the Billy Cobham and in the late ’70s at the Roxy in LA, 
and the venue was filled with a “who’s who” of the jazz rock fusion 
scene: John McGlaughlin, Jaco Pastorius, Stanley Clarke, Lenny 
White, Michael Walden. In fact they all ended up on stage for Billy’s 
encore. It was amazing. Even more amazing was getting to meet all 
of these musical icons! 
Bob Moffatt: I would say Lisbon. Portugal because this was the 
best that we all "clicked" as a band - everything just came together 
like never before. 
Wilson Laurencin: It's hard to say what the single biggest per¬ 
formance has been because I've had the opportunity to play with 
some famous people so I don't think there is one performance I can 
pick out, but I can say that getting to work with John Patitucci on a 
recording project was one of my highlights! 
Mark Kelso: I definitely enjoyed sitting in and playing percussion 
with Bonnie Raitt at Sky dome in front of 18,000 people. Terrifying, 
but fun! Playing with Randy Brecker as a guest with the Montuno 
Police was also very enjoyable. Working with Pete Townsend on The 
Who’s "Tommy” w'as really great. And of course a big thrill was 
hanging with Steve Gadd in Japan (when I was there with Holly 
Cole) and almost getting to play tennis with him. I'm sure I could 
have beat him... Aaah, he's probably great at tennis too. 
Joe Bergamini: It's hard to say if there has been one... I haven't 
played Carnegie Hall or the Modern Drummer Festival or anything 
like that yet. The release of the It's Your Move book (which I co-wrote 
with Dorn Famulato) was a big thing for me. We had been working 
on it for awhile. In my band Power Windows I have had the chance 
to play in front of Dorn Famulato, Mike Portnoy, Jason Bonham, and 
Joel Rosenblatt... so those were all pretty cool gigs. Getting covered 
for the first time in Modem Drummer, and releasing my CD were 
also highlights. The best is yet to come... I hope! 
Chuck Silverman: So far. playing with KLIMAX in Cuba. 
Ian Browne: I really like playing big outdoor shows, because the 
rush of 40, 000 people all pogo-ing to the song you’re playing is 
unlike anything you can describe. It’s like landing the space shuttle, 
you know? . So, I'd say that our last show at Molson Park in Barrie 
really stands out in my memory, because even though it wasn't our 
fiist time playing to an audience that size, it definitely was one of the 
hist times that I got the distinct feeling that most of them were there 
to see US. 
Christian Simpson: My previous band and soon to be current 
band Glueleg, opened up for KISS at Copps Coliseum. This would 
have to be one of the highlights of my career. Another big moment 
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would probably have been playing in Montreal for 50.000 people with Edwin. Walking 
out to see a crowd like that is pretty mind blowing! 

• What was the most embarrassing thing that has heppen 
during a live performance? 
Jeff Salem: Drop a stick, lose a beat, or even fall off your dn:m throne. These are 
the moments that we never forget. They always seem to happen during an important 
performance. We all go through these kind of unexpected surprises, my advice is to 
laugh it off and remember these embarrassing moments make great stories in the 
future. 
Vince Ditrich: Drinking a litre of beer in seven seconds but spewing it up. 
Rod Morgenstern: I've been witness to some very embarrassing moments in my 
bands, but fortunately I've never been the actual one involved. Like the time Allen 
Sloan, the Dixie Dregs violinist's hair caught on fire from a flash pot. The funny thing 
was. he didn't know his head was smoking and interpreted all of our facial and hand 
gestures to be part of the show. When he finally realized what was happening, he went 
crazy and we were hysterical laughing. Fortunately, 
he only lost a small patch of hair. 
Bob Moffatt: I broke a snare drum during a song 
and they had to get another snare because it was at 
the end of the song. This wasn't embarrassing to the 
audience, but it was to the crew as it was a bad sound¬ 
ing back-up snare. 
Wilson Laurencin: I remember when 1 first start¬ 
ed playing, doing a concert at my junior high school, 
midway through a song my drum throne broke and I 
fell. That was embarrassing. 
Mark Kelso: Where do I even start? Once a stage 
fell apart during a song and my kit went al! over the 
place while I kept trying to play! .Another time I 
counted in a song at the wrong tempo and looked at 
everyone else like they had screwed up only to realize 
seconds later that it was MY fault. Ouch! They still 
don't let me live that one down. I was so sure it wasn't 
me. Oh well. Tripping over a monitor while running 
onto the stage and ending upside down on the steps to 
the drum riser was pretty funny as well. There's too 
many to mention. 
Joe Bergamini: I got an unstoppable nosebleed 
on stage with Power Windows one night. It wasn't 
pretty. I finished the song with one hand holding a 
towel to my nose and then had to stop the show. After 
10 minutes it stopped and I went back out there! 
Ian Browne: I'm knocking on wood as I type this. 
but I've never really been caught with my pants down on stage Oh, hang on a second 
... no, wait.. oh. that’s right-1 DID pull my pants down on stage in Regina. I think it 
was a while ago. before we had any fancy lighting effects, so I thought I'd create an 
"effect" of my own. 
Christian Simpson: I seem to have blocked out all memory of embarrassing 
moments while on stage although I'm sure there has been many. I do remember one 
time I caught a cymbal straight up my thumb so deep that my thumb nail was stand¬ 
ing up at a 90° angle from my thumb which 1 had to plop back down again. My nail 
was a millimetre away from being tom right off. That was obviously more painful than 
embarrassing but what the hell. 

• If you had a chance to assemble your own ultimate dream 
band, who would the players be and why? 
Jeff Salem: I believe we have all had a vision of playing with the ultímale band. 
Even at a early stage of playing the drums. I always remember dcxidling during school 
class a picture of my favourite band of that month playing a big concert with huge 
amplifiers on stage with an enormous drumkit with many cymbals with guess who is 
sitting behind the kit? Just as the teacher catches you, you complete the picture by 
drawing your initials on the front of the bass drum just like Buddy Rich had. 
Vince Ditrich: We could go on for hours about this, but I have said on several occa¬ 
sions that, if time-travel was possible. I'd go back trying to bag a few gigs. I'd stand in 
the rain for hours to audition for Spike Jones. A long stint w ith Louis Armstrong and 
his All-Stars is a recurring fantasy A night or Evo with Stephane Grappelli world have 
been mighty fine. Session calls with Sinatra/Riddle in the glory years of Capital would 
be sublime. As far as the living are concerned... I'm workin' on i:! Imaginan Dream 
Team" aside, suffice it to say that even though they live far from the epicentre of influ¬ 
ence and power, some of my west coast colleagues are of world class ability and are 
good friends to boot. The musicianship is always importtint, but once having reached 
a certain level of ability the camraderie and warmth begin to count, especially over the 
long-term. Bassist Doug Elliott (Odds) is hard to beat in any setting, before you even 

take his exemplary musicianship into account. My guitarist friend Marc Robichaud is 
modest to a fault, easy-going, yet plays with such broad capacity it leaves me spinning. 
It's been my experience that musical brilliance - or at least the potential for it - is 
often under your nose. I'd rather work WITH one great player than have five working 
FOR me. At any rate, the players who have truly committed to succeeding won't hold 
you back for long, if at all. 
Rod Morgenstein: My dream band would include Jimi Hendrix. Ian Anderson. 
Robert Plant and Paul McCartney. They come from four of my favourite all-time bands 
and I could just imagine what would happen when we all started jamming. 
Bob Moffatt: My ultimate dream band would consist of: Eric Clapton ton guitar). 
Flea (of the Red Hot Chili Peppers on bass), and Moby (for keys and programming). 
Wilson Laurencin: Bass: Anthony Jackson, find any recording with Anthony on it 
and you will see whyl Key boards: Chic Corea, he is an unbelievable musician who also 
plays drums. Guitar: Don't need one when you have Chick Corea on Keyboards! 
Mark Kelso: Hmm. that's tough. ( in, Art Neville on Hammond organ. Stevie 
Wonder on Keyboards and vocals. Buzz Feiten on guitar. Bonnie Raitt on guitar and 

vocals. Free Wesley on Trombone. Maceo Parker on Alto. 
Pee Wee Ellis on Tenor. Chuck Rainey on bass. Carlinho s 
Brown on Percussion and myself on kit. W hy ? Because it 
would be DAMN Fl NKY! Not to mention soulful. 
Joe Bergamini: That's tough ... well, honestly. Zak 
Rizvi, who is in Power Windows and -tFron:. is part of my 
dream band and my real band!! Honestly. I really love 
working with Zak and 1 hope we will continue play ing 
together for the rest of our lives. I love his w riting, and I 
can play drums just the way I hear them in his songs. But 
excluding him (sorry Zak). I would say Steve Lukather. 
David Paich, and Mike Porcaro. That's right. I wanna be 
in Toto. I LOVE how every one of those guys plays and 
sings. They are unbelievable musicians, great writers, 
and they play with heart! If Toto was on the road, then I 
would get David Garfield on keys. Steve Vai. Dominic 
Miller, or .Mike Landau on guitar. Freddie Mercury or 
Stevie Wonder on vocals, and Anthony Jackson. Geddy 
Lee. or Victor W ooten on bass. I wonder what that would 
sound like? 
Ian Browne: Just me and Sheila E. Trading l ours 
Christian Simpson: My ultimate dream band would 
be: John Melaughlin (guitar). .Allan Holdsworth (guitar). 
Vinnie Colaiuta (drum). Keith Emerson (keys). Jaco 
Pastorious (bass). Jamie Muir (percussion) King Crimson. 
Hold the vocals, there's no room with this line up, but if 1 
had to choose. 1 would take Robert Plant circa 1969 

• Any tips on tuning the drums, live and in the studio? 
Jeff Salem: ILtning the drums is one area with many different ways of receiv¬ 
ing great results, much like people who tell you many unique remedies for the 
common cold. Some work for certain people and some don't. Just like tuning. I 
feel we can always learn new and helpful tips on getting the sound we want out of 
our drums. 
Vince Ditrich: Yeah, buy new heads and put the damn things on. Then shut-up and 
play. 
Rod Morgenstein: Drum tuning is still a mystery to me. Every drum and even 
drum head has its own characteristics that define its sound. As a general rule. I don't 
like to dampen the snare or toms. 1 enjoy the natural sound. I do believe in working 
with your sound engineer both live and in the studio to get the best sound possible. 
This may involve some compromise for the greater good, as a resonating drum can 
cause with the overall sound of the band. I tune the top and bottom heads close to the 
same pitch. The large floor tom is tuned as low as it will go and still be musical sound¬ 
ing. My smallest tom is tuned relatively high. This sets the guideline for how the three 
middle toms are tuned. Generally there is at least an interval of a third between each 
drum. 
Bob Moffatt: Tips on tuning live - I like to tune my drums lower so there is more 
resonation. Tips on tuning in-studio - I like to tune my drums so they are lighter so 
the resonation is easier to control. 
Wilson Laurencin: The tuning of drums is a personal, but here is a good starting 
point. Toms: tune your bottom head a bit tighter than the top. Snare drum: bottom 
head, where the snares are. should be fairly tight, the top head should be tuned ip or 
down depending on how much crack you want out of the snare. Bass drum: the batter 
head should never De tight, more loose. The front head is a tricky one because it could 
have a hole, which could be of any size and in any position. But do not keep the front 
head loose, with or without a hole. You only need slight padding in the bass drum, not 
five pillows! These suggestions will help you live or on the studio. 
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Bob Moffatt 

Mark Kelso: I always use Yamaha drums live and in the studio 
and I never have a problem. They are ven easy to tune and always 
sound great. I usually keep the bottom head of the toms slightly 
higher in pitch than the top heads. I try and tune the tom to the nat¬ 
ural pitch of the drum shell. Tap the drum shell without any heads 
on it and you will hear a slight tone, which is where the drum is 
going to sound best. I move the pitch of the snare and kick around 
depending on the type of song. 
Joe Bergamini: I don't use any muffling except in the bass 
drum. I tune my snare and toms fairly tight (but not choked) for 
definition. I like to toms to sing! I tune the bottom head a little 
tighter that the top head on all drums, and I try to get each head in 
tune with itself by using the tried-and-true star-shaped tuning pat¬ 
tern. I don't change tuning for the studio except for the kick... some¬ 
times we need to muffle it a little more. 
Ian Browne: Even though drum tuning isn't exactly what you'd 
call an exact science, there are certain physical principles that can 
be applied to great benefit. First, you must develop your sense of 
hearing to be able to detect all the overtones a drum produces when 
it is struck. By the time you accomplish this, you'll be about 8" years 
old. and deaf. Then, by manipulating the tuning pegs by tiny incre¬ 
ments. set both the heads seated on the drum to resonate in sympa¬ 
thy with one another so that the desired pitch rings the loudest of all 
the overtones present in the spectrum. The tricky part of the equa¬ 
tion is that temperature, humidity, barometric pressure, a soft 
breeze, etc., will affect the tuning of the drum. So you must re-tune 
them (especially the damned toms) almost constantly to achieve the 
desired sympathetic vibration. Eventually you may decide to do what 
I do ... have a beer and let the sound guy worry about it! 
Christian Simpson: Start off by giving your drum head the tap 
test. It should have a lively tone, if it has a dull thud, scrap it. To seat 
the head properly on the drum, tighten the lugs a half turn starting 
at 12 o'clock, then six, three, nine so on and so on. Once you have 
the head fairly taut crank it way. way up. Leave for a few hours then 
tune down a half turn at time until it is completely de-tuned, then 
tune back up until all wrinkles are gone, Tune from here to person¬ 
al preference, trying to attain the same note from lug to lug. I prefer 
live and in the studio a more staccato sound so I tune a little high¬ 
er than most. I believe this helps the overall kit when trying to cut 
through a wall of guitars. 

