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LET TREBAS TRAIN YOU FOR THE CAREER OF YOUR DREAMS 

IMAGINE • FOCUS • CREATE • SUCCEED 

www.trebas.com 

DEVELOPING SUCCESSFUL MEDIA CAREERS THROUGH TRAINING SINCE 1979 

EDUCATION 

AUDIO ENGINEERING & 
PRODUCTION/DJ ARTS 

EVENT&VENUE 
MANAGEMENT 

2340 Dundas Street West, 
2nd Floor 
Toronto, Ontario, M6P 4A9 
Phone:416-966-3066 

Robert Plant with his recording engineer, 
Trebas graduate Michael Piersante. 

550 Sherbrooke Street West, 
Suite #600 

Montreal, Quebec, H3A 1B9 
Phone:514-845-4141 

ENTERTAINMENT RLM&TVPRODUCT1ON 
MANAGEMENT & POST PRODUCTION 

"The education I received at Trebas Institute 
changed my life. Its largely responsible for the four 
GRAMMY® Awards I received including Record of 
the Year and Album of the Year for recording 
'Raising Sand' by Robert Plant and Alison Krauss. 
Trebas gave me skills resulting in my recording the 
music for motion pictures including 'Across the 
Universe', 'Cold Mountain', 'Oh Brother Where Art 
Thou?', 'Happy Feet', and 'Walk the Line'." 

- Michael Piersante 
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Contest closes September 30, 2011 
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performance for a chance to win a / 
Godin LG XT AAA Electric Guitar, 1 
Roland GR-55 Guitar Synthesizer 
and Cakewalk SONAR XI Producer! Zf > 
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Designed for musicians, our two-year Music Performance & 

Technology programs are built on a unique concept: to offer 

the complete range of industry knowledge required to 

take the art of performance to a professional level. 

guitardrums 
keyboards 

OTHER AVAILABLE PROGRAMS: 
MUSIC PERFORMANCE & TECHNOLOGY - BASS GUITAR MAJOR 

MUSIC PERFORMANCE & TECHNOLOGY - GUITAR MAJOR 

MUSIC PERFORMANCE & TECHNOLOGY - VOCAL MAJOR 

MUSIC PERFORMANCE & TECHNOLOGY - KEYBOARD MAJOR 

MUSIC PERFORMANCE & TECHNOLOGY - DRUMS & PERCUSSION MAJOR 

AV í I 
INSTITUTE Of SOUND & MUSIC PRODUCTION 

ALL OF OUR DIPLOMA PROGRAMS ARE APPROVED VOCATIONAL PROGRAMS UNDER THE PRIVATE CAREER COLLEGES ACT, 2005 

• SHOW PRODUCTION & EVENT MANAGEMENT 
* AUDIO PRODUCTION & ENGINEERING 
* ENTERTAINMENT BUSINESS MANAGEMENT 
• PROFESSIONAL SOUND AND BUSINESS -
STUDIO PRODUCTION MAJOR 
* PROFESSIONAL SOUND AND BUSINESS -
LIVE PRODUCTION MAJOR 
■ PROFESSIONAL SOUND 

PLUS CERTIFICATE COURSES IN 
PRO TOOLS, LOGIC, REASON AND MORE 

CALL NOW TO BOOK YOUR AUDITION: 
905.279.4000 PH • 1.866.783.2200 TOLL FR66 

CANADA'S €UT€ €NT€RTAINM€NT ARTS SCHOOL 

metalworksinstitute.com 
Metalworks Plaza • 3611 Mavis Road, Mississauga, ON L5C 1T7 
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THE RETURN OF BIG ASS SOUND. 
get it sounding good on those 
speakers it will sound good on 
a variety of speakers. It'll sound 

The new 20/20BAS respects the tone and character that made the original 20/20s 
a standard in studios the world over. Using the original transducer design 
combined with modern manufacturing practices, and leveraging technology 
straight from Event's flagship Opal monitor, the 20/20BAS is set to revolutionise 
the way you hear your mix. 

The time has come to revive the legend. 
Introducing the new 20/20BAS. 
It's ready to take back the crown. 

good on the TV, sound good in 
the car, sound good on 
headphones." 

-FREDWRECK 
ISNOOP DOGG, 50 CENT. EMINEM, BRITNEY SPEARS) 

"A lot of times monitors will give 
you an artificial sound that will 
sound really good in the studio, 
but doesn't necessarily translate 
outside. The 20/20s really give 
you that true sound that will 
sound good everywhere." 

r^l ■ DISTRIBUTED IN CANADA EXCLUSIVELY BY AUDIO DISTRIBUTORS INTERNATIONAL 
I l(l“\ IXI 1275 NEWTON ST, UNIT 6, BOUCHERVILLE, QC J4B 5H2, TEL: (450) 449-8177 FAX: (450) 449-8180, www.adi-online.net 

-MAVER HAWTHORNE 
ARTIST, PRODUCER. ENGINEER 



How TAXI Got My Music into U.S. TV Shows 
Jean Custeau — TAXI Member 

1 live in Québec and started 

playing the guitar when I was 13. 

45 years and six albums later. I was 

no closer to a steady musical career 

than when I started. 1 had pretty 

much given up my dream of a Gold 

Record, but I still had my studio and 

have been able to eke out a living 

recording other people. 

A Friend Told Me About TAXI... 
I joined TAXI in 2006. and 

immediately began submitting my 

music. TAXl's A&R people quickly 

helped me to figure out which 

genres I was best at—light classical 

ballads, tangos, waltzes, and French 

music—so I concentrated on doing 

those even better. I built on my 
strengths. 

My First Ikai Opened More Doors! 
I signed my first deal through TAXI 

for two songs with a top Film/TV 

Music Publisher in Studio City, 

California in 2007.1 landed my first 

placement eight months later in the 

TV series Monk. Since then. I’ve 

signed dozens of deals with several 
major Production Music Libraries 

and Publishers in the U.S. and 

overseas. I now have open doors 

with all of them because I joined 
TAXI. 

The Placements Keep Rolling In 
I’ve already had two placements in 

Brothers and Sisters, four in 
10 Things 1 Hate About You, and 
one in an Independent film. The 
Sweet Smell of Success, starring 
Billy Bob Thornton. I’ve also 

signed five more of my songs with 

a record label that markets all over 

Europe ! 

My Biggest Check So Far... 
I’d heard on TAXl's online Forum 

that it typically takes five to seven 

years to build momentum —I guess 
I’m living proof. In 2010, a 

significant part of my income was 
from licensing fees. In February of 

2011,1 received my biggest payment 

ever from SOCAN. 

Don’t Wait 45 Years to Become 
an Overnight Success 

Frankly, I had given up hope of 

success with my music, but TAXI has 

changed all that. I’ve put off my 

retirement, my music gets heard by 

millions of people, my self¬ 

confidence is soaring, and I get to 

network with talented musicians from 

all over the world. 

TAXI doesn’t promise miracles, but I 

think it can work for everyone, from 

everywhere, at every age and most 

importantly, in every style. As long 

as you’ve got a real passion and are 

ready to work hard, TAXI can take 

you where you need to go. Call them! 

The World's Leading Independent A&R Company 

1-800-458-2111 



WKATS ON YOUR MIND? PeedQack 
FEEDBACK c/o Canadian Musician, 

(CKTB.«Ot 

23 Hannover Dr., #7, St. Catharines, ON L2W 1A3 
FAX: 888-665-1307 • info@nor.com, 
www.canadianmusician.com to write electronically. 

Rooting For Roots I 
I've been meaning to write in since reading 
your article on Old Man Luedecke in the July/ 
August 2011 issue. It was a very pleasant surprise 
seeing his name on the cover, and the article 
was even more of a treat. I very much like Old I 
Man Luedecke's music and think he's one of our 
country's real treasures. He deserved those JUNOs. j 

I've noticed over the last year or two that CM has ■ 
been casting a wider net on the types of musicians I 
being covered. I appreciate that even though you're 
still focused on the mainstream, you've been spotlight-
ing musicians from less-mainstream genres. I've read I 
about some cool "on-the-way-uppers" (like Mother I 
Mother from the same issue) as well. Between them I 
and Doc Walker, plus some of the people in the piano •— 
article (Keyboards 2011), it was a fine issue. 

I hope you keep on this path and we start to see more blues, jazz, 
and folk artists in future issues. For now, keep up the great work. 

Raymond S. 
Red Deer, AB 

Ed. Great hearing from you, Raymond. We'll take that last line as a 
challenge. Expect more diverse content in upcoming issues, including a piece 
on Francophone artists and the Quebec music scene. 

i_ Knots 

SCORING FOR FIW J TV 1 

aOiOiMMlUEOECKF 
• Fresh Grföth to OW Roots 

CANADIAN 
M U S IC I cm 

Uploading from DOWN Under 
PEI folk/rock artist Tim Chaisson (second 
from right) of Tim Chaisson and Morning 
Fold is heading down under for his first 
Australian tour in October and will be 
checking in with regular video blogs for 
CM. Tim's just signed with Bumstead Pro¬ 
ductions after a busy summer of touring 
the festival circuit. 

Keep an eye on musician.com/multimedwiaw w.Canadianfor the blogs, 

and visit now for content including a wrap-
up of the 2011 Honeyjam Showcase, a tour 
of the Yorkville Sound factory, and clips 
from the S.C.E.N.E. Music Festival earlier 
in the summer. 

There's lots to "Like" about the CM Facebook page, as we've 
just surpassed 8,000 fans and counting. Not only will you be 
connected with other musicians and readers from across the 
country (and the globe), but you’ll also be kept in the loop about 
the latest industry news and opportunities for musicians includ¬ 
ing contests, showcases, and workshops. We also post plenty 
of fun, interactive content to get the discussion going between 
musicians. 

Simply enter "Canadian Musician Magazine" into Facebook's 
Search field to access the page and become a fan. 

You can also find us on Twitter at: www.twitter.com/cdn 
musician and on MySpace (yep, MySpace) at www.myspace. 
com/canadianmusicianmag 
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By Craig Leach 

Canada is a nation with a long¬ 
standing tradition of support¬ 
ing its cultural assets. À part 
of this is providing funding to 

help support and develop cultural in¬ 
dustries. There are several private and 
public organizations that offer grants 
and awards to musicians who want 
to bring their game to the next level. 
Whether it's a travel grant that will get 
you to that summer festival, a recording 
grant to cover studio time, or a devel¬ 
opment grant that allows you to attend 
specialty workshops to improve your 
playing or expand your knowledge, 
there is a veritable honey-pot of funds 
available to Canadian musicians. You 
just need to know how to access it. 

THE MANDATE 
In Canada, there exist plenty of national, 
provincial, regional, private, and public 
organizations with mandates of provid¬ 
ing funding and support to cultural proj¬ 
ects. A few of the majors are Canada 
Council Of The Arts (CCA), FACTOR, 
SOCAN Foundation, as well as a slew 
of provincial and regional organizations 
such as Music Nova Scotia (MNS). 

Although grant distribution, eligibili¬ 
ty, deadlines, and criteria differ between 
these organizations, they all share the 
same goal: to foster, support, and de¬ 
velop cultural creativity, artistic expres¬ 
sion, and the Canadian music industry. 

Scan this QR Code, or visit: 
www.canadaart.info, for a list of 

additional granting organizations. 

"All of our grants are focused on 
supporting the activities which are 
benefiting Canadian songwriters and 
composers in some way, either directly 
or indirectly," says Rick MacMillan, 
Manager of the SOCAN Foundation. 
The SOCAN Foundation, which oper¬ 
ates on an annual budget a little over 
S2.5 million and provides funds to over 
400 activities a year, accomplishes this 
mandate through sponsorship of festi¬ 
vals, showcases, individual grants, and 
more. 

"We offer cash flow for projects," 
slates MNS Executive Director Scott 
Long, "which is really a major issue 
in the music industry." MNS doles out 
$300,000 a year to individual artists and 
bands, organizations, as well as indus¬ 
try professionals such as managers and 
producers. 

Lucas Shuller, Program Officer for 
the music division of the CCA, supports 
these notions, saying grants allow mu¬ 
sicians to focus on their art. "For a lot of 
musicians, if they can get to the point 
where they are earning a living playing 
music, it usually means being a session 
player or teaching, which is great to pay 
the bills, but it doesn't necessarily give 
you the time to work on your own craft 
or creative projects." 

TYPES OF GRANTS AVAILABLE 
From funding to help cut your first demo 
to supporting international tours, there 
is a huge variety of grants available to 
help musicians from Canadian organi¬ 
zations. Those include: 

Travel & Tour Support 
For many emerging artists, travel and 
tour expenses can quickly add up and 
stall any aspirations of playing music 
outside their locality before they even 
pack the first case. As such, travel and 
touring grants are one of the more popu¬ 
lar grants available, with nearly every 
organization offering funding in one 
form or another. 

GRANTING ORGANIZATIONS 
Here is a list of a few Canadian or¬ 
ganizations that administer grants 
and funding to musicians. Visit the 
websites for additional information 
including eligibility criteria, dead¬ 
lines, contact information, and avail¬ 
able grants. 

Alberta Music Industry Association 
www.amia.ca 

British Columbia Arts Council 
www. Pcartscouncii. ca 

Conseil des arts de Montreal 
www. artsm onireal. orq 

Manitoba Music 
www. manitobam usic.cotr 

Music New Brunswick 
www.m usicnh. arg 

Music Newfoundland & Labrador 
wrvw.musicni.ca 

Music Prince Edward Island 
wrvw. m usicpej. com 

MusicYukon 
www.m usicyukon. com 

Ontario Arts Council 

Radio Starmaker Fund 
www. s tarmcker ca 

Toronto Arts Council 
www.forontcartscoi.ncil org 

Canada Council for the Arts 
www.canadacouncil.ca 

Canada Music Fund 
www.pch.gc carcmi-music 

Music BC 
www. musicbc o:g 

Music Nova Scotia 
www.musicno/asco‘ia.cn 

Foundation Assisting Canadian 
Talent On Recordings 
www. factor, ca 
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LUCAS SCHULLER 

term grants (six months), an artist may 
receive up to $12,000, while the long¬ 
term grant extends over 12 months. 