• What are some of your personal goals in drum¬ 
ming you would like to achieve within the year? 
Jeff Salem: Setting goals and following through is a great way to 
feel personal satisfaction. I try to set daily goals, example: learn a 
new song. Weekly goals, example: have my single paradiddles at 
such and such tempo within the week. Monthly goals, example: to 
have played 20 live dates with my hand. Finally, yearly goals, exam¬ 
ple: learn to play double bass smooth and comfortable. It is up to 
you on how much you want to persevere. But if you follow through, 
you will feel you have achieved many great accomplishments. 
Vince Ditrich: I'd need to make 10 million dollars by December 
first. 
Rod Morgenstein: I'm ven excited about a soon to be released 
drum set book I've been working on for the last year and a half. It is 
called Drum Sei Warm-l/is and will be released from Berklee Press. 
It hit me smack in the face that ours is the only instrument that does 
not have a set of warm-up exercises. We have Slick Control. Master 
Studies and a host of other snare/pad warm-up books but nothing 
for the drum set. And clearly, the drum set demands a much wider 
range of body motions and movements. Imagine a guitarist warm¬ 
ing up exclusively on a slab of wood! In effect, it will be the drum set 
equivalent to Stick Control and Master Studies. Jordan Rudess. 
Dream Theater's keyboardist and I have begun work on the second 
Rudess Morgenstein Project Cl) which we hope will come out some¬ 
time next year. Also later this year, I begin recording with John 
Myung, Dream Theater's bassist, and 'l\ Tabor. King's X's guitarist. 
Both of these projects are especially important to me as I am 
involved in the song writing and production. The Dixie Dregs toured 
this year with Dream Theater across the US. W'e followed it this sum¬ 
mer with a Steve Morse Band and Dixie Dregs East Coast tour and 
will continue with this line-up in January on the West Coast. At this 
point, there is a very good chance that W inger will be touring next 

summer, which would be a real thrill for me since we haven't played 
together in seven years. My personal goals are always to find balance 
in my musical career. As an Associate Professor at Berklee. author, 
clinician, and recording and touring musician. I feel very lucky to 
experience each of these varied aspects of the music business. 
Bob Moffatt: My personal goals are to create more of an individ¬ 
ual sound. 
Wilson Laurencin: A constant goal is to develop my own style of 
playing. 
Mark Kelso: Id like to continue to keep healthy, and to keep my 
passion for music as strong as ever. I'd be happy getting to still 
record lots of original music... and to perhaps one day put out some 
sort of drumming CD in the future. 
Joe Bergamini: Within the year? Get the new 4Front album out. 
Get the Play Along Book I wrote with Doni out. Do some more retail 
drum clinics. Practice more. 
Ian Browne: I'd like to be able to play a shuffle beat like Alanna 
Myles' "Black Velvet" and have some triplet fills prepared that I 
could just throw in there to spice it up a bit. 
Christian Simpson: My goals for this year would be to become a 
better, well-rounded player. I have always been more of an outside 
rock/fusion guy, playing a lot of chops, intricate patterns, odd times, 
etc. What I really need to focus on is my feel, especially playing sim¬ 
pler slower patterns. Really nailing the feel on these types of grooves 
is much harder than some might think. I would also like to start per¬ 
forming at some clinics for my company endorsements, Yamaha 
Drums and Sabían Cymbals. 
• What type of warm-up exercises do you do before 
a live performance? 
Jeff Salem:Warming up is the key to a relaxed performance. The 
last thing you want to happen is to feel pain throughout your wrists, 
cramps in your legs or even back pains. Once this happens, you stop 
thinking about how much you are enjoying playing the drums, you 
are just thinking about when is the performance going to end. Just 
like a runner will go through a series of stretches before they run, 
having a daily warm-up routine will make you play with more con¬ 
fidence. 
Vince Ditrich: Stretches of hands, arms and shoulders. 
Rudiments. About 20-30 minutes worth before a concert. 
Rod Morgenstein: Some basic stretching, and warming up on a 
pad. chair, couch for about .30 minutes to an hour seems to get the 
muscles warmed up. I practice basic rudiments and some of my own 
concoctions. Try playing eigth note triplets RRRLLI.RRRI.I.L and in 
the first measure accent on 1234. In the second measure accent on 
the middle note of each triplet and in the third measure accent the 
third note of each triplet. Then imagine playing the same exercise 
and playing the accents on a tom tom. Don't forget to tap your foot 
on quarter notes. 
Bob Moffatt: Prior to a performance. I prepare by doing push-ups 
and also doing vocal warm-ups. 
Wilson Laurencin: I don't usually warm-up before I play but if 
I do 1 just do some single strokes, flam taps, paradiddles, etc. 
Mark Kelso: Id have to say that I rarely ever warm-up before a 
gig. I usually warm-up on the first song. Sometimes I will play some 
paradiddles or something but that usually puls me in a technical 
frame of mind, which I don't like. There are some Yoga stretches 
that are good for the back and neck that I will occasionally do too. 
Sometimes I just practice thinking of the different song tempos to 
check my meter memory. 
Joe Bergamini: I don't always warm-up before a gig. 
Sometimes, if I am relaxed and comfortable I can go right out there 
no problem. If I do warm-up, I do slow Free Strokes and Moeller 
Strokes (techniques I learned from Dom, that he learned from Joe 
Morello & Jim Chapin) that get the blood flowing and relax me. I 
used to do paradiddles and fast rudiments to warm-up, and I found 
that it actually made me more tense. Slow and easy is the name of 
the game for me when it comes to warming up. 
Ian Browne: Usually I just drink about four litres of water and 
pee, like, six or seven times. Sometimes I'll do a few stretches. 
Christian Simpson: Before shows I stretch my hands, forearms, 
shoulders and neck. Then I will put about an hour in on a pad, 
banging out doubles, paradiddles etc. Just to warm-up my hands. I 
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start lightly then progressively hit harder. Post show I have to ice down my hands as I 
have had problems with tendonitis in the past. Stretching and warming up is essential 
as cold muscles can't stand the shock of smashing into a drum kit. 

• Do you in a studio situation prefer to record with or with¬ 
out a click track? 
Jeff Salem: In the recording studio. I believe its equally important to be comfort¬ 
able playing to a click track and without one. When it comes to personal preference, I 
feel it is based entirely upon the musical situation. If you are recording with a jazz trio, 
most likely you will play without a click track. If you are recording a pop CD. I believe 
it’s important and you will get better results recording with a click track. Remember 
practicing with a metronome at various tempos and styles will make you more com¬ 
fortable in the studio if a click track is called for. 
Vince Ditrich: I generally do as the producer asks. If I’m in a situation where the 
decision is left up to me, the session drummer. I 
have to infer that the producer hasn't thought 
the process through fully, and I ask for click. 
This way there is no problem later, when the pro¬ 
ducer realizes that there should have been a 
click. 
Rod Morgenstein: For recording I prefer 
using a click track as it really aids in keeping the 
time from wavering. The click track is not the 
■'enemy'’ as some make it out to be. It is there to 
help keep everything consistent. Do yourself a 
favour and become friends with it before you 
find yourself in what could be a very uncomfort¬ 
able recording situation. 
Bob Moffatt: In the studio I prefer to record 
with a click track for consistency. 
Wilson Laurencin: I prefer to record with a 
click or percussion sequence of some kind. 
Mark Kelso: I find each situation equally 
challenging and I like both options. It really 
depends on the style of music being recorded. On 
a dance track or music for TV or film, a click is 
absolutely necessary, while using a click on a jazz tune would probably make it feel 
awful. Music can still feel great without having strict metronomic time. 
Joe Bergamini: Depends on the song. I like both techniques. 
Ian Browne: I think some songs sound better with a click track, and others sound 
better just played "au naturel”. I like to be able to try doing takes of a song both with 
and without the click, to decide which feels better. I also find that click tracks are espe¬ 
cially useful if you’re really hung-over and can't quite get your head around that 
whole counting thing. 
Christian Simpson: I prefer a click track, so I don't have to worry about time fluc¬ 
tuations allowing me to concentrate more on the groove. Click tracks can be intimi¬ 
dating at first but with a little practice can be an ally as opposed to the bane of your 
existence. 

• What was your educational background in drumming and 
who and where did you study? 
Jeff Salem: We always seem to have great memories of our educational back¬ 
ground. I still remember the first pair of drumsticks 1 bought which happen to be on 
the same day that John Bonham of Led Zeppelin died. We always remember that first 
drum lesson, the first drum beat we played to the first attempt at a drum solo. I just 
recently recorded a session where my first drum teacher was playing congas on a track. 
I looked at him during the recording and felt this great chemistry happening and 
thinking this is the guy who first showed me how to hold drum sticks. 
Vince Ditrich: 1 was born a drummer to the best of my recollection, and I have con¬ 
tinued my musical education, via hands-on experience, to this very day. 
Rod Morgenstein: As a teenager I studied with two local drum heroes - Howie 
Mann and Al Miller. Howie was my teacher for five years and taught me all the basics. 
I studied with Al for a year and he focused predominantly on my hand technique. 
Sadly Al passed away earlier this year. He was a wonderful man and teacher. I received 
my Bachelor's degree in Music Performance at the University of Miami in Florida. 
Bob Moffatt: 1 have never had a drum lesson, but from listening to bands and 
watching drummers I have taught myself to play. 
Wilson Laurencin: I studied drums at the best school in the world. Drummers 
Collective in New York City. 1 highly recommend it! 
Mark Kelso: As 1 mentioned earlier, my Father was my main teacher. He taught me 
really important things at a young age such as being relaxed while playing, how to 
swing, how to move freely around the kit, being versatile and enjoying different kinds 
of music, the importance of using my ears and being aware of what else is going on 
around me. introduced me to the brushes and taught me my rudiments... and told me 

when I was overplaying! My high school music teachers. Paul Miner. Ron Botnick and 
Lou Bartolomucci, were instrumental in helping me developing my skills as I grew. I 
also studied at Humber College with Roger Flock and Don Vickers and they helped me 
prepare for the realities of being a working musician. I really learned a lot from per¬ 
cussionist Rick Lazar. He helped me approach the kit from a percussionist's point of 
view and he definitely helped broaden my knowledge with regards to African. Brazilian 
and Cuban music. 
Joe Bergamini: I started playing at age 12. and took lessons for about three years 
from local teachers who taught me to read, and play basic beats and rudiments. In 
high school I did everything I could get my hands on ... marching band, rock bands, 
plays, talent shows. I recorded in the studio for the first time at age 14. and was always 
doing sessions with local players. After high school I went to college to study 
Architecture, and was playing the New York club scene. At that time I met Doni 

Famulato and studied with him for 6 
years. He is the one responsible for giv¬ 
ing me the courage and many of the 
skills to become a full time musician. 
Now we are best friends, and we work 
together on books. CDs. and other indus¬ 
try projects. As far as I am concerned, 
Dorn is part of my family.... I am very 
thankful to have in my life. Dorn intro¬ 
duced me to Al Miller, and I studied with 
him for two years. Al was the college 
music education I never got... he got my 
reading and big band chops together, 
and taught me a lot about teaching. He 
passed away this past year... he taught 
many drummers on Long Island, and 
was such a great person. I will always 
remember those lessons fondly. From 
there, Doni told me to take a lesson or 
two from guys that were passing through 
town that he knew, so I had a lesson with 
Kenny Aronoff, David Garibaldi, and 

Willie Ornellas. Each gentleman showed me something important I was lacking. In 
1998-99 I took several lessons with John Riley, who really helped my jazz, playing a 
lot. So I pretty much got all my drum training from private lessons. Also. I bought 
hundreds of CDs and attended literally dozens of drum clinics as well as NAMM and 
PAS1C shows... so I was (and still an:) always getting inspiration and ideas ‘rom the 
best drummers out there. 
Ian Browne: I went to Vancouver Community College for two years, in the degree 
transfer program. I majored in jazz drumming, but I also did quite a lot of vocal jazz 
stuff there as well. I abandoned my studies to go on tour with a vocal group. 
Christian Simpson: I have had lessons with different people over the years but 1 
am mainly self-taught. I listen to an awful lot of music and always have. 

• What are some drum books or videos you find to be very 
informative and influential? 
Jeff Salem: In today's drumming society, there are more than 1.000 drum books 
and instructional videos combined for you to learn from. You have everything from 
learning to play African rhythms on the drumset to the art of brushwork available both 
in book form and video. I still go through my huge collection of books and videos and 
trv to leant something new everyday. All this information is out there and is waiting 
for you to eat it up. 
Vince Ditrich: 1 have no drum videos. On a shelf somewhere in my office is "Stick 
Control” and "Syncopation". I dust them occasionally. 
Rod Morgenstein: I ni currently enjoying biner Rbytbms Modern Studies for 
Snare Drum by Frank Colonnato published by Hal Ironard. The book is extremely 
challenging in the tradition of Albright and Cirone. Beyond the Backbeat:f rom Rock 
& Funk to Jazz & Dilin, is another cool new book. It's by Larry Finn, an Associate 
Professor at Berklee, and it shows how closely related rock. funk, jazz, and latin drum¬ 
ming styles are to one another. In addition to my forth coming drum set warm-ups 
book. I've gotten tremendous feedback or the Drum Set Musician (Hal Leonard) 
which I co-wrote with Rick Mattingly. This book comes complete with a play along Cl) 
(14 tracks) and is a beginner/intermediate method book. It treats the drum set as a 
musical instrument and will have a first day drum student sitting behind a drum set 
learning the coordination to play a genuine rock beat. All of the tracks are play ed first 
with drums and then with a click track so the student can develop good time and apply 
all of the beats and fills in a musical setting. 
Bob Moffatt: The only magazine 1 have found influential is Modern Drummer. 
Wilson Laurencin: I think Ted Reeds' Syncopation is the most important hook to 
have because it is so versatile. As far as videos go most of the stuff out there is good but 
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if I could only have one it would be the Modern Drummer 2000 
Festival video because it has Vinnie Colaiuta on it. 
Mark Kelso: Because 1 grew up pre-instructional video. I never 
used them as a tool. I think that if everyone studies the same videos 
and learns the same licks, you run the risk of sounding like even -
one else. Sometimes it pays off to do what everyone else is not doing. 
I never used books until I went to College and the one I got the most 
use out of was the classic Ted Reed "Syncopation" and George 
Lawrence Stone's "Stick Control". The) were easy to adapt to a musi¬ 
cal exercise as opposed to a technical one. 
Joe Bergamini: 1 mentioned some earlier, and I use dozens of 
different books in my teaching. Let's see... Of course Slick Control is 
a standard. Here a some other mainstays for me: Advanced 
Techniques for the Modern Drummer. Advanced Funk Studies. 
Afro-Cuban Rhythms for Drumset. The Art of Bop Drumming. 
Future Sounds (David Garibaldi). Rick s' Licks (Rick Gratton). Bass 
Drum Control (Colin Bailey). Portraits in Rhythm. Brazilian 
Rhythms for Drumset. I am also just getting into the Neu’ Breed. 
which is totally amazing. For videos, my hands-down favourites are 
Jeff Porcaro's old Star Licks video, and the Toto Live In Paris concert 
video. Talk about a how-to demonstration on grooving! Those are 
my desert island videos. I also really enjoy Simon Phillips' two 
videos, and Terry Bozzio s three-volume series Melodic Drumming 
and the Ostinato (that series kept me busy for over three years). I 
also highly recommend 'the (¡add Gand Lire on Digital Video. 
which was recorded in 198S. W hile not a "drum video." it is one of 
the most inspiring drumming documents I own. Lately I have been 
studying Akira Jimbo's videos... they are really inspiring too. I have 
only scratched the surface... there are many more. 
Ian Browne: Drummer no read books' Make smart, hurt head! 
(INGA Bl N-GA! fSee page 26 for more information on this 
subject! 
Christian Simpson: Virgil Donati's Poner Drumming video 
has some great workouts. Ted Reed's Syncopation and George 
Stones Stick Control are essential reading. Gary Chester's Xew Breed 
is something I've scratched the surface of and kudos to anybody that 
can get through it as it is brutally hard. 

• What advice would you give to any up-and-
coming drummers who want to make a career 
in music? 
Jeff Salem: I always say to be successful as a musician you have 
to focus on three key areas: 

Practice consistently and always work on learning new ideas. You 
always want to maintain and keep up with your artistic form of 
drumming. Remember you never stop learning. 

Attitude and your communication skills are very important. You 
want to always have a great working relationship with other musi¬ 
cians. Always try to have a positive attitude. 

Business skills are very important as you grow with your career. 
Always try to be responsible and professional in every situation as 
possible. In closing, the most important part about being a profes¬ 
sional drummer is to have fun and enjoy your musical journey 
Vince Ditrich: If you're actually and truly going to make a career 
of music as a drummer, there's not much 1 could advise or teach. It's 
a calling, not a choice, and events will unfold as they should. 
Drummers by nature and necessity are stubborn, hard-headed and 
competitive bastards. It's their blessing and their curse. A real drum¬ 
mer follows his or her instincts and will not be dissuaded by 
recherchez admonitions, especially by those who "teach because 
they cannot do". 
Rod Morgenstein: My parents taught me that you have to follow 
your dreams and try to live a life without regrets, so I always encour¬ 
age people to give it their best shot. On a practical side though it's 
important to recognize the uncertainty of any career in the perform¬ 
ing arts. And so. I always suggest to young people to get an education, 
which can enable them to have a backup plan if plan A doesn't pan 
out. I also try to impress upon drummers to take up a harmonic 
instrument like the guitar or keyboard as it not only will enhance 
their musical knowledge and make them a more "musical" drum¬ 
mer. but it can also perhaps open up the door for songwriting. 
Bob Moffatt: My adr ice to drummers is to work hard, never give 
up and find your own sty le. 

Wilson Laurencin: I. Be familiar in as many different styles of 
music as possible. 

2. Try and be open minded. 
3. Don't put other people down: it won t make you any better, 

especially other drummers. Remember it is a brotherhood. 
Mark Kelso: learn how to sing - it gives you a great appreciation 
for a song. ( besides, singing drummers work more) Learn a har¬ 
monic instrument - it helps you understand what the other musi¬ 
cians are doing. Don't forget why you got into music in the first 
place - it's Fl X! Make friends with keyboard players - they always 
do the hiring! Be truly dedicated and be sure that it's what you real¬ 
ly want to do in life because it isn't always easy. Learn about business 
- they don't call it the music business for nothing - be a musician 
first and a drummer second! 
Joe Bergamini: Aside from practicing your instrument as much 
as possible, get your business skills together. Learn how to teach. You 
need to diversify yourself today in order to survive in this business. If 
you want to stay home and wait for the phone to ring for your next 
bigtime gig, I would say you had better keep your day job! Today's 
musician more than ever needs serious business, education, and 
communication skills to make it happen. If you are not interested in 
developing those things, you might be better off doing something 
else for money and just play ing music for your own personal enjoy ¬ 
ment & fulfillment. Learn as many styles as you can and play as 
many gigs as possible. Take lessons and by all means... GO TO SEE 
DRI MMERS PLAY LIYE. There are tons of great books, videos, and 
GDs... and you should use all these ... but nothing replaces sitting in 
the same room with a master and watching him or her play right 
before your eyes. That's truly magical! 
Ian Browne: Do it for love, not money. If you want to make 
money in the music business, get a degree in Entertainment Law 
and start writing songs for N’Sync... I wish I was kidding. 
Christian Simpson: Keeping your ears wide open is extremely 
important. Listen to the masters in this game and learn as much as 
you can. Becoming a great play er takes a lot of time and practice, it 
is definitely something you can attain with a lot of hard work. Also 
keep the "ego" in check and try to get along. I have seen a lot of guy s 
lose gigs because they buy in to their own greatness. Always keep in 
mind that there are a lot of great play ers out there ready to take your 
place so chill out with the attitude and put the energy in to playing. 

EO 
Jef 'Salem is currently involved with the Educational Seminars 
in Percussion (ESP) program, u here be performs drum clinics 
at schools sponsored by Sabían. Vic Firth. Pearl Canada, and 

Drummers Choice. Jefff reelances with many artists throughout 
the Toronto area and maintains a teaching schedule at 

Drummers Choice. Check out bis Web site at 
ivuif.inlerlog.com/~jsalem.hlml. 
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“There are two 

kinds of music, the 

good and the bad. 
I play 
the good 
kind.” 

— Louis Armstrong 

(19OO-1971) 

What kind do you play? 
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songwriting 
Canadian Musician brings you saxophonist 
Warren I lili, who is originally from 
Toronto, ON. Warren now resides in Boul¬ 
der, CO, where he writes and records. CW 
had the opportunity to interview him 
recently on his songwriting methods... 
•I low do vou write? Do you write your own 
music from square one, how do vou do it? 
WH: I 'm a melody guv, I don’t really sit 

down at the piano and come up with inter¬ 
esting changes and things like that, l or me, 
it always starts with the melody. So I carry 
a little dictaphone around with me and I 
write when I’m inspired - which can be in 
the strangest places on ski slopes anti on the 
toilet - crazy places. Most of the time it’s in 
the shower and I have to get out and get 
dried off quickly so I can find my tape 
recorder. I just sort of go around, even on 
an airplane, and I just compile all these 
melodies. When I’m getting readv to make 
a record, I II sit down with my little tape 
recorder in front of the piano and just start 
going through them. There’s usually about 
100 or so of these little ideas that some of 
them work together and some don’t. Some 
of them are horrible, and I just kind of weed 
through it. 

Then I build the harmonies, the har¬ 
monic aspect around it, that’s pretty' much 
where it comes from. One of mv current 
singles, “Mambo 2000”, was written while 
I was making breakfast one morning. It’s not 
a veri' glamorous storv or inspiring but I was 

just making some eggs and this melody came 
to mind and it was born. 

•What inspires vou, when you’re in the 
show er or wherever, what makes your mind 
all of a sudden go off, to say ‘That’s a great 
idea I have to get that on tape’, what sparks 
that? 
WH: I don't even know, it’s probably 

some subconscious thing. There’s so much 
music now ... there’s so much content that 
we’re just being bombarded with on a dav-
to-day basis. You can’t go anywhere and not 
have music in the background ... shopping 
malls, television etc. I find half the challenge 
is trying to have an original idea because 
everything everyone does is derivative of 
something, something that they’ve heard. 
It’s just how vou piece it together in your own 
way. I’m alwavs coming up with melodies and 
I say to my wife, ‘Does this sound like any¬ 
thing?’ and she’s got this sort of history of 
pop music in her brain ami she'll say ‘Oh 
yeah that’s such and such,’ ‘Okav I’ll scrap 
that, I knew I heard that somewhere before.’ 