Production 
Your music is your greatest commodity. 
Having a great-sounding recording of 
that music is paramount; unfortunately, 
booking studio time and an engineer 
can be a costly endeavor. Luckily, there 
are several grants available that will 
provide funding to help cover the cost 

"Our definition of a tour is anything 
that has three dates outside of your 
own province," explains Schuller of the 
CCA's Music Touring Program, which 
also includes support for international 
tours. "You provide a full budget for the 
tour and the grant covers whatever the 
shortfall is on the budget." 

Similarly, Music Nova Scotia, un¬ 
der its Export Development Program, 
"offers funding for travel and tour out¬ 
side of Nova Scotia," notes Long. The 
SOCAN Foundation also makes funds 
available "to artists and bands any time 
they are invited to showcase at music 
industry conferences outside Canada," 
shares MacMillan. 

RICH MACMILLAN 

Development 
As mentioned earlier, finding the time 
and money to work on playing your own 
music or realize a certain project can 
be difficult. To alleviate some of these 
pressures, granting organizations will 
often offer developmental grants, de¬ 
signed to provide funding to cover cost 
of living or admission to professional 
development seminars and workshops. 

"Grants To Professional Musicians 
is our basic grant," says Schuller. "It's 
also our most competitive." This grant, 
offered in both long-term and short¬ 
term variations, as Schuller explains, 
essentially "covers cost of living while 
an individual musician pursues some 
kind of creative and artistic develop¬ 
ment." He notes that these projects can 
include advancing your studies, con¬ 
ducting research, or composing music 
for a personal creative project. For short-

of such projects. 
FACTOR'S Demo and Commercially-

Released Single Program, commonly 
referred to as the "Demo Program," 
assists Canadian artists, professional 
songwriters, and music publishers in 
producing a high-quality recording 
which may be used for demo purpos¬ 
es and/or released commercially as a 
single or EP This program can provide 
up to 75 per cent of the "total eligible 
budget" to a maximum contribution of 
$1,500. 

Additionally, the CCA has recently 
introduced the Production Grant In 
Music program that provides funding 
"that can support either a single self¬ 
produced concert or recording project, 
or a combination of both, such as a 
recording of a live performance," says 
Schuller 

TIPS FOR SUCCESS 
As you can imagine, these grants are 
highly competitive. Every organiza¬ 
tion receives more applications than 
can possibly be approved. "The grant 
process is so competitive that juries re¬ 
ally do wind up looking for a reason not 
to support a project," shares Schuller, 
adding: "So you don't want to make 
any careless mistakes with your ap¬ 
plication.” 

Ensuring your application doesn't 
end up on the chopping block, grant¬ 
ing organizations reiterate that due 
diligence in making sure you are eli¬ 
gible for a specific grant is paramount. 
"Never apply for any type of funding 
until you have had a consultation with 
the program officer who is administer¬ 
ing the program," says Long. "Often 
times, we see a lot of people that don't 
consult and it turns out to not be an 

eligible project, their expenses aren't 
eligible, or they are not eligible them¬ 
selves and it ends up being a waste of 
time for everybody." 

"We have guidelines and application 
forms," says Schuller, "and it's really 
important for the applicant to read all 
of it. They may look clunky and long, 
but there's important information and 
it's really worth your while." 

MacMillan offers the following 
sage warning: "It's always important 
to submit all the material in the way 
it's requested. Because we get so many 
applications, there really is no time to 
get back to people whose applications 
are incomplete; it's their problem, un¬ 
fortunately." 

Not only do grants help an individual 
musician or band with much-needed 
funding for projects, the big-picture 
benefit of funding arts is the strength¬ 
ening of the industry as a whole. 

"I think the music scene in Canada 
is really strong right now and it's in no 
small part thanks to the grant systems 
that we have here," highlights Long, 
noting in comparison to a country 
such as the United States, Canada does 
much to support its artists. 

It's important to realize that there is 
available funding out there; it just takes 
careful research, diligence when apply¬ 
ing, and having the motivation to fur¬ 
ther develop yourself as an artist. And 
as Long emphasizes, remember: "All 
granting organizations have program 
officers whose job, in part, is to help 
people out. Our job is to try and find 
people money, not keep them away 
from it." 

Craig Leach is Assistant Editor of 
Canadian Musician. 
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Economic Impact Of East Coast Music Week Totals Nearly $2.5 
Million 

■ Attendees oí the 2011 East Coast Music Week in Charlottetown injected more than $2.4 million into the PEI economy, 
according to an economic impact study commissioned by the East Coast Music Association (ECMA), with assistance from 
the Province of Prince Edward Island and the Department of Canadian Heritage under the Federal Provincial Territorial 
Tourism Initiative. 

During the ECMA's East Coast Music Week 2011, the Dunne Group conducted data collection and generated an estimate 
of the economic impact of non-resident visitor expenditures over four days between April 13 and 17, 2011. 

"What underscores the veracity of this study," says Su Hutchinson, Executive Director, ECMA, "is that it was executed 
under a stringent federal reporting model, the Economic Impact Model for Arts and Heritage, created to ensure balanced 
and comparable reporting for events across the country." 

Although the study focused on tourism spending. East Coast Music Week resulted in millions of more dollars for the 
island's economy, thanks to exposure through national and international media, the worldwide webcast of the gala, the 
television documentary Birthplace Of The Beat, and the operational budget spent within the province. 

For a copy of the complete study, contact ECMA: 800-513-4953, FAX 800-513-4953, ecma@ecma.com, www.ecma.com. 

BÉNÉDICTE LAUZIÈRE 

Montreal Violinist Wins 
Inaugural Michael Measures 

Prize 
■ Bénédicte Lauzière, a 21 -year-old violinist from Montreal, is 
the first-ever winner of the Canada Council Michael Measures 
Prize. Launched in September 2010, the prize awards Lauzière 
with $15,000 to help build her career. 

"We are delighted to partner with the National Youth Or¬ 
chestra Canada in investing in young Canadian talent," says 
Robert Sirman, Director and CEO of the Canada Council for 
the Arts. "This prize is made possible thanks to a $1 million 
bequest from the late Michael Measures and in awarding the 
prize to Bénédicte Lauzière it is clear that Mr. Measures' pas¬ 
sion for music lives on." 

For more information contact the Canada Council: 613-566-
4414, FAX 613-566-4390, www.canadacouncil.ca. 

[12] * CANADIAN MUSICIAN 



P
H
O
T
O
:
 
E
X
T
R
E
M
E
 
A
I
R
 S
H
O
T
S
 

SXSW 2012 Accepting Showcase Applications 
H The 2012 edition of the SXSW Music and Media Conference and Festival is now accepting showcase applications. Tak¬ 
ing place March 13-18, 2012 in Austin, TX, the 26th edition of SXSW will feature a keynote address, panels, interviews, 
workshops, mentor sessions, peer meetings, a trade show spanning the music, interactive, and film industries, the Music 
Gear Expo, and official SXSW day parties. 

SXSW Music is now accepting showcase applications for acts to perform at the 2012 music festival. Musicians can apply 
for an opportunity to perform for the well over 16,000 industry representatives including almost 3,000 media representatives 
and the thousands of fans in attendance. 

To apply, go to www.sxsw.com/music/shows/apply. All applications must be submitted no later than November 4, 2011. 
For more information on every aspect of SXSW, visit: www.sxsw.com. 

CRTC Approves CRFC Structural & 
Operational Plan 

H Nearly one year ago, the CRTC announced that the campus and 
community radio sector would begin receiving mandatory Canadian 
Content Development (CCD) contributions. 

It was the first decision of its kind for the sector, as, until then, there 
had been no dedicated funding for stations from coast-to-coast-to-
coast. In order for the Community Radio Fund oí Canada (CRFC) to 

manage these contributions for the sector, it 
was asked to submit a detailed structural and 
operational plan that described governance, 
operations, and a plan for distribution. 

For the last year, the CRFC has been re¬ 
ceiving 0.5 per cent of tangible benefits when 
there is a transfer of ownership or control of 
commercial radio undertakings. Since the 
2010 decision, Canada's private radio broad¬ 
casters have committed $2.9 million over 
seven years in mandatory and voluntary CCD 
contributions. 

Now that the CRTC has approved the 
CRFC's plan, CRFC will begin receiving 15 
per cent of commercial radio licensees' basic 

annual contributions to CCD. This will mean at least $700,000 each 
year for the CRFC and the campus and community radio sector. 

"It has been a long year, full of planning, research, and learning," 
says CRFC President John Harris Stevenson. “The CRFC has distrib¬ 
uted $480,000 to 47 recipients in the last three years. With this deci¬ 
sion, we will be distributing twice that amount every year. Today's 
decision is an important step for us in reaching our vision of being a 
meaningful financial tool for the development and sustainability of 
campus and community radio in Canada." 

For more information, contact CRFC: 613-321-3513, FAX 613-562-
2182, admin@communityradiofund.org, www.communityradiofund.org. 

JUNO Awards To Return 
To Canada's Capital In 

2012 
H The Canadi¬ 
an Academy of 
Recording Arts 
and Sciences 
(CARAS), along 
with broad¬ 
cast partner 
CTV, have an¬ 
nounced that 
Ottawa will 
host the 2012 
JUNO Awards 
and JUNO Week 
events and fes¬ 
tivities, hap¬ 
pening March 
26-April 1, 
2012. 

"We're very 
pleased to re¬ 
turn to Ottawa for the first time since 2003's 

MELANIE BERRY 

spectacular success of hosting Canada's music 
awards," says Melanie Berry, President and CEO, 
CARAS/The JUNO Awards. "We anticipate that for 
sponsors, fans, and the viewing public alike, Ot¬ 
tawa will once again capture the excitement and 
spirit of celebration that only Canada's capital 
can deliver." 

For more information, contact CARAS: 416-
485-3135, FAX 416-485-4978, info@carasonline. 
ca, www.junoawards.ca. 
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POP Montreal Announces Programming For 10th Edition 
■ POP Montreal, an international music festival taking place 
this year from September 21-25, is celebrating its 10th an¬ 
niversary. 

Since 2001, POP Montreal has provided a place for music-
oriented discussions in its programming, bringing together 
elements such as The Symposium, a free daytime event dur¬ 
ing the festival featuring panel discussions, how-tos, DIY 
projects, workshops, and open-concept conferences. It is 
meant to shed light on key themes and important issues 
faced by young artists, who in turn are invited to join in for 
more animated and interactive discussions. 

"We always try to be most relevant to our main audience: 
POP Montreal artists and concert-goers and in such offer them 
free events that will engage their minds and concerns," ex¬ 
plains Symposium Director Patricia Boushel. "Through our 
conversations, panels, and workshops, we re able to generate 

more spontaneous and real-world learning situations." 
The schedule for this year's Symposium will include vocal¬ 

ist Merrill Garbus of the tUnE-yArDs, who will discuss her 
recent forays into composition for vocal ensembles. Gary 
Lucas' Captain Beefheart Symposium will provide a crash 
course about Don Van Vliet, the Captain himself. The Sym¬ 
posium will also present a talk with The Raincoats at the 
Canadian art opening of The Raincoats: Adventures, where 
original bandmembers Gina Birch, Ana da Silva, and ShirUy 
O Loughlin will talk with local artist and academic Roxanne 
Arsenault (Donzelle) about their sound of then and now, the 
communities they sprang from and engendered, the art they 
are still producing, and the lives they've led. It will also fea¬ 
ture a series of free talks and presentations. 

For more information and a complete schedule listing, 
visit: www.popmontreal.com. 

óoaíf Artkfi Thrive- With The 2011 Frcwram 
H The East Coast Music Association (ECMA) has announced surpassed levels of confirmed business for east coast artists 
resulting from the 2011 ECMA International Program. 

Early reports from members and program delegates indicate the 2011 International Export Buyers 
Program delivered a substantial increase in the level of export business development from exporting 
music companies and new exporters who have exported their product outside the country for the 
first time into new markets where repeat business is anticipated. Immediate and direct secured 
business negotiations have exceeded the highest plateau in the program's decade-long history. 

"ECMA's International Program continued to build its reputation of bringing top quality del¬ 
egates from across Canada and around the world who deliver export business opportunities to our 
members, says Shelley Nordstrom, ECMA Export Manager. "It provides an international market¬ 
place for business development for Atlantic Canadian artists and companies with many securing 
business contracts, international tours, festivals, booking agent signings, promoter representation, 
and film and television music placement licensing deals." 

For more information, contact ECMA: 800-513-4953, FAX 800-513-4953, ecma@ecma.com, 
www.ecma.com. 
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L-R: MEMO ACEVEDO. MARCUS SANTOS. ALDO MAZZA. MICHAEL WIMBERLY & NEIL PEART. 

KoSA Wraps 16th Annual International Percussion Workshop, 
Drum Camp & Festival 

■ The 16th Annual KoSA International Percussion Workshop, Drum Camp, and Festival wrapped its annual week of intensive 
study and interaction with international drum and percussion masters, including a special surprise guest. 

Participants and faculty alike were stunned when Rush drummer Neil Peart took centre stage at the camp's closing ses¬ 
sion and took a few questions from KoSA participants. For a postscript, KoSA Founder Aldo Mazzo and KoSA artist faculty 
members Marcus Santos, Michael Wimberly, and Memo Acevedo joined Peart for a spontaneous percussion performance. 

Registered participants came this year from as far as Mexico and the U.K., and all over the U.S and Canada to study 
with KoSA's faculty. "There are many great percussion festivals around the world where the students are the audience. At 
KoSA, the students are the music," says first-time faculty member Dominick Cuccia. "If a young drummer or percussionist 
can only have one mind-blowing, once-in-a-lifetime experience, KoSA is the perfect place to have it!" 

Two KoSA Lifetime Achievement Awards were given out during the course of the week - the first to Jimmy Cobb, a 
jazz drummer who among others, played with Miles Davis, and the second to Peart, whose work with Rush has inspired 
thousands of young drummers. 

"KoSA has a distinct family atmosphere of unparalleled sharing and giving, where personal egos are checked at the 
door," says KoSA Co-Founder Jolán Kovács-Mazza. "It is the nature of every KoSA event to be a distinctly personal journey 
and this runs in multiple ways, between teacher and student, student and teacher, and also teacher to teacher." 

For more information, contact KoSA: 514-482-5554, info@kosamusic.com, www.kosamusic.com. 

MacEwan 

UUE HAVE A [ PROGRAM | FORTHAT 

Creative. Community. You’ll fit right in. 