Something will just come into mv head 
and I usually have to be alone without any 
distractions and with quiet. That’s why I like 
the shower, or sitting on a chair lift going up 
to ski with the quiet serenity' of the moun¬ 
tains and the snow falling. If I'm not think¬ 
ing of anything else I’ll usually come up with 
several musical ideas. I’m always tapping mv 
feet or my fingers. Some inner beat is alwavs 

kind of going on, people are 
alwavs complaining ‘Can’t vou ever sit 
still?’ I guess not. There’s always some¬ 
thing floating around in there. 
•Once you’ve dried off or found vour 
tape recorder, and gotten your idea to 
tape, how do you weed out the bad ideas? 
\\ hat do vou listen for? 
WH: I guess I just kind of know. A 

lot of times I’ll just leave things for 
later because a lot of times they 'll be 
half finished ideas. If I’m not inspired 
at the time I hear it again then I'll 
just save it for later and maybe the 
inspiration will come a couple of 
months later down the line. For this 
current album I drew from maybe about 20 
songs or something. A couple of them have 
been around for a few years ami I just finally 
had the inspiration to finish them. I don’t 
like to force things. If I have an ‘A’ section 
for a record, I want the ‘B’ section to come 
to me naturally. I don’t want to force it ¡ust 
for the sake of needing songs on the record, 
I would much rather do a cover or some¬ 
thing. I guess I kind of treat mv songs like 
they’re all good. They were good enough 
to put down on the tape, I’m excited enough 
about it that I want to get it on there, so it’s 
worthy of something ... worthv of some 
home somewhere down the road. 

Warren Hill is a Toronto-born 
saxophonist, vocalist and writer 
whose latest album is l.melite. 
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Where Has All The Good Sound Gone? 

why h|9h technology 
does not necessarily 

improve. ., 
sound quality 

Many musicians are quick to 
learn about anil embrace the 
latest emerging technology 

as it pertains to their specific craft. 
•MIDI is an example of a system that 
initially, some thought to be too 
advanced for the average musician to 
manage until a few well-known artists 
made it known that they were using it. 
Before long, a high percentage of play¬ 
ers had dabbled with it and many truly 
took advantage of the creative control 
that it offers. In the extreme, some 
musicians took the “Don’t fix what ain’t 
broke’’ approach while at the other end 
of the spectrum some self-professed 
techno-wizards attempted to run com¬ 
plete MIDI controlled shows - some¬ 
times with catastrophic results. Studio 
engineers and live sound technicians 
are no different. They share just as 
many differing philosophies as to how 
to create a good sound and what tech¬ 
nology should be employed in order to 
accomplish their goals. 

Ox er my many years in and around 
the music industry I have seen some 

live performances that had sound that was 
breathtaking. I would cite Celine Dion, 
Supertramp and Pink Floyd as examples of 
having achieved the “state of the art” in 
both recorded and live sound at various times 
over the last 20 years or more. There are 
many excellently produced CDs especially 
in the jazz and classical categories just as 
there are many sound reinforcement sys¬ 
tem installations in theatres that are abso¬ 
lutely wonderful to listen to as well. I low-
ever musicians need to know why sound can 
be excellent sometimes and “bite” another, 
in addition to understanding why some of 
the best sounding recordings and concerts 
may have happened, more frequently, 
years ago. 

Reason 1 - Analog audio had been 
refined to an art form with its origins dat¬ 
ing back to Alexander Graham Bell. While 

tube technology was extremely inefficient 
due to heat loss, it sounded very pure 
and warm. Transistors were bulky 
compared to integrated circuits but 
they were produced on printed circuit 
boards that simply had more conduc¬ 
tor for the electrons to flow through. 
Many audio designers maintain that 
“If ICs are so good, why don’t you see 
them in any of the finest audio ampli¬ 
fiers?” Fact is that the transistor has 
rivaled tubes in sound quality while 
being a far more efficient dev ice. The 
IG might never be able to produce 
enough current reliably to be consid¬ 
ered for amplification but it has a home 
in many other low current applications 
like mixing consoles and processors of 
most every ty pe. In plain English this 
means that today you can still find 
“state of the art" analog studios and 
sound reinforcement systems that can 
sound amazing. Analog is not perfect. 
It has noise, it has heat loss, it has dis¬ 
tortion, but it is easy to listen to. 

Reason 2 - The digital revolution 
has moved so fast that not enough 
attention has been paid to hint the product 
sounds compared to how many functions it 
can perform. The current digital mixing 
consoles are sold on their features. Further 
proof of this is the re-emergence of tubes 
in combination with transistors and IGs in 
processors designed to add warmth to the 
sound. If you are continuing to doubt the 
above, buy your next GD from the store 
then download the hit song from the 
Internet, burn a copy of it and listen to them 
both in a high-end, hi-fi shop on a set of 
speakers worth over S3.000. I he difference 
between the two discs will astound you. 

Reason 3 - People. A I ront of I louse 
engineer that has been on tour with a metal 
band for the last 10 years probably does not 
hear well anymore. Conversely, a graduate 
of a production school program has not had 
enough hands on experience to make a good 

recording or handle a live show. A person 
can read all the books on golf ever written 
and not break 100 playing the game. You 
have to do it to be good at it! It will not hurt 
if you have a solid understanding of acous¬ 
tics and electronics while you are at it. I have 
seen PA technicians put speaker boxes out 
of phase, have no idea about time alignment 
of drivers vs. delay lines vs. delay effects. 
Front of I louse sound “engineers” who 
must have gotten the gig because of how 
they bop their heads in time with the flash¬ 
ing red lights on the console and studio 
engineers who got their gig because of how 
cool they were to party with. If you choose 
people carefully the system that they rec¬ 
ommend will probably make you, as an art¬ 
ist, sound good and in all likelihood will con¬ 
tain the best of both analog and digital. 

Ted Barker is a Toronto-based freelance 
audio engineer. 
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wha^sthe 
vibe, 

W hen does an engineer/producer 
feci like they’re in engineer 
heaven? Consider the scenario 

of my most recent recording project: a large, 
extraordinary recording room with beauti¬ 
ful ambience, tons of natural light shining 
through the skylight; eight of the most valu¬ 
able vintage tube microphones on the planet 
In Xeumann/Telcfunken and \KG; dedi¬ 
cated, exceptional musicians willing to go 
the distance and a singer/songwriter with 
enormous talent. All the elements for a 
magical experience. And t;w it magical? You 
betchva! Recording projects range from 
being magical experiences to challenging 
and/or frustrating ones. So it's especially 
wonderful when one is as magical as this one 
was - from start to finish! Ami does it show 
on the recording? You betchva again! 
Dreanrecalker by Laura Bird - recorded, 
mixed and mastered in a total of nine very 
efficient days over a five-week period, 
pulled off almost completely without a hitch, 
is a very special album. 

Recordings take on a life, a vibe of their 
own and without really knowing it, the lis¬ 
tener can often feel the personal dynamics 
going on at the time of the recording. I low 
it feels to be together making music really 
mutters and shows up on tape (or whatever 
format you’re using these days!). We're not 
just recording music and sound, we’re 
recording a vibe, an energy that was hap¬ 
pening betw een people at the time of cre¬ 
ating music together. 

I low do you know if the personal dynam¬ 
ics of the people you have chosen to work 
w ith is going to feel right? Short answer -
you don't! Just because you have chosen 
experienced, reputable people to work w ith 
does not mean you'll get along with them. I've 
often heard horror stories of personality 
conflicts that really got in the wav of a 
recording project. ()ne time, an artist I know 
asked mv opinion of her new album. This is 
an artist whose songw riting and singing 1 
think very highly of. When I heart! the 
album, I was surprised and disappointed 
because it seemed rather “flat” ... no vibe, 
no passion. When she asked w hat I thought, 
my first comment was a question. What was 
going on at the time of the recording? For 
the next 20 minutes. I got quite an earful 
about the personality conflicts and out¬ 
right arguments that w ere going on at the 
time of the recording. It affected the en¬ 
tire project, even though people apolo¬ 
gized to one other and moved on to 
finish up. 

In comparison, here’s an example of 
w hen greatly recorded vibes outw eigh 
even thing else. A few t ears ago, after 
a vert long session of working on per¬ 
cussionist L baka I fill’s album, Dance the 
Spiral Danee, we were officially finished 
for the day. I put aw ay the microphones 
except one that I couldn’t get to because 
so many instruments were in the way. I 
w ent to dinner and when I came back. 
I heard from inside the large record¬ 
ing room, an incredible after-hours 
drumming party going on with 10-12 
people. I was so drawn to this intense 
spontaneous energy' that I couldn’t stay 
ayvay. I walked into the room and felt an 
overwhelming desire to capture this 
“party jam” on tape so everyone could 
enjoy it later. I sneaked into the con¬ 
trol room and not being fussy about 
yvhat format I was going to record it on, 
(cassette, DA I ) I popped the first blank 
tape I could find intoa machine (it ended 
up being a DA I ). I then realized there 
was only one microphone in the room 
left plugged in, and it was not in an 
ideal position for recording (it w as 
pointing at the ceiling) but it didn't 
matter, after all, it was “just a jam” 
and not for anyone else but our¬ 
selves. I didn't want to disrupt the 
energy in the room by setting up more 
microphones or letting them see that I w as 
about to record them. I turned on rhe EV 
RE-20 microphone that w as pointing at the 
ceiling and recorded 1 1 minutes of this 
party jam. Ehe recorded jam’s energy 
w as SO ntensc and felt SO good that we 
decided to use 3:30 of this wonderful y ibe 
on our final album, regardless of the “less 
than ideal” style in which it was recorded. 
Moral of the story - energy and vibes mat¬ 
ter much more then technical/sonic per¬ 
fection, AXY DAY! 

I would like to acknow ledge Escarp¬ 
ment Sound in Acton, Doug Walker 
Microphones, Pizazzudio and the Lacquer 
Channel for their participation in Laura 
Bird's album project. L baka Hill's 
album w as recorded at Applehead Record¬ 
ing Studio in Woodstock, Xew York. 

Karen Kane has been engineering and producing 
music since 1974. Her credits. profile, ami other 

published anides can be seen at her I ! eb site 
wtrir.total.net/~mixmama. 
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The views und opinions expressed in this 
article are not meant to substitute for 
legal advice which should be sought in each 
particular instance. 
Introduction 
I llis article discusses some of the basic 
terms ami issues surrounding a typical 
band partnership agreement. 

Musicians often avoid the uncom¬ 
fortable, anti somewhat complicated dis¬ 
cussions surrounding the business struc¬ 
ture of their creative entity (sounds 
uncomfortable already right?). Although 
it is not often necessary to delineate the 
rights and obligations of individual 
members/partners at the first band 
rehearsal, it is prudent to be aware of 
those rights and obligations at an earl) 
stage in the relationship. Consider the 
following when thinking about your 
working relationship with other band 
members. 
Defining The Partners 
Who are the partners? Sometimes the 
answer to this question is not so simple. 
A partnership involves commitment 
and potential liability. On the positive 
side, it can also guarantee rewards. In 
smaller tight knit groups it will be easier 
to define the partners as opposed to 
larger ensembles where part time/guest 

performers mav not be included as partners. 
There are no rules to fully define who a 
partner is. Each circumstance dictates its 
own course. A partnership agreement 
should clearly list the partners. 
Decision Making 
I low are decisions of the partnership made? 
Bands decide many things. For example, 
songs to include on an album; expenditures; 
hiring/firing personnel (i.e. managers, 
booking agents, publicist, etc.) and tour 
scheduling. 

Partnerships will typically elect to decide 
most issues by a majority vote with each part¬ 
ner retaining one vote each. In some 
circumstances individual band members mav 
unilateral!) determine more minor issues 
such as expenditures below $250.00 or issues 
of a “nonsubstantial” nature. More substan¬ 
tial matters such as the execution of exclu¬ 
sive recording agreements or the forced 
departure of a partner may require near 
unanimous decisions. 