Music Diploma Program 
MacEwaris acclaimed two-year program. 
Developing musical talent for over 30 years. 
www.MacEwan.ca/MusicDiploma 

Bachelor of Music in Jazz and 
Contemporary Popular Music 
A new four-year academic degree. 
Launched in September 2011, Edmonton, AB 
www.MacEwan.ca/MusicDegree 

Ready to expand 

your musical 

horizons? 

Music I Degree. Diploma. Grant MacEuuan University 
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Lucky Uke Sets New World Record 
■ As part of Montreal's Just For Laughs Festival, the band 
Lucky Uke played for 45 minutes and successfully managed 
to beat the world record for most people playing a ukulele 
in unison. 

1,288 people gathered on the festival square and played 
in unison with Lucky Uke to the tune of the band's latest 
single "We're Not Gonna Take It." As a result, the previous 
world record of 851 people was beaten. 

Matt Laurent, the leader of the band, described the gather¬ 
ing as "Fantastic. An event of a lifetime!" 

CRYSTAL AMLERS FROM HPX 2010. 

Halifax Pop Explosion Confirms 
Full 2011 Lineup 

■ The Halifax Pop Explosion (HPX), an international music 
festival and conference that presents 150 bands in 20 ven¬ 
ues to more than 17,000 fans and industry delegates, has 
confirmed its complete 2011 artist lineup. 

Taking place October 18-22 in Halifax, this year's festival 
features performances from Thee Oh Sees, Stars, Fucked 
Up, JEFF the Brotherhood, The Juan Maclean, Dan Mangan, 
The Pains of Being Pure at Heart, Chad VanGaalen, The 
Thermals, and others. 

In addition to the five days of musical performances, 
HPX's #POPular Conference takes place from October 20-
22, featuring panels, discussions, and debates on music, 
culture, and technology. Speakers at the conference include 
Martin Atkins (Band Smart), Wendy Day (The Rap Coalition), 
Kevin Erikson (All Ages Movement Project), Jacoub Bondre 
(Culture Shock) along with other booking agents, festival 
programmers, record labels, and media representatives. 

For more information on the festival, visit: 
www.halifaxpopexplosion.com. 

Meet You At 
Triumph Lune 
■ The city of Mississauga, 
ON honoured a few of its 
best-known sons with the 
naming of a new street 
after the iconic Canadian 
rockers Triumph. Drum¬ 
mer Gil Moore, guitarist 
Rik Emmett, and bassist 
Mike Levine were joined 
by family, friends, and 
fans in the unveiling of 
the new sign. The street, 
named Triumph Lane, is 
located in a newly-built 
subdivision in the city’s 
north end. 

RIK EMMETT, GIL MOORE & MIKE LEVINE 

TiANA 

Sweet 16 HoneyJam Showcase 
A Success 

■ The Honeyjam Showcase, the annual all-female, multi¬ 
genre, multi-cultural artist showcase, celebrated its 16th an¬ 
niversary on August 11, 2011 at Toronto's MOD Club Over 
the past 16 years, Honeyjam has been the jump-off for such 
performers as Nelly Furtado, Jully Black, and Reema Major. 

MuchMusic's Sarah Taylor returned to host the evening 
event, which saw 19 artists grace the stage. As part of Honey-
Jam's mandate, prior to the showcase, each artist was given 
the opportunity to participate in a free artist workshop at Har¬ 
ris Institute and also received one hour of one-on-one vocal 
and performance coaching time with Elaine Overholt. They 
also received one hour of consultation time with Universal 
A&R head Ivan Evidente. 

"I think that this crop of musicians and artists will be 
presented with more opportunities than out of any other Hon¬ 
eyjam event," remarks Ebonnie Rowe, President and CEO of 
PhemPhat Productions and Founder of Honeyjam. "They're 
just at that level; they are ready for prime-time." 

For more information, contact Honeyjam: honeyjaminfo@ 
gmail.com, www.honeyjam.com. 
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SOCAN Members 
Receive 

Highest-Ever 
Royalties In 
August 2011 

H Eric Baptiste, CEO of SOCAN, has 
announced that the recent quarter¬ 
ly payment of royalties to SOCAN 
members, which occurred in Au¬ 
gust 2011, reached a record high at 
$75 million, including $47 million 
based on established tariffs plus a 
special distribution of $28 million 
in arrears for radio performances 
between 2003 and 2010. The spe¬ 
cial distribution is due to additional 
revenues resulting from the resolu¬ 
tion of litigation related to Tariff 1A 
(Commercial Radio). 

"The boost in royalties that SO¬ 
CAN members received in August 
represents an increase to the in¬ 
come which Canadian music cre¬ 
ators and publishers depend on to 
make a living," says Baptiste. "SO¬ 
CAN continues to work diligently 
towards ensuring that our members 
are paid adequately through the li¬ 
censing of music use in Canada." 

The November 2011 royalty pay¬ 
ment will include a special distri¬ 
bution of $24 million, as a result of 
the recent decision by the Copyright 
Board of Canada to allow payment 
of royalties based on revenues re¬ 
ceived by SOCAN under Tariff 25 
(Satellite Radio). 

For more information, including 
a copy of the full report, visit: www. 
socan.ca. 

THE 

he Sheepdogs 

f mor wrrs is. in 

Saskatoon, SK's The 
Sheepdogs have been named 
the winners of the first-ever 
"Do You Wanna Be A Rock & 
Roll Star?" competition, which 
has the band featured on the 
cover of Rolling Stone maga¬ 
zine. The rock band was se¬ 
lected by consumer votes to' 

'Gonna Guy 
Five Copies 
For My 
Mother"...The 
Sheepdogs 
Featured On 
Holling Stone 
Cover 

be the first-ever band or artist 
not signed to a major label to appear on the cover of the publication. 

"It's been a fantastic exper.ence watching aM these gifted artists vie for the 
iconic honour of being on the cover of Rolling Stone," says Craig Kaliman, 
Atlantic Records Chairman and CEO. "Now the people have spoken, and we 
congratulate The Sheepdogs on coming out on top in this unprecedented 
competition." 

For more information, visit: www.theskeepdogs.com. 
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Hopscotch Brings The Bent Bock 
H Hopscotch Halifax, a hip-hop festival that celebrates urban and hip-hop culture, recently returned for its second year of 
showcasing international and local artists representing various art forms. 

"With a focus on urban art and hip-hop culture, Hop¬ 
scotch is an exciting chance for today's youth to come 
celebrate and share their passion for all forms of urban 
culture," says Drew Moore, Chair of Hopscotch. "This 
event is about engaging youth and our vibrant urban 
community." 

On September 8, Hopscotch hosted a Live Art Jam 
outside the Art Gallery of Nova Scotia. This event featured 
a 28-ft. boat painted live by contemporary artists from 
Paris, Toronto, and Halifax. The main event had New York 
based hip-hop artists The Beatnuts as the headliner of 
an all-ages free concert, which took place on September 
10th. Also on the 10lh was the Roast The Coast National 
Bboy Competition, 

Additionally, the 14th year of the DJ Olympics had 
emcees, beatboxers, and DJs face-off to earn prizes. The 
big finale was held at Palookas Boxing Club in the heart 
of downtown Halifax. 

For more information visit: www.hopscotchhalifax.com. 

COMIA g- MROC Announce Strategic Partnership 
HI The Canadian Council of Music In¬ 
dustry Associations (CCMIA) and Mu¬ 
sicians' Rights Organization Canada 
(MROC) have announced the formation 
of a strategic partnership. 

MROC is a federally-incorporated, 
not-for-profit collective society whose 
objectives include the collection and 
distribution of performer remuneration 
collected by Re:Sound, a music licensing 
company formerly known as the Neigh¬ 
bouring Rights Collective of Canada. 

This function was previously carried 
out by Musicians' Neighbouring Rights 

Royalties, an adjunct to the Canadian 
office of the American Federation of Mu¬ 
sicians. The AFM recently assigned that 
function to MROC, which was formed to 
be a stand-alone copyright collective. 
This is an important stride for Canadian 
musicians who now have working for 
them an independent organization gov¬ 
erned exclusively by Canadian musi¬ 
cian performers. 

MROC's sole function is to collect 
and distribute to musicians the per¬ 
former's share of neighbouring rights 
royalties stipulated under various tar¬ 

iffs approved by the Copyright Board 
of Canada. 

"Who better to govern and man¬ 
age the complexities of these newly-
established performer entitlements than 
the very music industry professionals 
(musicians) who helped fight for and 
promote the inclusion of neighbouring 
rights under the Copyright Act, through¬ 
out the early development of the concept 
and beyond?" says Len Lytwyn, MROC's 
Executive Director. 

For more information, visit: www. 
musiciansrights.ca. 

BLACK LUNGS ROCKING NXNE 2011. 

by December 31 cost $28; after December 31, the fee rises to $38. 
NXNE reports that 2011 was the festival's best year ever, with over 

300,000 people experiencing NXNE Music, Film, and Interactive over 
seven days. NXNE artists are offered the opportunity to reach thou¬ 
sands of new fans, meet industry people, and be noticed by national 
and international media. 

For regular updates or to submit, visit www.nxne.com. 

18th Annual NXNE Now Open For 
Submissions 

I Submissions for the 18th annual edition of the NXNE Music and Film Festival, 
taking place June 11-17, 2012 in Toronto, are now open. Submissions will be ac¬ 
cepted online only at www. 
nxne.com until January 31, 
2012. 

Artists can visit www. 
nxne.com and follow the 
links to submit music to 
NXNE. Submissions received 
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■ CCMA Country Music Week 2011 
Hamilton, ON 
September 9-12, 2011 
416-947-1331, FAX 416-947-5924 
country@ccma.org, www.ccma.org 

■ The Totally Huge New Music Conierence 
Perth, Australia 
September 16 19, 2011 
+61 08-9228-3711, 
FAX +61 08-9228-1808 
info@tura.com.au, www.tura.com.au 

■ Pro AV Golf Tournoment 
Caledon, ON 
September 21, 2011 
905-641-3471 
jnorris@nor.com, www.proavgolf.com 

■ POP Montreal 2011 
Montreal, QC 
September 21-25, 2011 
514-842-1919, FAX 514-664-1063 
www.popmontreal.com 

■ Billboard Future Sound 
San Francisco, CA 
October 5, 2011 
212-493-4263 
conferences@billboard.com, 
www.billboardevents.com 

■ Celtic Colours International Festival 2011 
Cape Breton, NS 
October 7-15, 2011 
902-562-6700, FAX 902-539-9388 
info@celtic-colours.com, 
www.celtic-colours.com 

■ Music China 
Shanghai, China 
October 11-14, 2011 
+852-2238-9901, FAX +852-2598-8771 
music@hongkong.messefrankfurt. 
com, www.musikmesse.com 

■ 25 lh Ontario Council of Folk Festivals (OCFF) 
Niagara Falls, ON 
October 13-16, 2011 
613-560-5997, FAX 613-560-2001 
info@ocff.ca, www.ocff.ca 

■ Halifax Pop Explosion 2011 
Halifax, NS 
October 18-22, 2011 
902-482-8176, FAX 902-482-0716 
info@halifaxpopexplosion.com, 
www.halifaxpopexplosion.com 

■ 54"* College Music Society National 
Conference 
Richmond, VI 
October 20-23, 2011 
406-721-9616, FAX 406-721-9419 
cms@music.org, www.music.org 

■ Breakout West 2011 
Whitehorse, YK 
October 20-23, 2011 
204-943-8485, FAX 204-453-1594 
www.breakoutwest.ca 

■ Montreal Drum Fest 
Montreal, QC 
October 22-23, 2011 
888-928-1726 
www.montrealdrumfest.com 

■ WOMEX 2011 (World Music Expo) 
Copenhagen Denmark 
October 26-30, 2011 
+49 30-318-614-30, 
FAX +49 30-318-614-10 
www.womex.com 

■ Music Conference Alberta 
Red Deer, AB 
November 3-5, 2011 
780-488-7464, FAX 780-488-6403 
info@albertachoralfederation.ca, 
www.albertachoralfederation.ca 

■ AOSA Professional Development Conference 
Pittsburgh, PA 
November 9-12, 2011 
440-543-5366 
info@aosa.org, www.aosa.org 

■ Billboard Touring Conference & Awards 
New York, NY 
November 9-10, 2011 
212-493-4263 
conferences@billboard.com, 
www.billboardevents.com 

■ PASIC 2011 
Indianapolis, IN 
November 9-12, 2011 
317-974-4488, FAX 317-974-4499 
percarts@pas.org, www.pas.org 

■ Midwest Clinic 2011 
Chicago, IL 
December 14-17, 2011 
847-424-4163, FAX 847-424-5185 
info@midwestclinic.com, 
www.midwestrclinic.com 

■ MIDEM 2012 
Cannes, France 
January 28-31, 2012 
www.midem.com 

■ KoSA Cuba 2012 
Havana, Cuba 
March 4-11, 2012 
800-541-8401 
info@kosamusic.com, 
www.kosamusic.com 

■ Mobile Beat 2012 DJ Show & Conference 
Las Vegas, NV 
March 6-9, 2012 
515-986-3300 
www.mobilebeat.com 

■ SXSW 2012 
Austin, TX 
March 11-20, 2012 
512-467-7979, FAX 512-451-0754 
sxsw@sxsw.com, www.sxsw.com 

■ Canadian Music Week 2012 
Toronto, ON 
March 21-25, 2012 
905-858-4747, FAX 905-858-4848 
info@cmw.net, www.cmw.net 

■ MTNA National Conference 
New York, NY 
March 24-28, 2012 
513-421-1420, FAX 513-121-2503 
www.mtna.org 

■ 2012 East Coast Music Week 
Moncton, NB 
April 11-15, 2012 
800-513-4953 
ecma@ecma.com, www.ecma.com 

■ NXNE 2012 
Toronto, ON 
June 11-17, 2012 
416-863-6963, FAX 416-863-0828 
info@nxne.com, www.nxne.com 

■ 2012 COCA National Conference 
Montreal, QC 
June 22-26, 2012 
519-690-0207, FAX 519-681-4328 
www.coca.org 

Visit www.nor.com/events for more events involving Music, Musical Instruments, 
Professional Audio, Lighting, & Production. 
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Arturia Spark Drum Machine 
by Sara Simms Arturia's Spark is a creative beat 

production centre that com¬ 
bines analog synthesis, great 
sounding samples, physical 

modeling, a hardware drum machine 
control surface, and intuitive software. 

As soon as I took Spark out the box, I 
fell in love with the simplicity of its de¬ 
sign, and was delighted to find out that 
it was quite simple to get started mak¬ 
ing beats. Spark's hardware controller 
features eight velocity-sensitive pads, 
16 buttons for step sequencing, an FX 
pad, and knobs for tweaking individu¬ 
al drum parameters. It also features a 
large jog wheel, which is used for scroll¬ 
ing through your instruments or kits. 
The hardware controller integrates with 
the Spark software program, where 
sound synthesis takes place. 

Platform Specifications: 
Windows: XP/Vista/Seven 
Mac OS X: Mac OS X 10.5 or higher 

Minimum System Requirements: 
PC/Windows: 1 GB RAM; 2 GHz 
CPU 
Mac (Intel only) : 1 GB RAM; 2 GHz 
CPU 

Spark's approach to building drums is 
easy to understand. You start by creat¬ 
ing rhythmic patterns; each pattern can 
have up to 16 tracks, and each track 
can have up to 64 steps. These drum 
patterns are numbered from 1-16 and 
are then placed in a circle. You can use 
these patterns to build songs, with up 
to 64 patterns per song. While you're 
creating your beats, you can tweak each 
drum sound individually by using the 
knobs above the drum pads and record 
your automations in real-time. 

Spark has an impressive sample li¬ 
brary of 480 instruments and 30 drum 
kits. It includes vintage drum sounds 
that emulate the tones of the popular 
Roland TR-808 and TR-909, Simmons 
SDS-V, Eprom-based LinnDrum, Drum-
traks, DMX, as well as electronic and 
acoustic drum kits. Spark gives you 
sonic power as its sound bank embeds 
analog synthesis, sampling, and physi¬ 
cal modeling. The automation available 
on each drum's parameters allows you 

to easily customize and create your own 
unique drum sounds, making Spark a 
highly-desirable creative tool. The only 
real limit to the sounds you can produce 
is your imagination! 

The GUI design of the software is 
both attractive and straightforward, 
making navigation a breeze. The soft¬ 
ware centre panel matches the look of 
the hardware and also features an ex¬ 
pandable top and bottom section. The 
top section features a Pattern, Song, 
and Preferences panel. The bottom 
panel features the studio, a 16-chan-
nel mixer, and the library. 

The studio gives you complete cre¬ 
ative control over your drum sounds, 
and you can apply filters, effects, assign 
instruments to tracks, or drag-and-drop 
your own samples to easily build your 
own kits. The onboard effects include 

The Good News 
• A versatile and well-designed 
instrument. 
• Easy to use, even for beginners. 
• 30 high-quality drum sample 
kits, including great-sounding 
analog emulations. 
• Allows you to push sonic bound¬ 
aries by tweaking and modifying 
individual drum sounds. 
• Sturdy aluminum enclosure. 
• Seamlessly integrates into your 
studio set-up or live/DJ perfor¬ 
mances. 
• Beautiful minimalist design. 
• Great deal for the price point. 

a compressor, reverb, bit crusher, mul¬ 
tiband EQ, chorus, delay, distortion, 
phaser, and plate reverb. The 16-chan-
nel mixer allows you to mix, balance, 
and add effects to your drum sounds. 
The library allows you to build and 
save beat projects, display patterns and 
drum banks, and export your patterns 
into MIDI or WAV files. 

Spark's build quality is excellent, 
and both the hardware and the software 
are easy to use. Its approach to building 
rhythms is simple, and at the same time 
offers complete sonic freedom. Spark's 
large sound bank gives you the capabil¬ 
ity to produce a vast array of customiz¬ 
able sounds. This creative tool allows 
you to quickly produce high-quality 
beats. The hardware's sturdy and du¬ 
rable build makes Spark a great choice 
for producers, DJs, and live performers. 
To top it off, Spark is available at a great 
price point. 

No matter what your level of musi¬ 
cianship, Spark will help to improve 
your productions and sets. I highly 
recommend making an investment in 
one of these unique instruments. 

Sara Simms is an innovative electronic music 
producer, turntablist/DJ. and advocate of new music 

technology. Her music productions and DJ sets 

combine elements of dubstep, minimal tech, glitch, 

and experimental sounds to create original electronic 
dance music. Future Prophecies is her new musical 

enterprise, a united collective of Toronto’s music 
producers and DJs. She recently released her first 

self-produced music video and single, “Straight 
from the Sewer, " featuring Jon Astonish, www. 

sarasimms. com, www. facebook, com/djsarasimms, 
www. twitter, com/sarasimms, www.youtube, com/ 

sarasimmsproductions. 

[2D] • CANADIAN MUSICIAN 



use yo< ir «smartphone 
reader for more info 



By Hal Rodriguez 

Fretlight FG-421 Electric Guitar 

lessons, it became apparent that the 
Fretlight would be useful in giving be¬ 
ginners the confidence to play the right 
notes immediately, despite their initial 
unfamiliarity with reading music and 
navigating the guitar neck; however, 
although the LEDs were sufficiently 
bright when looking directly at the sur¬ 
face of the fretboard, I found that the lit 
frets on the high E and B strings appear 
dimmer from the player's line of sight 
when holding the guitar in the correct 
playing position. 

For learning songs and soloing, us¬ 
ers can open the supplied MIDI files 
of popular tunes in the M-Player or 
backing tracks in several genres in the 
Improviser. It was impressive to see 
chords, scales, riffs, and solos auto¬ 
matically light up in real time and order 
on the fretboard. Although I found the 
sound quality of the MIDI tracks to be 
lacking, the applications' user-friendly 
interfaces allowed me to easily loop a 
selected section of a track, slow down 

The Guitar 
The model I received for review was the 
company's Chinese-made Traditional 
Electric FG-421 (US$429.99 MSRP). The 
guitar's familiar Strat styling, attractive 
sunburst finish, and pearloid pickguard 
exuded class on first look, and the LEDs 
were inconspicuous on its smooth poly¬ 
mer fretboard. Although I missed the 
presence of fretmarkers on top of the 
neck, the guitar was a pleasure to play 
with its light weight, comfortable neck 
profile, and rounded bridge saddles. 

I was impressed with the quality of 
the pickups at this price point and was 
easily able to dial inspiring blues and 
hard rock tones with the SSH pickup 
configuration. The guitar also came 

he Fretlight Guitar by Op-
tek Systems Inc. looks and 
sounds like a normal electric 
guitar, but hiding in its neck is 
a modern, high-tech approach 

to learning to play music. 
By connecting the Fretlight to a 

computer's USB port and running the 
company's software-based lessons and 
tablature, embedded red LEDs in the 
fretboard selectively light up to indicate 
the relevant notes for playing chords, 
scales, and guitar parts. The company 
claims that this makes learning music 
easier by allowing the player to spend 
more time looking at the fretboard than 
reading charts, tabs, or chord diagrams. 

Summary 
While guitarists with seri¬ 
ous aspirations will pre¬ 
fer the traditional path of 
becoming fluent in read¬ 
ing standard notation, 
chord diagrams, and tab, 
more casual 
beginners 
will find the 
visually-
driven ap¬ 
proach to 
learning on 
the Fretlight 
attractive and 
helpful. It can 
also be a use¬ 
ful teach¬ 
ing aid 
for guitar 
teachers 
as illu¬ 
minated 
frets pro¬ 
vide the 
student with 
effective direction 
and make self-correction easy. The in¬ 
strument's M-Player, Improviser, and 
connection with Guitar Pro certainly 
increase its value as a practicing and 
learning tool, but even without its lights 
and software, the Fretlight excels where 
it counts the most: it is an affordable, 
well-made, and good sounding guitar. 

with N-Tune's onboard tuner, which is an 
especially convenient feature to have. 
Overall, the Fretlight guitar proved to be 
a well-made instrument and worthwhile 
purchase just on the basis of its build 
quality and tone. 

The Software 
As a Mac user, I was supplied with the 
Fretlight Lesson Player, M-Player, and 
Improviser. The programs were quick 
and easy to install, as was connecting 
the guitar to my computer and an amp 
simultaneously with the company's 
proprietary cable. The Lesson Player 
is an electronic instructional book that 
takes beginners through playing their 
first melodies and chords. It was well 
written and boasted a valuable library 
of chords and scales. 

Seeing the LEDs light up for the 
first time while working through the 

the tempo, and even change keys in the 
Improviser without going through any 
sub-menus. While playing along with 
these programs, another advantage of 
the Fretlight learning method became 
clear: beginners can quickly spot and 
fix their mistakes on their own, as it was 
obvious whenever I played on an incor¬ 
rect, unlit fret. 

Another valuable feature of the Fret¬ 
light is its connectivity with Guitar Pro's 
"Fretlight Ready" tablature editor. Af¬ 
ter installing the included free trial and 
opening up the tablature for a song, I 
could easily select between lighting up 
the tab or just the chords and scales 
of the tune on the fretboard. With the 
LEDs consistently directing my fingers 
to the right notes, I spent significantly 
less time checking the tab on screen 
and more on memorizing the music on 
the neck. 

Hal Rodriguez is a Toronto-based guitarist, bassist, 

songwriter, and music teacher who has studied 
with Greg Howe and Michael Occhipinti. He can be 

contacted at halromusic@gmail.com. 

Manufacturer's Commeit 
Fretlight is an obvious fit for begin¬ 
ners, but thousands of intermediate to 
professional players see great value in 
the guitar's advanced features - for ex¬ 
ample, the ability to light the Phrygian 
scale in any location, in any key, with 
blinking root notes. We acknowledge a 
technical issue with side fret markers 
and are actively working on a solution. 
www.fretlight.com. 

Carol Arnold 
Spokesperson 
Optek Music Systems 
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Stanton Scratch DJ Academy MIX! 
By Sara Simms 

MIX! is a new piece of DJ soft¬ 
ware, created by the Scratch 
DJ Academy and Stanton. 
Targeted towards the be¬ 

ginner DJ, Scratch DJ allows you to add 
and analyze your track collection, mix 
tracks, add in scratch FX, and record 
your mixes. 

Minimum System Requirements 
Mac: Mac OS X 10.5.7 or 10.6, 1 GB 
of RAM required (2 GB of RAM rec¬ 
ommended) 
Windows: Microsoft Windows XP 
SP3/Vista/7, 1 GB of RAM required 
(2 GB of RAM recommended) 

I instantly liked the GUI layout of the 
software. The quick start guide allowed 
me to get up and running very easily. 
As soon as you launch the software, you 
are also greeted with three sets of les¬ 
sons-Mixing 101, Scratching 101, and 
Music Theory 101. These lessons give 
you some good background information 
and insight into the world of DJing and 
will be helpful to beginners. 

MIX! is very basic DJ software, and 
it's good at what it does. It allows you 
add tracks to your song library and ana¬ 
lyzes them, giving you their BPM and 
key. The key signature analysis function 
is a useful feature, as I think more DJs 
should use harmonic mixing to improve 
their mixes. This useful technique uses 
music theory to help DJs select songs 
that will blend together in a pleasing 
manner, giving you a guide to navigate 
the musical waters. 

In MIX!, you can sort your tracks 
into playlists, and when you click on 
a track (in the playlist), MIX! will high¬ 
light other songs in the collection that 
are in compatible keys. DJs who would 
like to practice harmonic mixing but 
don't know music theory may be disap¬ 
pointed that the software does not ana¬ 
lyze songs using the Camelot System (a 
keycode number assigned to each key 
that simplifies harmonic mixing for DJs 
who do not know music theory). 

I like the fact that MIX! allows you to add 
scratching to your mixes. It even pro¬ 
vides you with the ability to customize 
your scratch technique by selecting dif¬ 
ferent combos and changing the length 
of the scratches. Scratching is a fun way 
to spice up your mixes and add some 
flavour. This software gives you an idea 
of what different scratches sound like 
- and if you like these sounds, I would 
recommend you learn to really scratch, 
as software can't replace the sound or 
feel of the real scratching experience. 

MIX! seems to offer only basic mix¬ 
ing capabilities; you can choose your 
mix point, mix length, and adjust the 
'cue' - which is the point at which the 
mix begins and ends. Unfortunately, 
there's no EQ available, or separate 
volume control for the individual tracks. 
That being said, there's also no loop¬ 
ing capabilities, or FX - meaning that 
there is room for improvement in this 
software program. 

The Good News 
• Allows beginning DJs and music 
fans to easily mix tracks together. 
• Offers DJs the ability to incorpo¬ 
rate scratches to their mixes. 
• Simple, uncluttered software in¬ 
terface. 
• Makes mix recommendations 
based on music theory. 
• Includes DJ lessons to help you 
get started and learn the art of 
DJing. 
• Fun and easy to use! 

In the audio editing area of the soft¬ 
ware, you can lay out all your tracks for 
the mix. You can also edit track informa¬ 
tion for each song by double clicking 
on it. Once you're done preparing your 
mixes, you can record them, and begin 
to build your collection of mixes in the 
mix vault. 

Scratch DJ Academy gives you a 
quick and easy way to analyze your 
tracks, as well as perform basic mixes. 
It's a simple digital DJing program that's 
easy to use, and would be a great way 
for aspiring DJs to start to learn about 

digital mixing. I also like the fact that 
this MIX! helps teach new DJs about the 
art of DJing and music theory basics. As 
far as professional use for song analy¬ 
sis, I think professional DJs may prefer 
to use a dedicated analysis program. 
If creating basic mixes is your goal, 
MIX! gives you the tools you need to 
get started. As with any music software, 
it's what you're able to create by using 
the application that truly matters. 

Sara Simms is an innovative electronic music 

producer. tumtablist/DJ, and advocate of new music 
technology. Her music productions and DJ sets 

combine elements of dubstep, minimal tech, glitch, 
and experimental sounds to create original electronic 
dance music. Future Prophecies is her new musical 

enterprise, a united collective of Toronto's music 

producers and DJs. She recently released her first 
self-produced music video and single, ‘Straight 
from the Sewer, ” featuring Jon Astonish, www. 

sarasimms. com, www. facebook, com/djsarasimms, 
www. twitter, com/sarasimms, nw youtube.com/ 

sarasimmsprodudions. 
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"This amp is designed 
to be as simple and 
intuitive as possible. 
Each channel stands 
completely on its 
own short of building 
two amps in one box.” 