Leaving Partners 
Leaving partners ma)’ or may not retain 
their interest in the partnership depending 
on the language found in the partnership 
agreement, l or example, a partner mav only 
be involved in the recording, release, and 
promotion of one album in a band’s five-
album career. If the partner is forced out of 
the partnership by the other partners should 
this leaving partner be denied income 
related to the album which he/she was inte¬ 
grally involved with, or, should he/she con¬ 
tinue to collect a portion of royalty income 
following his/her departure from the group? 
Should it matter whether the partner left 
the partnership voluntarily? Should it mat¬ 
ter if the partner left the partnership due 
to legitimate health or family concerns? 

Again, these questions merely raise a 
portion of the issues that you should review 

when discussing your partnership agree¬ 
ment with your music lawyer of choice. 
Ownership Of The Name 
As the band gains profile in the marketplace 
the band name gains value. Who retains the 
rights to use the name when, and if, the 
group disbands? 
Division of Income 
I lopefullv the partnership w ill make a profit. 
\\Tten it does, the partnership agreement 
should clearly describe how and w hen the 
profits are to be divided among the partners. 
Typically, partnership agreements w ill 
require that particular expenses be paid prior 

to payment to the partners. Musicians may 
elect to divide profits evenly or dispropor¬ 
tionately depending on the level of contri¬ 
bution of each member. For example, one 
or two partners mat be primarily responsi¬ 
ble for conducting band business and may, 
as a result, collect a larger share of partner¬ 
ship profit. 
Generally 
In this article I’ve tried to outline some 
major points and issues that should be 
addressed in band partnership agreement, 
how ever, space does not allow me to discuss 
more issues that arise in such agreements. 
For example, band members should be 
aware of the implications of spousal rights 
under the country’s varied family law legis¬ 
lation. Your attorney should also review' with 
you the pros and cons of utilising a corpo¬ 
rate entity as your basic structure for con¬ 
ducting band business. Finally, and perhaps 
most importantly partners should under¬ 
stand the issues of liability which arise w hen 
conducting business under a partnership 
because decisions undertaken by individual 
partners on behalf of the partnership can 
potentially have serious ramifications for 
other members of the partnership. 

A partnership agreement does not have 
to be in writing to be enforceable. The law 
states that a partnership may be deemed 
where persons are carrying on business 
together with a view to profit. Many bands 
are acting as a partnership and may not even 
realize that obligations may have attached 
despite the lack of a w ritten agreement. 

A properly drafted partnership agree¬ 
ment should clearly delineate the rights and 
obligations of individual band members. 
However, even the most comprehensive 
document cannot account for the myriad of 
issues which arise. Often partners must 
revise and amend their agreements as the 
relationships between the partners evolve. 

Next issue: Feel free to submit your ques¬ 
tions to ctavlor@sandersontavlor.com. We 
will be answering selected questions in the 
next issue. 
Chris Taylor is a lawyer with Sanderson Taylor a 
Toronto-based music law fi rm and currently works 

with Xelly Tunado (Dreamworks). Jacksotd 
(BMG) and Stun 41 (Island) among others. 

Tind Chris online at www.saiidersoiitaylor.com. 
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Introducing the ATW-7373 Handheld Condenser Wireless System 

Lamoy and Chris Holland, sound engineers for 

the hugely successful Backstreet Boys, know exactly what 

they want from a wireless system. That’s why they switched 

to the new Audio-Technica ATW-7373 handheld condenser 

system for the group’s all-critical vocal sound. 

Lamoy put it this way: “This system has the best rejection 

and sound quality I’ve heard to date. It’s got a warm, 

full-bodied ‘wired’ sound. Everyone loves it.” 

The handheld transmitter features the same element The best news? The ATW-7373 wireless is a major touring 

audio-technica 

system that won’t blow out a modest equipment budget. 

Outstanding sound. Solid RF. Great price. Who wouldn’t 

“want it that way?” 

Audio-Technica U.S., Inc3s’1221 Commerce Drive, Stow, OH 44224 | 330.686.2600 | Fax:330-686.0719 | E-mail: pro@atus.com | www.audio-technica.com 

used in the legendary AT4O33 microphone. It provides a real 

step up in wireless audio quality, delivering rich sound, 

natural top endand superb off-axis rejection. 
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TASCAM 
For full contest details, pick up an application at participating radio 
stations and music stores nationwide or visit the Canadian Musician 
Web site at www.canadianmusician.com 

Who Can Enter 
Aspiring or proficient songwriters - seif-published or unpublished - who 
are looking for a chance to get their material recorded and/or 
published. Entrants must submit to the closest participating radio station 

Grand Prize 
• $10,000 in cash (First runner up 

receives $2,500 cash) 
• 30 hours mixing & mastering stud o time from 

Metalworks Studios, Canada’s #1 Recording Studio 
• Promotional release by EMI Music Canada 
• 2,000 CDs courtesy of Cinram 

Regional Prizes 
• An all expense paid weekend at the luxurious Westin Harbour 

Castle Hotel in the heart of Toronto 
• A private seminar with Canada's most successful songwriters 

courtesy of the Songwriters Association of Canada 
• Delegate passes to Canadian Music Week Conference & Festival 
• Washburn Acoostic Guitar BEA-118 
• TASCAM US-428 24-bit digital/aucio workstation controller 
• Shure SM58 LC Microphone 
• Digitech RP-100 Guitar effects processor 
• 500 CDs courtesy of Cinram 
• All entrants necieve a complementary one-year Subscription to 

Canadian Musician 

1 

NATIONAL' 

Songwriting 
COMPETITION V 
WIIW 

How To Enter 
• Send ajassette/CD of one (1) song, including typed lyric sheet, along 

With your name, address and telephone number to the 
participating radio station in your area 

• Song must be original and not published or distributed 
previous to competition. 

• All entries must be received by the station no later than 
5:00 p.m. on January 5th, 2001. 

• Contestants must be 19 years of age: or older. 
• Contest is void where prohibited by law. 
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arshalI Amplification recently released the Acoustic Soloist series. This 
new line of combo amps are designed specifically for amplifies acous¬ 
tic guitar. This new range of acoustic amplifiers contains highly effi¬ 

cient combos with the portability required by the gigging player. 
The compact AS50R is ideal for the acoustic musician who wants a system 

suitable for small gigs as well as at home. This 2 x 8" Acoustic combo features 
two independent channels with Master Volume and separate Volume, Bass and 
Treble controls. Two specially designed 8" speakers and a high efficiency piezo 
tweeter allow the AS50R to faithfully reproduce every subtle nuance of acoustic 
instruments, and an internal limiter is provided for maximum level without dis¬ 
tortion. 

The 2 x 8" ASI ODD Acoustic combo provides the acoustic player with the 
power to perform, while rendering natural tonal reproduction. It is loaded with 
two specially-designed Celestion 8" speakers and two high fidelity dome poly¬ 
mer tweeters for true acoustic reproduction. Utilizing 50 W x 50 W of stereo 
power, the AS100D has a special built-In limiter to ensure distortion-free per¬ 
formance. even at high volumes. 

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

Marshall Acoustic 
Soloist Line 

ind.com, www.jam-ind.com. 

Zoom PS-02 Palmtop Studio 

Zildjian 8" Splash 

(32 kHz), or over two hours in Mono ''Normal'' mode 
with a 128 MB SmartMedia card. 

It features a selection of high-quality stereo 
drum patterns, drum kits and mono bass sounds as 
well as a range of Zoom guitar and bass modeling 
sounds. Also, dedicated vocal effects can be used 
with the PS-02’s built in microphone. Other fea¬ 
tures include a backlit LCD display, a built-in 
dynamic microphone and auto-chromatic tuner, bat¬ 
tery operation and supplied accessories such as 
an 8 MB SmartMedia card, power supply unit and a 
belt carry strap. 

For more information, contact: Omnimedia Inc., 
1875-55 lf Ave., Dorval. PQ H9P 2W3 (514) 636-
9971. FAX (514) 636-5347. 

Ine Avedis Zildjian Company recently announced a new addition to its 
popular line of ZBT bronze cymbals, the new 8“ ZBT Splash. 

The new 8" ZBT Splash is a fast, bright and cutting Splash sound, and 
is the perfect add-on for any cymbal setup. The 8" ZBT Splash joins the 
existing 10" ZBT Splash to give drummers an even greater selection of 
sound and choice. Maximum performance and maximum value make this 
the ideal first Splash. 

For more information, contact: B&J Music Ltd., 2360 Tedio St., 
Mississauga, ON L5A 3V3 (905) 896-3001, FAX (905) 896-4554, 
bjmusic-kmc@kaman.com. 

oom recently introduced the PS-02 
Palmtop Studio. It combines a smart multi¬ 
track recorder, drum and bass machine, 

guitar multi-effect processor and amp modeler 
in a super compact device small enough to fit 
in your jacket pocket. 

The new PS-02 gives you the power to 
record a complete song by combining three 
audio tracks with the ability to digitally 
“bounce" tracxs together. The bounce function 
has panning capability so you can overdub or 
bounce several tracks without adding noise. 
Each of the audio tracks offers 10 additional 
virtual tracks or “takes" to choose from. Sev¬ 
enteen minutes of stereo audio can be stored on 
a 64 MB SmartMedia card at the HiFi setting 

www.can3dianmusician.com Canadian musician 



DENON 

Hot Start with Digi-Scratch 

Dual CD Player 
DN-2100F 

• 2 Seamless Loops (per drive) 
By using the start points (A-1 or A-2) you can 
easily create two seamless loops by jumping 
from one point (A-1 ) to another (A-2). The two 
loops can be set anywhere within the same disc. 

• 2 Hot Starts/Stutter (per drive) 
Hot Start playback give you the power of 
con trolling two different CUE points ‘on the fly' 
and seamlessly. Excellent for slam-mixing from 
one track to another and for ‘same track' real¬ 
time remixing. In Stutter mode, the same two 
CUE points are utilized for 'cue point sampling'. 
Momentary audio can be started instantly when 
either Ä button is pressed and held down. If this 
is done repeatedly, a stutter sound of a vocal or 
beat is simply achieved. 

• Digi-Scratch 
This “World's First” feature by Denon gives you 
the ability to 'scratch' in real-time as you would 
with a vinyl record on a turntable. 

• Shock Proof Memory (10 seconds per drive) 
This guards against audible interruptions due to 
external mechanical shocks such as bumps or 
other hard vibrations, which is especially helpful 
for the mobile DJ as well as for nightclub-installed 
applications. 

Denon Canada Inc., 
17 Denison St., Markham, 
ON L3R 1B5 (905) 475-4085 

www.denon.ca 
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Ron Greene’s Music 
Dials 

Ron Greene recently released Music Dials for guitar, bass, mandolin, banjo, 
keyboards, band instruments available with instructional CDs which help 
today's players learn to jam and play along in any key. 

The new CD packs contain three powerful learning tools which were devel¬ 
oped with professional musicians and teachers. They include the unique 
Music Dial reference guides, lessons which teach the player the fundamentals 
of music and how to use the dials, stereo jam tracks which give the player a 
practice platform for honing their skills while playing along with a real band 
using a variety of styles in all popular major and minor keys. The CDs contain 
12 lessons and 25 Stereo Jam Tracks. 

For more information, contact: Ron Greene's Music Dials, (970) 259-
5214, ron@frontier.net, www.musicdials.com. 

Emerson Ironwood 
Piccolo 

Emerson Musical Instruments recently added the ironwood piccolo to its 
Boston Legacy line of piccolos. 

The new Boston Legacy ironwood piccolo produces a very respon¬ 
sive and sweet sound, delivering a rather light sound when compared to the 
line of grenadilla wood instruments. 

Ironwood is a very hard domestic wood with beautiful brown and black wood 
grain and the new piccolos are crafted in the best piccolo making tradition. 

For more information, contact: Emerson Musical Instruments, Inc., 600 S. 
Industrial Parkway, Elkhart, IN 46516 (219) 522-1675, FAX (219) 295-5405, 
music@emersonflutes.com. 