- Doug Sewell 

CONFIGURATION 
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+ 
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+ 
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Guitarist John Stowell Is based in Portland, OR. He has played and taught Internationally for over 30 
years. He has educational and performance material available from Trueflre (www.trueflre.com), Mel Bay 
(www.melbay.com), and Mike Gellar (www.mikesmasterolasses.com). He can be reached at: 
www.Johnstowell.com. 

By John Stowell 

oppN /triN^ voiciN^J /or the guitar 
Part 1 Open string voicings have a pianistic, chime-like qual¬ ity to them; they can be very effective when used in a 

solo guitar arrangement or to accompany. 
In my experience, these chords work best in pieces with 

slower tempos, the exception being a context in which one 
chord is played for a number of bars and the sustain of an 
open string or two is not an issue. For all of the voices in a 
chord to sound balanced when mixing open strings with fret¬ 
ted notes, either thumb and fingers or pick and fingers (the 
latter being my approach) will help to achieve the requisite 
balance. Unless I'm playing a note in the bass. I'm usually 
employing the G, B, or high E string in combination with the 
fretted notes in a chord. 

There are many great chord books available from such 
masters at Ted Greene and Mick Goodrick; Jimmy Wyble, 
Barry Galbraith, and George Van Eps from the previous 
generation oí guitarists have made important contributions 
as well. You will certainly find many open string voicings 
contained in the books of these great plectrists. In my experi¬ 
ence, the best way to retain and internalize new chord shapes 
and sounds is to place them in a context, i.e. in a cadence or 
chord melody arrangement. Once a particular sequence or 
chord melody has been sufficiently repeated, the inversions 
contained therein have become a part of your vocabulary and 
can be used elsewhere. 

Bmin7(+5) G11 (3rd) AMa)9 For this article, the voicings listed are taken 
from an original composition of mine entitled "I 
Wish," and almost all of the chords contain an 
open string. The melody of the tune is essen¬ 
tially an arpeggiation of these chords and will 
be explored and explained in detail in Part 2. 

I arrived at many of the chords in "I Wish" 
through some intelligent guesswork using 
familiar shapes and adding an open 
string that I knew would work theo¬ 
retically. For example, the opening 
chord of the tune, Bm7#5, employs 
the open G string (the #5). Take 
any familiar Bm shape and add 
the open G. Over time, you will 
certainly find some new chords 
that you like and will use. Apply 
the same logic to some of my other 
inversions listed here for similar 
results. The open G creates some 
nice Bl> maj. 6th chords, the open 
B, some nice Ei minor #5 chords, 
etc. 

When you're able to ex¬ 
trapolate some new chords 
of your own, put them in a 
context to retain them, as 
I mentioned earlier. This 
process of discovering and 
acquiring new chords gets 
easier with practice and 
some patience. It becomes 
fun as you develop the skills 
and mindset to move beyond 
the standard guitar voicings into 
new territory and some beautiful 
and original sounds. 
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IBOARDS 
Chris Donnelly Is a JUNO-nominated pianist, composer, and Improviser from Toronto. He 

teaches at the University of Toronto and blogs regularly at www.ohrlsdonnellymuslo.com. 

By Chris Donnelly 

AchieviN^ hc|Nc| ¡Nc|e|DeNc|eNce 
îTTZWl 

Achieving hand independence 
is one of a pianist's top pri¬ 
orities and a common pursuit 
among students. It's also one 

of the easiest to attain; hand indepen¬ 
dence requires only two things: struc¬ 
tured exercises and practice. 

Students have difficulty improving 
hand independence because they 1) 
don't know how to craft the proper ex¬ 
ercises, 2) aren't disciplined enough to 
stick with them, and/or 3) don't put in 
the necessary practice time. 

In this column, I'll be addressing 
these general issues. Though hand in¬ 
dependence is the primary focus, these 
lessons can be applied to practice in 
general. The next two columns will 
cover more practical advice and exer¬ 
cises for achieving hand independence. 

1. Crafting Structured Exercises 
Hand independence is an issue when 
jazz pianists try to improvise freely, with 
minimal rhythmic constraint. Students 
never ask me how to achieve hand in¬ 
dependence while playing a Bach fugue 
(rhythmically speaking). That's because 
it's all written out! 

So, if I wrote out, note-for-note, an 
"improvisation" with a challenging, 
"independent" accompaniment and in¬ 
structed students to practice and play 
it, they would have fewer issues with 
hand independence. This is because 
notation provides a more solid founda¬ 
tion for students to explore and improve 
the relationship between hands. This is 
an important principle to understand 
when crafting exercises. 

Side Note: Achieving rhythmic inde¬ 
pendence is the more common issue, 
and that's my focus here. Of course, 
hand independence isn't limited to 
rhythm - tone and balance between 
hands are issues too; furthermore, the 
issues and exercises discussed here 
also apply to finger independence. 

I find that students who are trying 
to improve hand independence get 
frustrated because they're crafting ex¬ 
ercises that are too difficult. Mistakes 
are commonly made, improvement is 
sluggish, and a foundation for achiev¬ 
ing hand independence isn't being es¬ 
tablished. 

2) Applying Discipline 
Even if students do have good, struc¬ 
tured exercises, they may not appreci¬ 
ate the level of discipline required to 
take full advantage. 

Exercises meant to improve hand 
independence and muscle memory 
involve lots of repetition, a feature of 
discipline. But jazz students underes¬ 
timate the importance of repetition - it 
contradicts their ideas of creativity and 
spontaneity. 

Too often, they turn repetitive, dis¬ 
ciplined exercises into creative "exer¬ 
cises," with too much spontaneity and 
no focus. 

My instructions for practicing hand 
independence always include sticking 
to patterns, or structures, and never wa¬ 
vering (until it has been mastered). This 
is how you rid bad habits, fix mistakes, 
and improve skills; every note, every 
rhythm, should be repeated exactly as 
it was played previously. Otherwise, the 

point of the exercise is defeated and 
time is being wasted. 

3) Putting In The Time 
In the short-term, with discipline and 
the right exercise, students will im¬ 
prove. But how do they figure out what 
to do next? 

The challenge is to always keep 
within an optimal level of difficulty. Ex¬ 
ercises need to adapt to skill level. If it's 
too easy, students won't learn anything. 
If it's too hard, a foundation is being 
established. As they improve, they need 
to recognize when and how to modify 
the exercise. 

Luckily, with hand independence, 
improvement is very evident in the short 
term. It's also very easy to increase the 
difficulty by small increments. 

In the long-term, however, improve¬ 
ment is more difficult to gauge. Assum¬ 
ing the student is committed to build¬ 
ing an extensive vocabulary and puts 
in many hours of deliberate practice, 
he/she will gradually break free of the 
rigid structures imposed during prac¬ 
tice. This comes with a feeling of more 
freedom and versatility during perfor¬ 
mance. It takes many months and many 
years to achieve this level of freedom. 

Over time, it also becomes easier to 
assimilate new patterns and exercises. 
This is because skills compound with 
time and practice; however, no matter 
how independent your hands are, there 
will always be gaps in your ability. Full 
independence is impossible. 

There will always be a pattern or ex¬ 
ercise that will elude you, at least until 
you practice it! 
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By Mike Downes 

Mike Downes is a professional bassist and composer based In Toronto. He has performed worldwide and on 
numerous recordings. He is the head of the bass department at Humber College, author of The Jazz Bass 
Line Book, and co-author of Contemporary Muslo Theory. For more information, visit www.mikedownes.com 
or email mike@mikedownes.com. 

¡MproviJiN^ ¡N 3/4 tiMe u/iN^ 
2,400 A^cliN/t 3 

When learning to improvise, most bassists focus on 
harmony. We practice soloing like our functional 
bass-selves by working on which notes define 
which chords. While there is nothing wrong with 

a harmonic approach, the rhythmic element of improvisation 
is too often ignored. 

The use of 2, 4, and 8-note groupings against 3 in 3/4 time 
will greatly increase the rhythmic interest of your lines. Each of 
these rhythmically-symmetrical groupings implies something 
other than 3, thus the term "against" 3. The opposing rhythmic 
forces are what create tension and interest. The following exer¬ 
cises will get you started. Once you feel comfortable with these 
rhythmic groupings, you can then apply them in a harmonic/ 
melodic context. 

Ex. 1 shows how each of these groupings looks within a 
single 3/4 measure. In addition, the dashed lines illustrate how 
2, 4, and 8 against 3 are interrelated. Notice, for example, that 
the second beat of the 2-note grouping, the third beat of the 
4-note grouping, and the fifth beat of the 8-note grouping all 
occur on the "and" of two. 

Ex.l 

It's easiest to get started with 2 against 3. I suggest using a 
metronome as a reference. Put the metronome click on three 
beats per measure (quarter notes) at approx. 110 bpm. As you 
get comfortable, try slower and quicker tempos. Play Ex. 2, mak¬ 
ing sure that the second note of each measure falls accurately 
on the "and" of two. 

Ex.2 

For kicks and giggles you can shift this rhythm by eighth note 
increments, starting on the "and" of 1 and then on beat 2. Once 
you shift it to the "and" of two you are repeating Ex. 2. The 2 
against 3 grouping in Ex. 3 begins on the "and" of one. The first 
measures in figures 3 and 4 are shown just to get the rhythmic 
patterns started. 
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Ex.3 

Now practice it beginning on beat 2 as shown in Ex. 4 

Ex.4 

Once you have a command of 2 against 3, play the 4-note 
groupings in Ex. 5. Keep the metronome click on 3 beats 
per measure. It may help to refer to Ex. 1 - as you play, 
make sure that the third note of each group of 4 lands on 
the "and" of 2. Also try switching between Ex. 5 and Ex. 2. 

Ex.5 

As with 2 against 3, you can start this pattern an eighth¬ 
note later to create a different effect. This is more difficult 
than figure 5, so it helps to consciously place the third 
note of each grouping on beat 3. Once you get this, try 
to begin the pattern on beat two. 

Ex.6 

The next step is to practice 8 against 3. This 
sounds very close to 9 against 3, or eighth-note 
triplets, so be careful not to play triplets. It's 
easiest to feel 2 groups of 4, with each group 
occurring within the value of a dotted quarter 
note (see 2 against 3). This can be a bit tricky at 
first, so it may help to switch between Ex. 2, 5, 
and 7 until you get the hang of it. Another helpful 
trick is to place an accent on the first note of each 
4-note grouping while being conscious of beat 
one and the "and" of two. 

Ex.7 

I like to imagine the "three" side and the 
"two, four, or eight" side as distinct aural im¬ 
ages reflecting in a mirror, but that's a concept 
for another column. In the meantime, have fun 
with these rhythms! 
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Qcussion Matt McFarland Is a proud member of Envlrodrum. He Is a percussion teacher at Jeff Salem’s 
Music Studio and Gear Music. He has toured Canada and continues to perform in and around 

the GTA. www.Jsmusicstudlo.com,www.gearmuslo.net. 

By Matt McFarland 

the /Lide bo// 
druM tecNNic|ue 

So you wanna go fast, eh? Wheth¬ er it's fast hands, feet, twirls, 
grooves, or fills, all drummers 
want to be able to play quickly. 

After hearing Led Zeppelin's "Good 
Times, Bad Times," I asked my drum 
teacher how John Bonham executed 
the superhuman 16th note triplets with 
one bass pedal. As usual, my instructor 
spent time showing me the technique, 
writing down exercises to develop it, 
and recommending instructional mate¬ 
rial to help speed it up. 

I spent hours trying to figure out how 
to channel Bonham. My research into 
the subject made me realize that there 
are a myriad of ways that our percussive 
peers are playing fast bass strokes with 
one pedal. 

I read about the toe/heel method, 
the heel/toe method, and the heel down 
technique. After spending some time 
with all of these movements, I realized 
that my foot naturally wanted to use a 
slide motion to execute the strokes. I 
figured, "Why fight it?" and dove in. 

The downstroke (v) is the first stroke 
in the Slide Bass Drum Technique. To 
execute it, place your entire foot on the 
bass pedal so that the footboard is cov¬ 
ered. Now slide your foot down 1/3 of the 
length of the pedal so you have some 
space between your toes and the chain. 
This is the "sweet spot" as eventually 
you'll need some room to slide your foot 
up the pedal. Keep your toe down and 
your heel up off the pedal 2.5-5 cm. 

Ex.8 

Using your full leg, step down on the 
pedal and allow your heel to drop (but 
not touch the ground). Ensure that the 
bass drum beater is allowed to rebound 
off the skin slightly. Congrats! There's 
the first stroke. 

The slide stroke (>) occurs right after 
the downstroke. Slide your foot up the 
pedal, putting slight pressure on your 
toes, and allow the bass drum beater 
to hit and release. Presto! Two hits from 
one stroke. Practice "down, slide, down, 
slide" over and over. 

Ex. 5 and 6 use the "down, slide" pat¬ 
tern in a way that will help build the 
technique and stamina to play a Samba 
pattern. During my foot development, 
the Samba became the holy grail of all 
patterns, as you are sliding the whole 
time. Ex. 7 and 8 help to develop the 
two-bar patterns prominent in punk and 
metal drumming. 

To avoid frustration, take the exer¬ 
cises very slowly. I recommend over¬ 
exaggerating the slide at first so that 
your body memorizes the movement. 
Sliding up the pedal 8-10 cm is a great 
way to start internalizing the slide. 
Learning the grooves is secondary to 
mastering the technique. Once you've 
got it, though, you can make like Ricky 
Bobby and go fast! 

The Next Step 
Once you have the foundations mas¬ 
tered, it's time to learn how to control 
the volume. The longer the slide, the 
louder the hit. Also, with some prac¬ 
tice, you'll notice that you don't have to 
exaggerate the slide to achieve the two 
hits. In fact, some students comment 
that their foot barely moves at faster 
speeds, yet they are able to execute 
the technique. 

My students find this a challenging 
yet rewarding technique. The look on 
their faces when they are able to shift 
their bass drum into fifth gear is awe¬ 
some! 
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Daniel Schnee Is a Toronto-based free Jazz saxophonist who has performed 
worldwide with a number of JONO and Grammy Award-wlinnlng musicians. He has 
been Internationally recognized as a graphic score composer, and Is a former 
student of Jazz legend Ornette Coleman. « WOOD 

By Daniel Schnee 

the Art 0/ 

accompanying 
MoperN dANce 

One of the many ways the im¬ 
provising woodwind player 
can improve their playing, 
both technically and concep¬ 

tually, is through accompanying danc¬ 
ers in modern dance classes. Though 
pianists usually end up doing types of 
dance work that require rather faith¬ 
ful renditions of standard styles, we 
"breathing brethren" with our varieties 
of woodwind instruments get more free 
rein in the modern classes. 

Working with dancers is especially 
beneficial for improvising musicians. 
Since the study and memorization of 
choreography is done in segments, one 
is usually required to improvise many 
short pieces over the length of a class, 
often using only the tempo and time 
signature required by the teacher as a 
cue. The type of movement required of 
the dancers will also dictate what kind 
of rhythmic energy is necessary from 
your music. Having these limits and 
demands placed on your performing 
requires disciplined, intuitive musician¬ 
ship, which also benefits from instant 
feedback if the dancers either respond 
to the music physically or seem to be 
hindered by it. Sensitivity to others in 
music is always a good thing! 

The networking possibilities are also 
excellent. True, most dancers and cho¬ 
reographers use recorded music due to 
its availability and their lack of funding 
to hire professional live musicians for 
both performances and the rehearsals 
leading up to them. Plus, why take a 
chance on live musicians when you 
can dance all day to Steven Reich's "Six 
Pianos" and get the same timing and 
dynamics consistently? 

On the other hand, most choreogra-
pher/dancers enjoy working with a live 
musician for its own inherent benefits 
whenever they can. Since most modern 
classes have a percussionist playing 
djembe, congas, and such, network¬ 
ing with them is a good way to enter 

the world of dance accompaniment, 
meet the instructors they work with, 
and discover where you can fit in. Most 
universities and colleges have a dance 
department (usually next door to the 
music department), and quite often the 
drum students are hired to accompany 
the dance classes. Go to the head office 
of the dance department and inquire 
about accompanying the dance classes; 
they will usually direct you to the ap¬ 
propriate instructors. Meeting them and 
their accompanists will invariably lead 
you to some kind of opportunity to play. 

Another benefit of this arrangement 
is that the opportunities to play are of a 
higher quality and potential than play¬ 
ing in various bars and restaurants for 
no pay. Every young musician goes 
through the "playing-for-free" stage in 
one form or another, but most never 
graduate from it, killing off a lot of op¬ 
portunities for those who want to get 
paid. (Good) dance departments have a 
budget for accompanists for their ballet 
classes and some modern dance class¬ 
es, so doing a couple of sit-ins with the 
paid accompanists provides you with a 
real chance at making an actual play¬ 
ing wage. 

Now let's say you're asked to ac¬ 
company a modern dance class, with 
or without a percussionist beside you. 
What does one do? The most important 
thing to begin with is the time signature. 
The class instructor has a clear idea of 
what he/she wants to teach and the time 
signature that such choreography re¬ 
quires. They will count off a series of 
numbers and your job is to play some¬ 
thing that captures the necessary style 
and feel of the count off. If the dancers 
are clustering together and not mov¬ 
ing dynamically, don't play a march. If 
the dancers are doing a lot of things on 
the ground, don't play "floating" music. 
Also, musical mimicry is usually not a 
good idea either. If a dancer wants to 
contrast the music with a different feel, 

they won't be 
able to escape 
your "shadowing" 
their moves. By paying 
attention to what the 
teacher says between 
dances, you will be 
able to discover what 
the dancers need in order to 
help them execute their movements 
properly. 

In order to keep making pieces ap¬ 
propriate to the action, it is necessary 
to have a number of instrumental tech¬ 
niques at hand. Dancers in class have 
to create with rhythmic energy, so being 
comfortable with a number of different 
time signatures is an asset. One instruc¬ 
tor had her students create spontaneous 
dances to a rhythmic cycle of 22 beats 
broken down into groups of 5, 3, and 2. 
In this case, merely creating rhythms 
would not have established the sense 
of flow needed for the dancers to move 
and transition comfortably from each 
segment, so the challenge was to play 
a legato melodic figure that emphasized 
smooth forward motion. 

Another primary ingredient is the 
knowledge and judicious use of scales 
to create harmonic colour shifts when 
the dance requires an alteration of 
mood. Being able to comfortably shift 
from major to minor tonality is impor¬ 
tant, as well as from one kind of minor 
tonality to another. This is where study¬ 
ing the music of another culture can 
come in handy, especially traditional 
Arab or Persian music - both of which 
contain highly advanced, beautiful 
methods of modal modulation. This is 
where you can not only do your job, but 
also be an inspiration to the dancers. 

Creating music with choreographers 
and dance artists is a particularly valu¬ 
able activity, and I encourage you to 
look into such work for yourself. Canada 
is a treasure trove of dance and music. 
Why not work with both? 
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By Paul Baron 

Mute u/e & ¡NtoNcitioN 
teNdeNde/ 

The use of mutes in brass instruments gives us a large variety of tonal variation. The Big Band and Swing-era 
bands used a lot of different mutes and mute combi¬ 
nations for wonderful tonal effects that are still com¬ 

monly used today. The five most common types are: straight, 
cup, Harmon, plunger, and solo tone or clear tone. Each has 
a distinct sound and timbre and often comes with its own 
set of intonation tendencies or problems. 

I'll talk about the most common mutes, their uses, and 
tendencies first (straight and cup mutes in Part 1 of the article) 
and then talk about some of the more unique and obscure 
mutes in Part 2. The mutes mentioned above should be part 
of every trumpet player's arsenal since they are the most 
commonly called upon and written for. Depending on what 
job I'm playing, especially if it's a new group or a recording 
session where I have to be prepared for whatever the pro¬ 
ducer, arranger, or orchestrator wants, I might bring two dif¬ 
ferent straight mutes, two cups, two Harmons, and one each 
of the solo tone and plunger mutes. Since there are different 
manufacturers and differing sounds within the same mute 
type, I want to be prepared to be able to blend with the other 
players in the section. 

Straight Mute 
The straight mute is often used for a military or march-type 
sound and in a lot of swing-era music. It can also be used to 
sound like a trumpet off in the distance. Its sound is char¬ 
acteristically brighter and has a sharper attack than the cup 
mute, and carries fairly well. Depending on the manufacturer, 
it will tend to play a little sharp, sometimes as much as 15-
20 cents sharp. Knowing that, if you have the time to pull 
the tuning slide out and get it back in for the next un-muted 
section, it'll make it easier to focus and play in tune and you 
won't have to "lip down" to get it down to pitch. 

There are different materials used for straight mutes. The 
"stone-lined" mutes are sort of hard condensed cardboard. It's 
good to have one of these to sound like an old time swing-era 
player. Most players use metal straight mutes in classical, 
jazz, and commercial settings. The three materials usually 
used for the mute bottoms are aluminum, brass, and copper. 
They are brightest-sounding when made with all aluminum 
and darkest with copper bottoms, with the brass being in 
the middle. 

Cup Mute 
The cup mute is a much mellower and quieter-sounding mute 
and is used more often in jazz settings, although its use in 
classical solo literature is more common in contemporary 
pieces. The traditional "stone-lined" cup is the most common 
and one that everyone should carry with them. There are 
adjustable cup mutes that many people use as well, so I also 
bring one of them to gigs in case it's needed. The adjustable 
mute has the ability to change the sound more depending 
on how close in or far out the cup is adjusted from the bell. 
The closer the cup is to touching the bell, the mellower and 
softer the sound gets. It also tends to go flatter as well. The 
further out the cup, the louder and brighter, and closer to a 
straight mute sound it gets. 

In general, the cup mute tends to play progressively flatter 
ascending and as much as 25 cents above the staff. With the 
traditional "stone-lined" mute you want to evenly file down 
each of the corks so that there is about 1/8" of space between 
the points of the cup and the trumpet bell. This way there 
is enough cork to grip when it's gently twisted in the bell 
so that the points are nearly touching the bell. This gets the 
most traditional cup mute sound. 

We'll go over the other types and their characteristics in 
Part 2. 
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By Morgan Pottruff 

¡N the box. Looking out 

Mixing completely "in the box" is a bit akin to al¬ 
chemy: we've all heard of one hit track or another 
that they swear was mixed that way, yet the vast 
majority of people struggle to get past that digital 

"in the box" sound and wonder what pricey piece of analog 
gear might be the solution. 

I'm not going to offer any "silver bullets" here (in truth 
there aren't any), but there've been a few innovations lately 
that can give your ITB mixes more of a "console-like" sound. 

Acústica Nebula3 
Rather than a specific plug, it's a powerful plug-in "environ¬ 
ment" dedicated to physically modeling a whole range of 
analog devices such as preamps, EQs, and consoles. There's 
a whole community of users online and third party provid¬ 
ers providing emulations for Nebula. Put simply, it takes the 
concept of static impulses that's been in use with reverbs 
for some time, and blasts it into warp drive by allowing for a 
whole slew of complex variables (such as harmonics, distor¬ 
tion, phase, etc.) to affect the impulses dynamically. This is 
where the magic happens. 

I have to admit I was skeptical, but I was instantly amazed 
the very first time I used it and threw its Neve 5088 console 
emulation on one of my mixes. It gave the whole mix a nice 
upper frequency "lift," tightened up the bottom end, and 
noticeably glued the mix together. 

Now for the bad news... Even though they are on version 
3, Nebula is still on the outer fringes of geekdom compared 
to other plug-ins out there. It doesn't have a user friendly 
GUI. It doesn't look like a piece of analog gear. There are 
numbers and parameters you won't recognize. You won't be 
able to use it correctly without reading the manual. Oh yeah, 
it's a CPU hog, too. 

You just might want to use it everywhere on every bus 
and track, but unless your computer is insanely powerful, 
you probably won't be able to. That's the price of progress... 

Mixing With Lower Levels 
One of the hot topics I've seen in audio forums lately is the 
idea that people mix at levels that are far too hot, which usu¬ 

ally results in a plug-in 
clipping somewhere. 
The consensus seems 
to be that analog gear 
likes to be driven; plug¬ 
ins do not. The 24-bit 
digital realm has tons 
of headroom and there's 
no need to use all of it 
to get a loud mix. Loud¬ 
ness comes from having 
a tight mix that can ac¬ 
cept a lot of limiting, not 
by having loud levels in 
your DAW. Using Nebu¬ 
la actually requires you 
to have average levels 
of -18dBs on your mas¬ 
ter buss (which coinci¬ 
dentally is 0 VU on an 
analog mixer. Starting 
to get the picture?). 

Sonimus Satson 
This brings me to the latest thing, Sonimus Satson. In a nut¬ 
shell, it attempts to get your DAW to behave like an analog 
console. It consists of two plug-ins - one for your channels 
and one for your master buss and/or group busses. You start 
by using the channel plug-in to calibrate each channel to 
0 VU. Then, you are given some gentle low and high pass 
filters for your tracks to get rid of anything you don't need 
in your mix. 

Here's the cool part though: as the needle approaches 0 
VU and moves into the red, instead of digital clipping, you 
get simulated saturation! You can apply a little less or a little 
more to any given track. Meanwhile, on the master, the buss 
plug-in actually simulates cross talk for all the tracks that 
had the channel plug-in and provides the extra presence and 
glue one might expect from an analog console. It all works 
as a cohesive system, and if used with some restraint, can 
colour your mix in a good way. 

Typically, the best ITB mixers have a long pedigree in the 
analog domain. Their ears are tuned to good sound and they 
practice the right fundamentals regardless of where they 
happen to be working, even if they work a little differently 
with plug-ins to arrive at the same place. Still, for everyone 
else mixing ITB, the analog experience leaves clues to help 
us improve. 
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VOCï 

By Kyp Harness 

/IN^INg 

differ - though I did get a laugh from ; conformity. William Blake sang all his 

IS 

poems and died singing on his death¬ 
bed. For me, I'm not a follower of tech¬ 
nique - I like passion and heart. Louis 
Armstrong and Woody Guthrie might 
not have impressed Simon Cowell, but 
the kind of singing William Blake and 
Louis Armstrong did seems to me to be 
a lifetime excavation of the soul that 
also seems as effortless and beautiful 
as a raindrop going down the glass. I 
aspire to it though I can't aspire to it -1 
only go down my own chosen road, far¬ 
ther and farther. It's the kind of singing 
that draws on everything that happens 
when you're not singing, and then you 
realize there is no time when you're not 
singing - i.e., you're a tuning fork for 
the universe. I guess what I'm trying to 
say is that the feat is to become more 
and more myself (or for you, yourself) 
and less and less afraid of letting it fly. 
I don't have big range, so I concentrate 
on phrasing. I don't bowl 'em over with 
power, so I do subtlety. My voice ain't 
smooth, so I do ragged emotion. See? 

But it's all a loss unless I'm doing 
me. Honesty, authenticity, reality - they 
won't come to me onstage if they're not 
present elsewhere. So I listen and try 
and hear the surging and the vibration 

the fellow's salvo (and even used it i 
on a poster). I think the reviewer and : 
I can both sing; how well is a subjec- i 
five judgment. More to the point was a ; 
Toronto reviewer who said: "Harness, i 
like Neil Young and David Byrne, has ; 
no voice but gets a kick out of singing ; 
his heart out anyway." Hey, I must have ; 
some kind of a voice if the guy can hear ; 
my heart sung out in it - and hearing a ; 
person's heart is always the only reason i 
I listen to someone singing. 

Just as all children draw pictures i 
and somehow stop when they become i 
adults and start drawing salaries, then ; 
drawing pensions, so all children sing ; 
from a vibration inside them that they ; 
somehow become deaf, or at least hard i 
of hearing towards, as they get older. ; 
My voice is best when it's my voice. ; 
That is, not intimidated by fear or self- i 
consciousness and not trying to be ; 
someone else's voice. Then I can see ; 
what it can do that is uniquely itself to ; 
carry the song. I sing because I write i 
songs. I put the voice inside the song to ; 
live in it. My favourite singers? Sinatra, ; 
Billie Holliday, Garland, Howlin' Wolf, ; 
Dylan, Beatles. But I can't do like them ; 
and I'll never sing well if I stop believing : 

I have my own heart to sing... limited 
though it might seem. But a simple tool 
can do a lot of damage. 