Canadian musician 



It’s Time to Change the Channel... 

n the digital world, you're only as good as your weakest link or channel. So, why settle for any less than the 

warmth and integrity offered by the new dbx 376 Tube Preamp Channel Strip with 96k Digital Outs? 

For more than 25 years dbx has been setting the standard, and the 376 is the culmination of those years of 

innovative success. 

Witn a feature list that includes a vacuum tube preamp section, three-band parametric EQ, compressor and the 

real kickers: built-in De-Essing and AES/EBU and S/PDIF digital outputs, make the 376 an all inclusive Channel Strip 

toolbox that’s just as much at home in a conventional analog mixer application as it is in a state-of-the art digital 

workstation. With the 376 you can bypass the mixer all together, while producing warm and rich tube mic preamp 

tones in the digital domain by using dbx ’s proprietary Type IV™ A/D conversion system. Stop by your local 

authorized dbx® dealer and tune into all that is available on the next channel. 

• Tube microphone pre-amp 

- De-Esser 

• 3-Band Equalizer 
■ ■ ® • dbx Compressor 

• Type IV™ conversion system 

• AES/EBU and S/PDIF digital 

outputs 

• Front panel instrument input 

■ +48 Volt phantom power 

dbx the Standard in Professional 
Signal Processing 

dbx 
OFESSIONAL PRODUC 

A Harman International Company 

• Selectable dither and 

noise-shaping algorithm 

• Selectable sampling rates 

(96,88.2, 48, 44.1kHz) 

• 24, 20 and 16 bit wordlengths 

• Word clock sync input and 

output 

• Selectable mic/line switch 

• 20 dB pad 

Soundcraft Canada, 9629 Clement St., LaSalle, QC H8R 4B4 • TEL: 888-595-3966 • FAX: 800-790-2000 
www.soundcraft-canada.com • info@soundcraft-canada.com 



Sonor Jubilee Snare Drum 
Sonor recently introduced a Jubilee Snare Drum, a 14 x 15" drum con¬ 

structed from extremely thin Vintage Maple Shells. It has an exclu¬ 
sive high-gloss lacquer finish in Stain Black, which allows for 

maximum colour compatibility. 
The Jubilee Snare Drum has die cast heavy duty rims and 10 ten¬ 

sion rods top and bottom. Each owner will receive an individual brass 
badge with their signature engraved onto the badge and a registered 
serial number making this drum a unique and personal masterpiece. 
Production is strictly limited to the year 2000. 

For more information, contact: Hohner, lnc./HSS, 1000 Technology Park 
Drive, Glen Allen, VA 23059 (804) 515-1900, (804) 515-0840, 
jcossaboon@hohnerusa.com, www.hohnerusa.com. 

Blues 
with -aum 
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• IWÖow, plMM to to 
ww.yodt4We.com and 
tbo 'real people' link. 

Yorkville Sound 
550 Granite Court, 

Pickering, Ontario L1W 3Y8 
Phone: 905.837.8481 
Fax: 905.839.5776 / 

Woogie 

...is how Blue^WiUow describes 
themselves. Anti jitter eleven years® ' 
together, twohndie^CD's, countless® 
festival and television appearances^ 
and an average of'ä'hundred and 
sixty or so live’shows a year, g O 
they're still going strong. 0 ® 1 

It's not about fame. 9 
It's not about fortune. 
It's definitely not about gear. 
It's about making a'living making music. 

\ I 
We at Yorkville design and build instrumentT? n ; i| 
amplifiers, mixers, power amplifiers and i 
loudspeakers based on'quality sound, value X * * 
and reliability. These factor̂ have to be taken 
into consideration when you're buying the I 
tools of your trade. \. ▼ 

Ease of operation is also something we consider... 
the goal is to be a musician, not a technician. 

"We need our system to sound great night 
after night. It has to set up and tear down easily — 
(we often have to do it by ourselves). It has to 
work great for the duo, and'for the full band. . 
...And above all, it has to be reliable. We have to 
know the system is going to work at least as I 
hard as we do. That's why we rely on Yorkville." 

Sabian 
Signature 
Liquid Ride 

Sabian recently col laborated with Chester Thompson, 
the famed Phil Collins and Genesis drummer, to 
create the 22" Signature Liquid Ride. 

Featuring a solid, unlathed bell, a slightly 
flanged edge, and a hand-hammered surface, the 
Liquid Ride complements Chester’s heavier, more 
solid sounding Signature Precision Ride with a thin¬ 
ner model offering glassy, sticking definition and a 
shimmering presence warmed by a liquid wash of 
tone. The Signarure Liquid Ride is hand-hammered 
from pure B20 bronze. 

For more information, contact: Sabian Ltd.. 219 Main 
St.. Meductic. NB E6H 2L5 (506) 272-2019. FAX (506) 
272-2040. sabian@sabiati.com. www.sabian.com. 

Meisel 
Chin-Chum 

Meisel Stringed Instruments recently reintro¬ 
duced the Chin-Chum chin rest pad. 

With the Chin-Chum violinists no longer have 
to ‘take it on the chin.’ This cushioned, ultra¬ 
suede padded chin rest cover, also protects the 
neck from the chin rest’s metal clamp. It is avail¬ 
able in three sizes: Super, Standard, and Suzuki 
(small) and the Chin-Chum is easy to install. 

For more information, contact: Meisel 
Stringed Instruments, P0 Box 90, Springfield. NJ 
07081-0090 (973) 379-5000, FAX (973) 
379-5020, meisel@worldnet.att.net, www. 
meiselmusic.com. 

Canadian musician 
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cakewalk 

cakewalk 

With the new Session Drummer™ 
plug-in, just point and click to 
create and arrange drum tracks 
on the fly. Use it in real-time as a 
drum machine, or off-line to 
arrange and save drum tracks as 
part of your project file. 

Now record and mix up to 16 tracks 
of digital audio along with MIDI 
tracks. Record with any guitar, MIDI 
instrument, or microphone. Add up 
to 16 simultaneous real-time effects, 
like chorus, reverb, even vintage 
amp simulation. Expand your effects 
arsenal as needed with DirectX-
compatible audio plug-ins. 

Guitar Studio 2 is only 
(estimated streel price), and is available 
at music and computer stores everywhere. 
For more details visit www.cakewalk.com 
or call 888-CAKEWALK 
(617-441-7870 outside U.S.). 

j©JJ ©JU ©4 
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Introducing Cakewalk® Guitar Studio™ 2, now with 
more tracks, more real-time effects, a new TAB display, and other 
cool stuff. It’s everything you need to turn your PC into a multitrack 
project studio. Best of all, it works with any guitar. 

“It’s the best thing to happen to 
guitar players in the last 20 years. 
—Jimmy Bruno, Jazz Guitar Virtuoso 

Distributed by: 

THINKWARE:# 
DISTRIBUTION NETWORK 

Edit and print guitar tablature 
along with notation and chord 
grids. The synchronized fretboard 
lets you write songs by pointing 
and clicking on the strings. Or plug 
in any MIDI instrument, and the 
fretboard displays the fingering 
while you play or record. 

For practicing and teaching, just 
load and play any MIDI file and 
view the fingering in real-time. 
Even slow down the tempo to learn 
new parts. Includes major, minor 
and pentatonic practice scales. 

ALL THIS 

Edit and print trnlaturp 

►«HH 

RPin] 

¿äble-to-PC 
adapter inM 

Now the world’s only multitrack recording software 
for guitar players is even more powerful. 

Worts with any curtir 

»«to tocto »«, Mtocctotorttoto . 

FOR THE PRICE OF 
■Et" STOMPBOX. 

G^rStudh 

888-284-4659 / 418-842-3725 ‘Guitar World. Sept. ‘99. All trademarks mentioned are held by their respective owners. 
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Taylor. iï" il Like its sibling the Baby Taylor, the Big Baby !!| | 
Taylor’s new-tech neck design, which, among j 
■>r benefits nreatlv simplifies the nrncess nf mIh 

has Taylor' 
other benefits, greatly simplifies the process of Mini 

I i* 

Taylor Guitars recently introduced the Big Baby, a 
new guitar roughly 15/16ths the size of a full-size 

in 
n: 

II 

II 

III 
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doing a neck reset. 
The Big Baby has the same Dread¬ 

naught shape, the arched sapele-veneer 
back and sides and solid spruce top, but 
with the 25 ló" fret scale of a full-size 
guitar. Its strings are at normal tension 
and the top is large enough to produce a 
complete acoustic guitar tone, albeit one 

». 
H 

Baby Guitars| 

that's sweeter and smaller than a full-
size Taylor Dreadnaught. 

For more information, contact: 
Taylor Guitars, 1940 Gillespie 
Way, El Cajon, CA 92020-1096 
(619) 258-6957, FAX (619) 258-
1623, sales@taylorguitars.com, 
www.taylorguitars.com. 

Benedetto Jazz Guitar 
Pickups 

Seymoui Duncan recently teamed up with jazz guitar maker Robert 
Benedetto and released Benedetto jazz guitar pickups. 
The Benedetto product line is currently four models deep with the 

S-Series, pickguard-mount, suspended humbuckers; the B-Series, full-size 
humbuckers; and the P.A.F. and A-Series, both of which are full-size, metal 
covered humbuckers. 

Both the S- and B-Series are cast in Benedetto’s proprietary Ebonova material 
and are available in 6- and 7-string versions. The P.A.F. and A-Series are 
available witn either a gold-plated or black nickel-plated cover. The P.A.F 
series are vintage-voiced and the A-series have a fatter, warmer, “jazz tone.” 

For more information, contact: Seymour Duncan, 5427 Hollister Ave., Santa 
Barbara, CA 93111-2345 (805) 964-9610, FAX (805 ) 964-9749, www. 
seymourduncan.com. 

The 7th Annual North By Northeast 

Music Festival & Industry Converence 

June 7-8-9-2001 Toronto 

DEAL YOURSELF IN: Showcase applications 

accepted November 1st, 2000 to January 19th, 

2001. Application forms are available online at 

www.nxne.com or contact the office. All 

Canadian submissions will be considered for 

inclusion in the 102.1 the Edge 2000 New Rock 

Search. 

CALL FOR DETAILS ON EARLYBIRD REGISTRATION RATES 
FOR OUR INDUSTRY CONFERENCE! 

NXNE Headquarters: 189 Church Street. Lower Level, 

Toronto ON M5B 1Y7 (416) 863-NXNE (6963) F (416) 

863-0828 E tbird@nxne.com 

MOLSON 

CANADIAN 

XI ap Ie M i isic.com 

nne 
northbynortheast www.nxne.com 

Education for the ears 
The Ontario Institute of Audio Recording 

Technology is North America's longest-

running immersion program for Audio 

Engineering and Production. A 5:1 

student/instructor ratio, a full-time 

faculty, and 5 extraordinary studios 

allow students to acquire genuine 

operational, technical and creative 

skills—in just under one year's time. 

Balanced instruction in analog and 

digital techniques open employment 

opportunities ranging from music 

production to positions in high-tech 

communications. The 1300+ hours of 

the program are all delivered in-studio, 

about half of wnich is dedicated to 

hands-on lab time. If you want to 

pursue a professional career in audio 

and are wondering how to get there, 

please visit our site. 

www.oiart.org 
Ontario Institute of Audio Recording Technology 

502 Newbold Street, London ON, Canada N6E 1K6 
phone 519.686.5010 fax 519.686.0162 

inquiry@oiart.org 

Canadian musician 



Fender American 
Series 

Fender Musical Instruments recently announced the all-new American Series. This new line 
replaces Fender's American Standard Series. 

The new American Series are simply better sound¬ 
ing and better playing guitars and basses. 

All four of Fender's core models, the Strato¬ 
caster, Telecaster. Precision Bass and Jazz Bass, 
will be included in the new American Series. When 
designing the specifications for the new line, Fend¬ 
er’s Research and Development team placed an 
emphasis on three factors: tone, playability and 
value. In terms of musicians' "wants", this meant 
that the overall feel of these new guitars should 
combine both modern and vintage manufacturing 
techniques with a sense historical aesthetic accuracy. 

The American Series Strats now feature stag¬ 
gered machine heads that require one less string 
tree on the headstock. With this, a lesser tension 
is put on the strings that allows their natural tone 
to ring through. 

All four of the core models will also feature 
updated necks with a more comfortable and playable 
feel. The new American Series guitars and basses 
will now include hand-rolled edges to give the neck 
a feel similar to that of a guitar that has been prop¬ 
erly broken in. 

For more information, contact: Fender USA 
Corporation, 7975 N. Hayden Rd., #C-100, 
Scottsdale. AZ 85258 (602) 596-9690. FAX 
(602) 596-1386, www.fender.com. 

Gibson : 
Angus 
Young 

Signature 
SG 

Gibson recently released the Angus Young Signa¬ 
ture SG, a faithful reproduction of the artist's trade¬ 
mark axe. It was designed and manufactured to the 
lead guitarist of AC/DCs exacting specifications. 

Some of the new SG's features include a 
mahogany body and neck, fingerboard/inlay, 22-fret 
rosewood fingerboard with pearl trapezoid inlays, 
tone and volume controls, and a three-way selec¬ 
tor switch. It also features an engraved lyre vibróla, 
an Angus Young Signature pickup along with a '57 
Classic rhythm pickup, a "Devil" peghead decal 
and comes with a special Angus Young Signature 
SG hardshell case. 

For more information, contact: Yorkville Sound, 
550 Granite Ct., Pickering, ON L1W 3Y8 (905) 837-
8481, FAX (905) 837-5776. info@yorkville.com, 
www.yorkville.com. 
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Supplying All 
your 

Staging Needs! 

78 Mack Ave..Scarborough. ON 
MILI M9 

FIND WHAT YOU NEED 
IN OUR CLASSIFIEDS 

The place to find: 
STAFF • EMPLOYMENT 

BUSINESS OPPORTUNITIES 
NEW AND USED EQUIPMENT 
PUBLICATIONS • SERVICES 
ACCESSORIES • WEB SITES 

AND MUCH MORE 

To book your Classified ad or for more 
information please call Maureen Jack 

Tel: (905) 641-1512 -FAX: (905)641-1648 
Email: mjack@nor.com 

Get paid for what's being 
played! 

If your music is being broadcast or performed in public and you're not 
a member of SOCAN, you may be losing out on royalties. 

We work on behalf of our Canadian composer, lyricist, songwriter 
and publisher members. 

We offer workshops and seminars, group rate insurance programs 
covering home studios, instruments, houses and cars . . . and more. 

Most important, we make sure you get what’s rightfully yours -
the royalties you're due from the music you've created. 

For membership information, contact us. 

SOCAN 

Society 
of Composers, 
Authors and 

Music Publishers 
of Canada 

Société canadienne 
des auteurs. 

41 Valleybrook Dr. 
Toronto, ON M3B 2S6 
Phone (416) 445-8700 
Fax (416) 445-7108 
www.socan.ca 

Toronto 1 800 55 SOCAN 
Montreal 1 800 79 SOCAN 
Vancouver 1 800 93 SOCAN 
Edmonton 1 800 51 SOCAN 
Dartmouth 1 800 70 SOCAN 

www.canadianmusician.com 



Santucci TrebleBass 

THE ONLY DIRECT BOX 
YOU'LL EVER NEED 

AGUILAR AMPLIFICATION LLC, 599 B'WAY NYC 10012, 1.800.304.1875 WWW.AGUILARAMP.COM 

Sergio Santucci recently introduced the TrebleBass, a 10-string guitar with standard 
bass and guitar tuning on one neck. The 

TrebleBass is perfect for bass and guitar players 
who want to expand into marvelous new worlds of 
playing bass and melody. 

You can play the new TrebleBass with a guitar 
strap in conventional position and bass can be 
played normally, or with snapping or popping. 
Included free is the Traktor's Weightless SusPender 
dual strap system to play upright Touch-Style 
position with complete two-handed tapping tech¬ 
nique for simultaneous bass and guitar. 

Some features include quality tuners with 
straight string-path, extra leverage bass tuners, 
mother-of-pearl guitar inlays (with side dots), pro¬ 
fessional fret crowning for perfect intonation, dual 
switch selectable melody pickups, quick-touch 
nested tone and volume pots, and stereo output. The 
single neck ranges in width from 2 Vá" to 3 Z?" at 
the 24"1 fret. 

The TrebleBass comes in a jet black, flaming-
cherry red, or pure white deep enamel finish. 

For more information, contact: Sergio Santucci, 
69 West 38" St.. New York. NY 10018-5512 (212) 
302-6805. FAX (212) 302-6805._ 

Yamaha 
Portable 

Yamaha recently introduced the PSR160 and 
PSR262 portable keyboards with expanded features 
and improved sound quality. 

The PSR160 is a fully-featured. 49-key port¬ 
able keyboard that is both stereo and MIDI capa¬ 
ble. A backlit LCD display, new bass ports for 
improved sound and the new Yamaha Education 
Suite II complete the package. 

The PSR262 contains all the features of the 
PSR160. but is a full-sized keyboard with 61 keys. 
In addition it is touch-sensitive, resulting in key¬ 
board behaviour similar to a real piano. 

When users access the large piano-shaped but¬ 
ton in the centre of the front panel on the PSR160 
and PSR262, the best piano sound is automatically 
chosen and the auto accompaniment is automatically 
turned off and the keyboard is placed in “full key¬ 
board mode, just like a real piano. 

The built-in Yamaha Education Suite (YES) II 
contains both right-hand and left-hand exercises, a 
built-in chord directory and interactive functions that 
grade the playing of internal exercises. 

For more information, contact: Yamaha Canada 
Music Ltd.. 135 Milner Ave., Toronto, ON M1 S 3R1 (416) 
298-1311. FAX (416) 292-0732.www.yamaha.ca. 
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(jv(j cassette 

call for your free catalogue, or visit our website 

wwwhealeydisc.com 
1 .800.835.1 362 

GALBRAITH PHOTO DIGITAL 
416-531-6913 

WWW. 

• photos from your digital files, 
film or photo 

• colour or B&W 
• band name and logos can be 

added to photo 

call or visit our website for a free 
information kit 

Compact Disc Manufacturing 
Cassette Duplication 

Printing S Alternative Packaging 
Graphic Artwork 

1-800-668-0098 
Internet Mail: Info® Targray com 

Fax: (514)695-0593 

w w w. musicbooksplus.com 

1-800-265-8481 

Full Col. Brochure 

»3-9755 

design, film, col. coven 
& jewel box 

100 CDs - $699. 
500 CDs - $1649. 

M Special 
CDs in jewel box 

25 CDs - $99. 
500 CDs - $799. 

CDs w/1000 col covers 
& jewel box 

500 CDs - $1099. 

Looking for the best deal on CDs? 

This is it! 
500 CDs for $1280 

Includes: CDs, Glass Master, Jewel Box, 
Cello Wrap, Color Printing, Film and Color Proofs 

WPA&FICNORTH MHCOMPACT DISC 
1 800 662 4033 Ä 

^Jwww.pncd-arts.com 

□J EQUIPMENT 
STUDIO GEAR 

SOUND G LIGHTING 
MUSIC G MORE... 

519*6 W« 3 
8 0 0*96 3 -WF 9 
www.iudlonanufactMrloi.com 
London ON * since 1992 

wQrqT 
PERFORMERS PREFER 

PLAYING WYRE STRINGS 
H A N D W O U N D 

Teflon Pr ocess 
Praire Oyster 

Crash Test Dummies 

Orin Isaacs / Mike Bullard 

Clarence Deveau I Roch Voisine 
George Hebert I Ann Murry 

Dave Maclssac / Natalie MacMaster 

416-225 5089 
www.davewyre.com^ 

ADVERTISE YOUR PRODUCTS OR 
SERVICES IN THE 

MARKETPLACE 
Call: 

Dan Court for more info 
(905)641-1512 FAX: (905)641-1648 

dcourt© nor.com 

CAREERS IN MUSIC 
RECORDING ARTS AND LIVE SOUND 

Train for a career in either Recording Arts or 
Live Sound at Summit School on beautiful 

Vancouver Island. B.C. Canada 

Professional training with Brian Plummer and 
Len Hill. Six-to-one student-teacher ratio. 

Phone Fax: (250)757-8807 
Toll-free: 1-888-901-9903 

240 Goodyear Road 
Qualicum Beach, B.C. Canada V9K 2A3 

E-mail: luthiersintl@bcsupernet.com 

Web: www.luthiers-international.com 
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They won’t give you his sound, 

but they might give you yours. 

www.promaik-stix.com 

For a full colour catalogue on Pro-Mark Drumsticks, send S3.00 to: Efkay Music Group 2165 «6th Ave., 1 achine. PQ 1181 2P1 
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ACCESSORIES_ 

SOFT CASES & CASI COVERS for any 
musical instrument-insulated, weather-tight, 
and beautiful. FREE brochure, price list and 
fabric samples. COLORADO CASE, (888) 
( X )l.( )( 1ASE, www.ColoradoCase.com. 

DUPLICATION_ 

40 CDs only $99 with AUDK )TECI I ( ID 

M20 0A0S. cI oEmR. (559) 642-2792, www.tubular 

EDUCATION_ 

VOCAL SCIENCE PROGRAM-Atten¬ 
tion Singers, Producers, Managers ...! 
Save time, money and aggravation on your 
singing project. Sore throat? Stuffed up 
sinuses? Loss of energy? Or just a "prima 
donna" tantrum...? lie can help with our 
accelerated SCIENT II IC APPROACH 
I O \ OICEMECHANICS! Noteworthy 
clients include: Raine of Our Lath Peace 
(Sony), Nicole I lughesof Scratching Post. 
Charlene Smith (Warner), Monik (Jaro 
(ANM). Sarina Paris (EMI), ami many 
others ... Diana Yampolsky presents The 
Royans Revolutionary Vocal Immer¬ 
sion Course! If anv singer would like to 
come from any province or country, we are 
able to offer our revolutionary Vocal 
Science Program (Beginner or up-and-
coming artist to pro singer in 10 hours guar¬ 
anteed) DELIVERED TO THEM IN 4 
TO 5 DAYS! Call (416) 229-0976 or 
toll-free at I-888-229-TUNE (8863), 
www.vocalscience.com. 

EMPLOYMENT_ 

LOOKING lor representatives to visit 
music stores and schools, promoting W inston 
band instruments. Send resume to Mansion 
at: FAX (212) 229-0642, Attention: David. 

MASTERING_ 

AUDIOTECH has been providing high 
quality' audio to industry professionals for 
27 years. Unmatched custom mastering 
SPECIAL $37 a song. Common digital 
mastering, $19 a song. Call toll-free for DI A 1( ) 
(877) 361-6781, www.tubular2000.com. 

MUSIC PUBLICATION_ 

The Royans School for the Musical 
Performing Arts Presents: Vocal Science 
- Flight to the Universe, an inspirational, 
revolutionary, ami highly educational book 
by Diana Yampolsky (Vocal Coach/Consult-
ant-Producer/I lealth Practitioner), "¡.earn¬ 
ing to sing does not take years of education, nor 
does it solely involve the singing of scales over 
and over again" - D.Y. "After ONE HOUR 
Iliana was able to instill in my singers a level of 
vocal presentation which they had previously 
been unable to reach in all their career.''' -
Courtney Betty, Entertainment Lawver 
with Betty & Associates. "My beliefi s that this 
book will not only improve your understanding 
about singing but also will improve every aspect 
of your lije" - D.Y. For inquiries and orders, 
please call (416) 229-0976. More info at 
www.vocalscience.com. 

MUSIC STORE_ 

THE MUSIC STORE, lust Opened 
October 1, 2000. Lawrence and Warden 
Location (Toronto, ON). Jackson, 
Washburn, Marshall. Open 7 days a week. 
(416) 751-5424, FAX (416) 751-5809. 
( Rehearsal studios also available.) 