Great singing is character and 
personality. American Idol singing is 
about gymnastics, pyrotechnics, and 

and the 
pulse out¬ 
side of me 
and inside of 
me. I don't suc¬ 
ceed all the time, 
but even the great¬ 
est baseball players 
don't bat a perfect 
1.00. Birds never sing 
their song the same 
way twice - instead of auto-tune, we 
need soul retrieval. Singing is physi¬ 
cal and spiritual and philosophical and 
should be fun. When you're singing, 
you're under oath: you got to tell the 
truth, or else you'll be held in contempt 
of music. 

At one point, criticism from others 
made me think of all the things I wasn't 
- then I got turned around and started 
trying to do what I can with all I am. 
It’s a long road but at least my foot's on 
it. There's no substitute for life experi¬ 
ence - Billie Holliday did a record at the 
end of her life, Lady In Satin. Her voice 
was broken because of the hard times 
she knew and critics were harsh, but 
for jazz musicians in-the-know, it was 
an absolute masterpiece. They played 
it again and again. I learned from it to 
use what I had to go where I wanted. 

The more I think about it, the more 
I think those reviewers are wrong; we 
can all sing and we all got a voice, and 
the sooner we realize that, the sooner 
we can get on with it. 

think it was a writer for a newspa¬ 
per in Sudbury, ON who reviewed 
one of my albums thusly: "Kyp 
Harness and I have something in 
common - we both can't sing." Not 

surprisingly, I begged (and do beg) to 

Kyp Harness Is a slnger/songwrlter whose songs have been covered by Ron Sexsmith and Mary 
Margaret O’Hara. He’s Just released his ninth album of original songs, Resurrection Gold. mm. 

myspace.com/kypharness. 
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Ive always loved the drums, so 
the album is very percussive," shares the 
singer about her latest effort - a trait she 

choreographer felt would benefit from 
its own signature dance. From there, the 
trio, dubbed The Officials, wrote four 
new songs (half of the album, as its title 
implies) to replace four others previously 
set to appear. 

YoungPete is also Black's touring 
drummer, and has been for the past four 
years. Joining him on the album from the 
singer's rotating family of musicians are 
guitarist Andrew Thompson and longtime 
backup vocalist D.Shon Henderson. The 
horns on tracks including "Rebound" were 
performed by trumpeter Steve Dyte and 
saxophonist Trent Reschny. "I'll always call 
them. Even if I'm in Amsterdam, I'll fly them 
there. They're the best," says Black of the 

ully Black should be an international 
celebrity. 

Throughout her 16 years of 
navigating the odd landscape that is the
Canadian music industry, the Toronto-born 
R&B soulstress has collaborated on tracks 
with the likes of Nas, Missy Elliott, and 
Destiny's Child and shared the stage with 
mammoth draws like Jay Z, 50 Cent, and 
the Black Eyed Peas, though in the latter 
category, her name is never the same size 
on the billboard. 

It's certainly not for a lack of skill 
or smarts. If the impressive but far-from-
comprehensive list of aforementioned 
artists isn't telling enough of her talents, 
simply spin one of her singles like "Sweat 
Of Your Brow" or "Seven Day Fool" and 
you'll hear one of our country's most prized 
voices on a track that wouldn't be out of 
place on HOT 97. She's a celebrity reporter 
for CTV's eTalk and her charm and charisma 
have landed her countless other high-
profile public or televised appearances. 

There's no question that Black, 
born Jullyann Gordon, is amidst a successful 
career - especially for a Canadian artist -
though her current success belies both her 
abilities and ambition. 

But Black doesn't like to dwell on 
the hypothetical; she's as real as they come, 
and plans to continue carving her niche in 
her home country for as long as it takes to 
make her dreams a reality. 

attributes to her and YoungPete's shared 
Caribbean heritage. "A lot of songs even 
have a tribal type of feel to them, without 
going aid the way there." That underlying 
foundation makes the music totally 
movable, and making a "record you can 
dance to"was one of team Black's priorities. 
Says the artist: "It's very important that 
you be able to move to my music, even if 
you're not a So You Think You Can Dance 
contestant." 

While Black and YoungPete were 
tie core of the album's composition, halfway 
tnrough its construction, the pair started 
working with Jamaican-born, Toronto-
bred choreographer and artistic director 
Luther Brown - perhaps best known for his 
appearances on So You Think You Can Dance 
Canada. "We've been friends since the third 
grade, and he's a songwriter as well," says 
Black of her friend and newfound creative 
fuel. "Coming together for this, though, was 
pure serendipity." 

The initial fruit of their union 
was Brown's input on the mostly com¬ 
pleted track "Can You Feel It," which the 

pair she's lovingly dubbed her "weapons of 
brass destruction." 

^^^^^^^^murthfull-length, produced 
in tandem with long time collaborator 
YoungPete Alexand lid othci memlMi 
of what Black calls h 
of performers and produce 
released in September 
Black showcasing her sign 
and dynamics while sharing hei . 
encouraging and uplifting ly-ical them 
thougn some new elements have 
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Greeting fans before hitting the stage 

of 
the 
the 

what's hindering 
development of 

this track?" The song encourages people 
to "get up on their thrones and take a seat," 
an anthem of ambition and empowerment 
- two concepts for which Black could be 
one of Canada's key ambassadors. 

but 
push, 
self-

Backstage with backup vocalist 
D.Shon Henderson 

"We're a family," says Black of 
her bana and crew. "It's very important for 
YoungPete and I to incorporate the people 
who are on this journey with us into what 
we do." And the bonds of that "family" seem 
pretty close to blood. Adrian Porter, for 
example, is often onstage programming 
Black's live shows, though more recently he's 
been occupying the same role for artists like 
Lil Wayne, Drake, and Keri Hilson. "It doesn't 
matter how far up the ladder he's gone; 
he'll always be my programmer," says Black, 
whose current show has been programmed 
by Porter. For the singer, it's all about 
projection and reflection. "You project the 
pos tivity - you ask the people you know are 
down with the movement, and they give it 
back. Back and forth." 

In keeping with Black's seemingly 
ever-present optimism, the overall lyrical 
theme of (Slight is, as the singer so simply 
puts it: "Love - especially self-love.” The 
album is fairly short - comprising only 
eight tracks with a running time akin to that 
of a sitcom - but Black is sure that it will 
nonetheless engulf listeners: "You're going 
to be dancrrg to this record, and it'll make 
you feel good." 

But it's still hip-hop and it's still 
grungy, so a lot of that optimism is laced in, 
tucked underneath the beats and rhythms 
- "so while you're dancing to 'Pushin,' it 
might take awhile before it reveals itself as 
a love song," says Black. 

"Exposed"focuses on the concept 
of transparency and self-revelation. "I've 
been talking a lot lately about the power 
that’s in transparency," divulges Black. "A 
lot of people are afraid to put themselves 
out there, but that's really when and how 
you grow." 

On the topic of personal growth, 
the track "Crown Me" features guest vocals 
from young singer Savannah Re, who Black 
mentors as part of an at-risk youth program 
based in the GTA called The Remix Program. 
"I figured, there was nobody before me 
to give me an opportunity like this in my 
genre in Canada, so why not have Fer on 

'I'm optimistic, 
we need a 
We could be 
sustaining." 

Part 

"I was raised by a single mother and knew 
at a very young age that my ambition and 
how I conduct myself would not only be 
indicative of me, but how I was raised," 
shares Black about her background. "That 
umbrella has always been over my head: 
'You're a woman; know how you're dressing, 
how you're speaking, how you're sitting.'It's 
had a profound effect on me." 

The title of role model is one 
bestowed upon her quite regulady, and 
Black, as humble as she is, fully embraces it. 
"It doesn't feel like a responsibility anymore; 
it's second nature," she says. It stems from 
being comfortable in your own skin, 
embracing who you are as an individual 
and sharing your whole self with others. It's 
an agreeable assertion, though one Black 
admits to have learned the hare way. 

"I did a show for Pride Toronto 
last year and wore these shorts that I knew 
I wasn't comfortable 
wearing," she says with 
anaudiblecringe."They 
were just too short, but 
I did the whole show 
in them anyway. For 
me to set an example 
for girls looking up 
to me, I should've 
just put on leotards. 
Simple. Because when 
I'm comfortable, I'm 
confident, but I didn't 
perform to my ful.est 
ab lities because I 
wasn't comfortable.” 

The essence 
of that example, the 
artist muses, can be 
applied across the 
board. "If you’re going 
into a business meeting 

and you're not comfortable in your own 
skin or not fully aware of your environment, 
you won't present yourself properly. I live by 
that mandate now - make sure I'm always 
being authentic. Love me or hate me, I'm 
going to be authentic." 

And authentic she is, even when 
faced with more serious and delicate topics. 
For example, does it frustrate Black that after 
all she's accomplished - both for herself 
and her peers in the genre for which she’s 
a key trailblazer - she still hasn't received 
the recognition of so many of her US¬ 
based contemporaries and collaborators? It 
used to. A lot. "I'd be lying to say it didn't," 
she admits, "but I had to check myself. 
Complain? Life is not that bad." 

What's helped her overcome the 
disconcertion - even over the last six months 
- was being able to look at successful artists 
like Beyonce and get to know them from a 
distance. "If there's a DVD, I'll buy it; if there's 
a special, I'll set my PVR. I've gotten rid of 
those jealousies just being able to admire 
the drive behind these successful artists and 
adopting it myself." She's using that insight 
she obtains to propel her forward towards 

her goals. "02 Arena? 
Air Canada Centre 
three nights sold out? 
It's happening. I just 
have to keep going." 

Black is in a 
fairly unique situation 
in that progress she 
makes in her career 
is oftentimes parallel 
to progress made 
by the genre as a 
whole because she, 
in several senses, is 
the flag bearer for 
Canadian hip-hop 
and R&B. So how does 
she feel about the 
scene she’s worked 
so hard to cultivate? 

genre is in many cases 
institutionalized - not the malice or ill-will of 
any individual or group. "I used to feel guilty 
thinking this, but as my mentor tells me, it's 
just fact," begins Black. "It's a fact that in 40 
years, we've had one bi-racial host of the 
JUNOs. 40 years. You call a spade a spade." 

It's what the artist calls "simple 
demographics" - many of the individuals 
making decisions that affect the industry 
have been making them for years; however, 

their children and grand children are 
living in a time of increased diversity 
and acceptance. "They don't see colour 
or even genre; they just love music,"says 
the singer of the current generation of 
music fans- They can listen to a goth 
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Still, 

Andrew King is 
the Editor of Canadian Musician. 

some minor 

song, and then a Jully Black song. A lot of 
people in decision-making positions don't 
seem to see that. Those of us that recognize 
it, though, just have to persevere.” 

Canadian audiences are always 
quick to claim their exports as their own, 
though it's usually after they've been 
recognized and celebrated elsewhere. It's 
not just musicians - comedians, film actors, 
athletes; so many have had to develop their 
crafts outside of their country. According to 
Black, that has to change. "Whether you're 
a comedian, singer-songwriter, whatever 
- look at what we're exporting. If we could 
celebrate these accomplishments among 
the 34 million of us here first, we could be 
self sustaining. I'm fighting to bridge 
that gap." 

or social network posts. Once they've heard the music, 
they're then more inclined to buy into Jully Black as an 
artist, and will maybe go out and see a show. 

"For artists like me, it's about getting on the 
road," says Black emphatically. "If I give these people 
an experience, then they'll run to the merch table. 
That's the business I'm in. The live experience can't be 
replaced with a computer. It doesn't matter how many 
online streams you want to watch; nothing beats 
being there and seeing the beads of sweat on, say, Tina 
Turner's lip. Nothing." 

She and her team have taken strongly to 
social networking sites. There's been a learning curve, 
no doubt, but it s one that's easily overcome so long 
as you re being true to yourself. "If you can just be real 
about it, things become really easy," Black believes. 
There are so many platforms, so it can become like a 
science experiment, but it's been a lot of fun." 

J  Black isn't going anywhere. 
She's extremely proud to 
be Canadian, and if staying 

|| here means she has to work 
[ I a little harder to get where 
J she wants to be, so be it. 
I Hard work yields ample 
I rewards. After all, says the 
I artist, "This is my home. Why 
I should I run away with my 
1 art? I was able to build this 
and groom it right here in 
Canada, so I feel okay that I'm 
giving it 100 per cent." 

despite 
hardships, 

For the rest of 2011 and leading into the new year, 
Black will be on the road, hitting "every corner, every 
crack, and every crevice" of this country. "I'm 100 per 
cent committed to being an artist and a storyteller,"she 
says with an obvious ambition. "I want people to not 
only see me, but to hear me and feel me." 

Though her goal is to reach the entire world, 
she's starting with Canada, trying to have everyone's 
hearts beating to the same rhythm - maybe even 
those found on (8)ight. Though despite her hopes for 
the future, Black is living in the present, and excited by 
what it's bringing her. 

"Do you know how proud it makes me to be 
in Canadian Musician magazine?" she asks rhetorically. 
"I'm the youngest of nine kids and the only one born 
in Canada. My mother chose Canada in 1968. She 
sacrificed so much, working for $1.65 an hour, and right 
at this moment, I'm reminded that it wasn’t in vain." 

But the reality is that a few pages of ink are 
only a fraction of the attention she deserves - and a 
fraction of the attention she herself has drawn to urban 
music in Canada. But even without that deserved 
gratification, you can be sure Jully Black will continue 
sweating it out in the studio, on stage, and in the 

community, working hard for her family, 
her fans, and herself. ■ 

f though she's alrc.uiy tosteicd 
' plent / of i hange, she < ontinues 
F to do so and on a number of levels. 
F While her many TV and onstage 
I appeararc es give her a direct line 
F of:ommni< ition with the masses, 
F she alsc operates on a grassroots 

level, bridging the figurative gap 
F existing between the artist and her 

adorers. 
The Internet hasn’t teen 

totally kind to Black. Her 2005 single 
HK "Sweat Of Your Brow" was reportedly 
■■ illegally downloaded 2.5 million times 

while Black struggled to sell 15 000 
' W copies of the album that contained it. 
BE H's an unfortunate reality, but instead of 

fighting it, Black and her camp are trying to 
‘ W harness that power for their own benefit. 
K "What happened in the past is a 
F blessing,"says Black."It helped us realize there 
' were two-and-a-balf million somebodies that 
F wanted the song. That same summer, I toured 
I with the Black Eyed Peas. That same summer, 
eTalk saw me and picked me up. If we’d dwelled 
on 'illegal downloading, we would've been 
distracted from the blessings flowing our way." 