PRODUCT_ 

LET DICK 1IYMAN TEACI I YOU the 
techniques of the master jazz, pianists in Dick 
I lyman’s Century of Jazz Piano CD-ROM. 
“An addictive learning device.” - db. 103 
tunes in interactive MIDI Studio; styles of 
62 artists; 200,000+ words of text; 2 I rare 
videos; 90 minutes of lesson videos; stunning 
graphics. Info: I-800-557-7894; Web demo: 
www.jssmusic.com. 

ABSOLUTE FREEDOM. I urn your 
guitar into any instrument with ultra fast 
tracking AXON-100SB guitar to MIDI 
converter. ABSOLUTE VINTAGE. The 
I lammond-B3 sound. 0X7 MIDl-module 
with Drawbars & Leslie Rotating Speakers, 
for Blue Chip Products in Canada Call Mike 
at I ..A. Records, (450) 458-2819, larecord@ 
total.net. 

RECORDING SERVICES 

CD Manufacturing/Audio Mastering, 
www.twisteraudio.com, (800) 595-0060. 

RECORDING STUDIOS_ 

ATTI NI ION SONGWRITERS/BANDS: 
Let us professionally arrange/produce your 
next song/demo/album. Specializing in 
singer/songw riter demos. We also do MAIL 
ORDER DEMOS. For more information 
write/call: Exodus Studio Productions. PO 
Box 21039, 6677 Meadowvale Town Cen¬ 
tre Circle. Mississauga, ( )N 1.5N 6A2 (905) 
824-8382, e.xodus@pathcom.com. 

MORNING STAR RECORDING 
STUDIOS - Post-production 24-48-track 
analog and digital recording facilities. (416) 
261-8131, FAX (416) 261-0906, info@ 
morning-star.net, www.morning-star.net. 

REHEARSAL STUDIOS_ 

Rumble-Fish Rehearsal Studios. One of 
Canada's finest. Five minutes from Pearson 
airport. (800) 465-6288, www.tumble-fish.com. 

SERVICES_ 

RECORDING, MASTERING & CDs 
AT ONE LOCAT ION! ‘ADATs, 64 
tracks of Pro Tools/24, tube gear, Neumann 
mies. "Music, VOs, digital editing lowest 
prices on major label quality CD ami cas¬ 
sette mastering, design, printing and manu¬ 
facturing. Silverbirch Productions, (416) 
260-6688, info@silverbirchprod.com, www. 
silverbirchprod.com. 

Rumble-Fish Studios. Artist Develop¬ 
ments- Record ing-Rehea rsa I-Musician s-
Bands-F.ducation-Consulting. Call for a 
FREE catalogue. (800) 465-6288, www. 
rumble-fish.com. 

NASHVILLE USA, Award-winning lyri¬ 
cist. Original songs for country music. Call 
Eleanor: (416) 439-5632. 

Releasing a CD can be the most impor¬ 
tant decision of your musical career. Do 
it right the first time, let the experienced 
team at BLR walk you through the process. 

Canadian musician 



From choosing the right studio to publiciz¬ 
ing the event, we will ensure that you maxi¬ 
mize your success rate, and explore all 
avenues. Tap into the experience and re¬ 
sources of the BLR Entertainment Group, 
call (905) 730-MUSIC (6874), www. 
hlrentertainment.com. 

www.arnoldhugostolting.com, Demos-
Singles-Albums-J ingles 

VOCALISTS WANTED_ 

Record Producers seeking FEMALE/ 
MALE PERFORMANCE VOCALISTS 
for trip-hop/rock-alternative recording 
projects. Send demo and picture to: I Inman 
Race Publishing, 5549 St-Michel, Mon-
treal, QC H1Y 2C9._ 

WEB SITES_ 

EinusicEducation.com - The site everyone 
is talking about! 50+ digitally delivered (Adobe 
Acrobat) technique building pdf music books 
(0.99) for all instruments. Plus Frank Vignola 
- guitar, Joe Ascione - drums, Mark Egan -
bass and Bach! Downloadable Sheet Music 
from the Joey DeFrancesco Goodfellas CD. 
EmusicEducation.com. 

Music Software & Hardware -
www.For.MusicTechnology.com/cm for 
the best in price, service and support. Call 
toll-free (888) 562-8822,_ 

www.unsignedartistsdemos.com. Inter¬ 
national Band Promotions, Sign up now! 

www.musicbooksplus.com - Features 
over 4,000+ products that includes books, 
instructional videos, CD-ROMs, software. 
Some of the areas covered are: Music Busi¬ 
ness, Songwriting and Publishing, Record¬ 
ing, Audio Production, Instrument Tech¬ 
nique, Voice Training, Internet Promotion 
... and much more. Secured online order¬ 
ing, 30-day guarantee, free electronic news¬ 
letter, monthly specials, worldwide shipping. 

To place 
your ad in 
Canadian Musician 

please contact Maureen Jack at 
(905) 641-1512 • FAX (905) 641-1648 

mjack@nor.com 

Only 95e a word! 

For more information on 

products advertised in 

this issue, please use the 

reader service card 

located opposite 

page 65. 

AVALON ES DESIGN 
Pure Class ZX 
IVlosic Recording Systems 

VT-737SP Mono vacuum tube preamplifier, opto¬ 
compressor and discrete, Class A four-band equalizer. 
Unlimited rich souno loaded with sonic character, 
ideal for direct to tape, DAW and digital recording. 

VT-747SP Stereo vacuum tube opto-compressor with 
LF and HF spectral side-chain control, discrete Class A six-
band program equalizer and tube bypass. Excellent for 
stereo buss compression, audio sweetening and mastering. 

U5 Mono 100% discrete, 
pure Class A instrument - DI 
preamplifier features: 
variable-gain, noise filter, 
six-bank tone selector. 
Great for electric and 
acoustic instruments. 

high-voltage. pureClass A design. Microphone preampli¬ 
fiers, equalizers and opto-compressors for music recording 
and reference mastering. Characteristics include musically 
transparent signal path with deep extended sound stage 
and natural musical balance. 

' Avalon Design is distributed in Canada exclusively by: 

Audio Distributors International. 1275 Newton St.. Uni 6. Boucherville. Quebec J4B 5H2 

Tel: (450) 449-8177 • Fax: (450) 449-8180 • www.adi-online.net • email: info@adi-online.net 

www.canadianmusician.com Canadian musician 



by Jim Kelly 

Sometimes it takes a few trips around the block for an artist to find the right path. 
For Shannon Lyon and his most recent album, Summer Blonde, that road leads to where 
the pavement turns to clay. Having released a string of solo albums since 1995’s 
Buffalo White, all of which Lyon says'have ended up “in limbo” and can’t be found 
anywhere, the Kitchener-Waterloo singer-songwriter took some time to get various 
aspects of his personal life together. Then he returned to the studio refreshed and with 
a clean slate. In fact, he's been saying that Summer Blonde feels like his "first record.” 
"I was really finally focused,” Lyon explains. “The songs I was writing at that point, it 
felt like I jumped on a really good tack, emotionally. It just felt right.” And it sounds 
right, too. With acoustic instrumentation and sparse arrangements creating a sound as 
open and spacious as a prairie afternoon, Summer Blonde evokes the lyrical country¬ 
folk of Neil Young's classic Harvest album. With Lyon contributing crisp, straightfor¬ 
ward acoustic guitar, hickory-flavoured vocals and the occasional harmonica, the 
album also features the soft weep of pedal steel guitar courtesy of Kim Deschamps, and 
beautifully blended vocal harmonies by the lovely, honest voice of Lisa Winn. From the 
breezy, carefree opening track “The Hobo Song”, to the rustic fatalism of “Right Time 
Of The Year”, and the heart-rending, breakin’-us-up title track, the songs are some¬ 
times pure and easy-going, sometimes bleak and introspective, but always satisfying 
and always real. Highly recommended. 

Shannon Lyon 

Who: Shannon Lyon 
Where: Kitchener-Waterloo, ON ■ 
What: fresh, acoustic country-folk 
Contact: Square Dog Records, • 
Box 98033, 970 Queen St. E., ' 
Toronto, ON M4M 1J0 (416) ■ 
462-2560, FAX (416) 462-9158, ; 

, alex@squaredog.com,' 
summerblonde@squaredog.com, • 
www.shannonlyon.net 

• Stewart Hooey 
. 

Who: Stewart Hooey 
Where: Hamilton, ON 
What: country-soul wi h 
smarts 
Contact: 2357 Barclay 
Road, Burlington, 
ON (905) 681-0969 

Stewart Hooey is making a move. He's taken a leave of absence from his teaching 
job in Hamilton so he can pursue his fledgling music career. After listening to his sec¬ 
ond album, Daughters 01 America, I think he's doin' the right thing. The record is rich in 
smart lyrics and soulful country craftsmanship, but the accent is as much on the ‘sou:’ 
as the 'country,' owing as much to Memphis as to Nashville. “I’m two-thirds coming 
from a soul. R&B. pop perspective, and maybe one third country.” he says, professing 
his love for '60s soul as well as country coolios like Ricky Skaggs, Dwight Yoakam 
and Lyle Lovett. Reflecting that eclecticism, the album's lead-off track. “Incompara¬ 
ble”. begins with a gospel-flavoured intro, before kicking into gear as a rousing paean 
to the perfect woman. The superb "Radio Tower” is a tribute to the late night radio dial 
visitations from powerful southern US AM radio signals, bringing in exotic R&B, blues, 
country and soul music that has been the salvation of many a budding Canadian musi¬ 
cian. “Famous Partners" is a drinkin’ buddy song with a twist that's just screaming for 
a video, and the title track is a soulful plea to the gentler sex from a guy who's just 
looking for a little mercy. All Stew Hooey’s looking for is to get some distribution for 
his record and hopefully parlay that into some radio play. If there's any justice in this 
world, he won’t be going back to his teaching job any time soon. 

How unique is Vancouver’s Zubot and Dawson? So unique they had to come up with 
a new word to describe their music. They’ve followed up on the success of their 1998 
debut album, Strang, (an album which won them a Juno and a West Coast Music Award) 
with Tractor Parts: Further Adventures in Strang. And what is Strang? It’s a word they 
invented to describe the kind of music they make, “as opposed to tacking on a whole 
bunch of adjectives,” explains Steve Dawson. Essentially, it’s shorthand for the heady 
mix of influences and styles they use to create something original. Though most of the 
instruments on Tractor Parts are acoustic and rootsy, they are played with a distinctly 
non-traditional twist. This, in addition to the occasional loops and drum sampling, and 
support from such cameo instruments as a hurdy-gurdy and a “$15 roadside synth," 
gives their arrangements a fun, innovative edge. “We were just trying to avoid a standard, 
stock, acoustic-sounding record because there’s tons of those and we wanted to try and 
make something that was sonically rich and interesting to listen to,” says Dawson. 
Dawson’s Hawaiian and dobro work is stellar throughout, and he picks a mean 6-string, 
too, while Zubot’s fiddle and mandolin playing is truly exceptional. But it’s not just that 
Zubot and Dawson (et al.) are superb players, it’s because they play with an exuberance 
and a spirit of freshness and originality that just can’t be beat. Strang days indeed. 

Who: Zubot and Dawson 
Where: Vancouver, EC 

) What: rootsy and original 
acoustic instrumenta: 
music 
Contact: Black Hen 
Music, PO Box 74661, 
Kitsilano, Vancouver, BC, 
V6K 4P4 (604) 224-5717, 

^FAX (604) 689-3005, 
info@zubotanddawson.com, 
www.zubotanddawson.com 

Zubot and Dawson 

If you are unsigned and would like to be a pan ol Showcase send us a complete bio. glossy black & while photo (no compuler print-outs or scans) and a cassette/CD of your music. Also include an address and phene 

number where you can be reached. Send your complete package to Showcase. Canadian Musician. 23 Hannover Dr. #7. St. Catharines. ON L2W1 A3. 
Showcase also appears on the Canadian Musician Web site at www.canadianmusician.com. 

Jim Kelly is a Toronto-based freelance writer. 

IF YOU FAIL TO MEET SUBMISSION REQUIREMENTS, YOU WILL NOT BE CONSIDERED 
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