Prior to the release of (8)ight, Black's 
camp released the track "Zodiac Drug" as a free 
download for fans, with several others to follow in 
exchange for e-mail addresses for her mailing list 

Black & her band onstage at the Downtown Waterloo /azz Festival 
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Chris Gallant 

Surfing the crowd at a stop on the annual Vans WARPED Tour. 

swipe of your debit It takes more than a 

beat 
splashes 
front of 

their 
and crashes in 

brands they use and this Nova Scotia-based 
company has attributed a lot of its sales to its 
association with Buddy Miller (Band of Joy/ 
Emmylou Harris)."He's known as a real ‘tone 
guy’ and I think the peop>e that are awane of 
that look pretty closely at the stuff he’s using 
to achieve his sounds.” 

When you’re looking to get free 
gear you’ll probably think you have to be 
famous. SABIAN Cymbals’ Sales and Artist 
Relations Manager, Terry Ryan, describes 
it as visibility. Drummers like Daniel Adair 
of Nickelback and Neil Sanderson of 
Three Days Grace are keeping 
brand recognition alive 
when they 

WHAT IT’S ALL ABOUT 
It’s pretty clear how an artist benefits from 
an öndorsement, but there are more lenses 
to use from the manufacturer’s standpoint. 
“The feedback that we get from players 
using our pedals helps us refine what we 
do and improve our products," says Aimish 
Wallace, Director of Operations at Diamond 
Pedals. Fans of bands become fans of the 

thousands of fans every night. 
That being said, Ryan also thinks 

it’s very important to foster the relationship 
at an early stage when you find the right 
act. "Artists tend to need you moré when 
they have no money," he says, outlining the 
importance of fostering oyalty in order to 
keep your advertising economical.“You hope 
they elevate their career." Assuming they 
do, a band that becomes^an international 
success will prove a worchy^votanent for 
any endorser. “If you’re imSfain" and Rush 
performs, our logo is thesame... It gets us a 
wider visibility at a minimum cost.” 

Ask Fred DiSanto of Godin Guitars 
what matters most and he’ll say:“Heart! All of 
our artists have played a Godin even before 
we were aware of it." The company’s artist 
program is a vital part of its success as a 
manufacturer and goes hand-in-hand with 
media coverage and a great dealer network. 

Rarely do reps like Wallace, Ryan, 
or DiSanto find themselves scouting for new 
artists when they get so many sponsorship 
requests from bands all over the country, 

card to send that million-dollar hit to the 
masses. After all of the recording sessions, 

_ promotional expenses, and pit stops on tour, 
the only break you get to look forward to 
is that guitar malfunction. An oft-applied 
method of relieving some financial hardship 
in this industry is to acquire an endorsement 
deal. In a nutshell, you get easier access 
to your favorite products and services in 
exchange for some form of advertising to 
r̂th9 supplier. 

Everybody knows that celebrities 
help sell stuff. Television commercials are 
nearly plagued with appearances from actors 
and athletes confess ng their love for some 
kind of a sports car or cold medicine, and the 
viewers aren’t ignorant to the rewards paid 
out for these cameos. 

Musicians, however, often enter 
the world of sponsorships from a 
different angle. In the time leading 
up to their chart-topping success 
they can be found spending their 
last penny on that piece of gear, 
signature outfit, or stage prop that allows 
them to charge on and break new ground in 

y effectively mean the 
usic industry tends to prefer 

‘ endorsement” to “sponsorship," 
serrflething that hirîts to a feeling of support 
and passion rather than charity or corporate 
image. Musicians are quite vocal about the 
brands they trust, whether they partner with 
them or not; you won’t usually find an actor 
tweeting about their favorite toothpaste or 
ey^ cream without some hidden motivator. 

this industry.Th 
same thi 
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Flyers and Lucky Brand Jeans 
in order combat the war 

e roster for a gear 
comes with other 

— who've 
tour with 
Block and 
- aligned 

Pop-rockers Neverest 
recently come off a 

i New Kids On The 
I the Backstreet Boys 
themselves with PF 

Its a case-by-case thing and we 
always make sure that the company under¬ 
stands our desire to expose a product that 
we love in a very organic way. We 
don't wish to become 
sales people...we are 
here to help spread 
the word.’ 

Every band with a good business 
plan should be able to demonstrate growth 
and profile, two key items that will open 
the gates to discounts and free wares. 
Drop a few hints about your goals for the 
next year and how they can involve the 
company. Be realistic: It’s hard to believe that 
a band drawing 50 people a week is going 
to be playing Glastonbury. (Not to say it’s 
impossible.) Useful items including how long 
you’ve been together and where you’re at in 
your discography would help as well. While 
your website and press releases should be 
available to them, you still want to make it 
easy to digest a fractional but punchy slice of 
what you’re all about so that they are inclined 
to research you further. 

Stress your mandate. What is so 
special about you?There are some companies 
who are going to want to jump on the 
“next big thing" while some might feel safer 
about working with an artist who is fairly 
homogenous. Align yourself properly. Do 
your research and try to get a feel for what 
they look for and understand if it matches 
what you do. 

Probably the most important 
aspect of your pitch should be your love for 
what they provide. Have you actually been 
using their stuff or are you just excited at 
the idea of someone helping you out? Here's 
a test: What was the next thing you were 
going to purchase before hitting the road or 
playing that showcase? What do you need 
to replace? Is there something you can’t 
perform without? Find out who makes it 
- that’s the company you should be targeting. 
The best position you can put yourself in is 
to approach someone who could give you 
a discount on something you were going to 
buy regardless of the deal. If the deal doesn’t 
happen, you didn’t lose anything by trying. 
If they take a pass on you, thank them for their 
consideration and, if you’re still interested. 

5 

MAKE IT HAPPEN 
Getting endorsed is not like winning the 
lottery. Artists that have a plan and know 
how to pitch themselves make for perfect 
candidates. If you’ve been booking your own 
shows and handling the publicity for your act, 
the pitching part should come fairly naturally. 
If you lack that experience, the best way to 
gain it is to dive in and learn to talk the talk. 

You would speak differently to a 
music programmer at a radio station than 
you would a talent booker.The same can be 
said for gear companies.What needs to sit at 
the core of any pitch, however, is the mutual 
benefit attained by both parties involved in a 
prospective deal. 

You need to demonstrate how 
your supplier is going to increase sales by 
offering you easier access to whatever it is 
you're asking of them. If you’ve never toured, 
don’t have an album, or you’re playing one 
show a month at the local watering hole, 
you may want to reconsider the request.Tell 
them how many people you usually play to 
or which well-known artists you've shared 
the stage with. Anything impressive is going 
to show that opportunities come your way 
- opportunities that will come their way 
should their logo be somewhere onstage. 
Remember: They're running a business, but 

perks than discounts and promotional 
outlets. Occasionally you’ll be privy to new 
products or services. Stinco explains: “We 
have access to some special tweaks that 
are not necessarily useful or available to the 
general public but help us out on the road." 

The other issue you might face with 
an endorsement is your ability to continue 
using the other brands you enjoy.Vans - well 
known in the music industry for their annual 
Warped Tour - expect a certain degree of 
exclusivity from their athletes but like to 
keep things more organic with their artist 
roster. Chris Overholser, Senior Marketing 
Manager for the company, says: “One of our 
main tenants is to support creativity. By being 
heavily involved in music we get to be front 
and centre." 

but it can happen. When it does, the terms 
of the relationship are quite varied. Dan Hay, 
guitarist of Amos The Transparent, cites how 
his deals with Empress Pedals and Wicked 
Guitars came together: “When [we] started 
touring more and playing some bigger shows, 
they asked me if I'd like to use some of their 
gear on stage." While working with 
these suppliers, Hay can 
play whatever piece of 
equipment he likes 
on stage. 

touch base after you've developed your 
career some more. Building that relationship 
is more important than any material help. 

Be sure to keep yourself in check 
and mull over the reasons why you're looking 
for an endorsement.You can get caught up in 
the very idea of it and start to lose sight on 
the bigger picture. As cool as it could be, the 
sponsorship should be nothing more than 
another tool in your business plan. The last 
thing you want to do is start measuring your 
success by how many brands are backing you 
up.You’re an artist, not a stock car. 

While it’s easy to talk about 
instruments when you’re on the topic of 
endorsements, there is a wealth of products 
out there you use night after night that could 
make your life easier. Basically anything that 
you can pay for has some kind of markup. 
Fortunately for you, this markup translates 
into a margin of sponsorship. With ever¬ 
evolving trends and fads, clothing is one of 
the bigger expenses you will face as an artist. 
You present yourself to people in photos, 
onstage, and at conferences, so you have to 
look your best within the parameters of your 
genre’s norms (unless you want to shatter 
those standards). 

with laundry while on the road. 
“Clothes are definitely at the 
top of the list, especially when 
touring," says lead singer Spee 
Chalkiotis.“The wear and tear of 
a tour is unbelievable." Chalkiotis 
would like to drum up more 
lifestyle-oriented sponsorships 
with beverage companies, car 
companies, or cell phone providers 
to further cut down on daily 
expenses.“Everyone has needs.” 

Neverest have been 
very happy with the relationships 
built with the brands they love. 
One thing Chalkiotis has noticed 
is the room for opportunity 
an endorsement can open up 

including subject matter for the red carpet, 
invites to perform at corporate events, and 
in-store concerts. “That not only brings 
business into the store, but we get exposure.” 
The discounts and free wares are only the 
beginning. “Don’t be afraid to start small and 
build on that relationship. Think outside the 
box." And while he recognizes the need to 
promote the products used by Neverest, the 
singer couldn't be happier to help. “We're 
basically‘walking billboards,’ but we definitely 
look forward to that.” 

If you’ve got the 
goods but lack the ability to 
negotiate a deal with your 
target sponsor, you may want 
to enlist the help of someone 
like Samantha Pickard, VP of 
PR firm Strut Entertainment. 
3 Street Management 
gave Pickard the res¬ 
ponsibility of hooking 
Neverest up with 
threads so that their 
resources could be 
betterspentpromoting 
and booking the act 
instead of dressing 

Holding a 
global perspective 

has allowed Vans to give 
back to those in need. An effort 

ëen the shoe company and Pearl 
bassist Jeff Ament will see the proceeds 

from a signature sneaker help build a skate 
park on the Pine Ridge Reservation in South 
Dakota - a community with a tragic past and 
high rates of poverty. Overholser says that 
working with musicians has opened doors 
to these types of opportunities and is a very 
important bi-product of endorsement. “We 
want people to wear Vans because they care 
about what we’re doing." 

“They’re 
retty easy going about 

my obligations. Unlike other 
companies, Wicked doesn't require me to 

only use their guitars... same with Empress.” 
Amos The Transparent’s latest album features 
many tones shaped by his Empress pedals, 
including one that sounds like “a backwards 
spaceship.” 

Advertising requirements are 
usually a big concern for somebody con¬ 
sidering an endorsement deal - everything 
comes at a price, right? Simple Plan guitarist 
Jeff Stinco says it’s circumstantial but it can 
happen: When they weren't busy recording, 
touring, and releasing their latest album. 
Get Your Heart On!, they were doing ads for 
manufacturers like Sennheiser, DiMarzio, 
T-Rex, Mesa Boogie, and Fender. 

' >1 
Samantha Piçkard 
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Don’t Take Just Anything 
If you're going to accept an 
endorsement, make sure it’s 

something you actually want to 
use and a company you stand behind.’ 

- Dar, Hay of Amos The Transparent 

Read The Fine Print 
‘‘Know the terms of the 
deal and honour that 

commitment with the brand.’ 

- Spee Chalkiotis of Neverest 

Hk Matthew Gardner & Logan Traynor 
of Atypical Clothing 

Do Your Research 
“You’ve got to have a very solid 
plan and go up to brands that are 
going to reflect your lifestyle." 

- Samantha Pickard of 
Strut Entertainment 

them. "They’re sweating through clothes on 
a nightly basis," she says. “It’s very important 
to be saving that kind of money." Seeing an 
opportunity to help the band stay on budget 
while looking good, she demonstrated to 
companies like PF Flyers how they could 
benefit from having a high-traffic, well-
received group showcasing their line in the 
public eye.“Brands with less money to spend 
are looking at more grass roots partnerships.” 
She built a win-win situation for the client to 
digest and the deal was born. 

Atypical Clothing, a relatively new 
apparel maker run by co-owners Logan 
Traynor and Matt Gardner, has been relying 
on the help of up-and-coming Canadian 
bands like The Artist Life and Victory Sweet 
Victory to spread hype about their designs. 
Without the ability to launch a multi-million 
dollar advertising campaign, the boys worked 
on the niche they were carving out and sent 
t-shirts to some of the bands they wanted to 
work with.Traynor thought the collaboration 
would benefit everyone involved: “It’s really 
hard to start out as an independent brand. 
The bands really help us grow.” 

Those who accepted were usually 
so excited to represent the brand that 
they would immediately do photo shoots 
and post the pictures online for the fans 
to see. Atypical Clothing doesn’t feel the 

need to outline any promotional 
expectations with their artists 
because of how important it is to 
maintain this level of excitement 
with them. “You can’t get better 
than people on the Internet 

wearing your shirt," observes 
Gardner. 

“A lot of bands wear their clothing sponsor¬ 
ships as a badge of honour." 

Once you've secured and nurtured 
one sponsorship, the rest are easier to 
come by. “Once you’ve built one positive 
brand relationship, you can leverage that in 
other categories," advises Pickard. For those 
companies who have formal endorsement 
applications, you’ll often notice they ask for a 
list of other companies who are working with 
you already. This will not only demonstrate 
that people want to endorse you, but it 
also shows them whether you are picking 
products that match your lifestyle or if you’re 
just being whimsical. 

Ryan at SABIAN also thinks it’s a 
good spot to determine if there is a conflict 
of interest between brands: “There’s kind 
of an unwritten rule in the industry where 
you don't go out trying to steal people from 
other companies.” 

You have to wear a lot of different hats in 
order to further your career in this industry. 
Convincing someone to give you things 
for free or on the cheap can be tough, 
especially if it’s too early in the game for 
you, but recognizing when an opportunity 
presents itself and how to capitalize on it is 
paramount. 

If all else fails, you can always 
redeem your Air Miles. ■ 

Chris Gallant is a singer-songwriter and touring 

musician from PEI who likes to write about the 
things he wished he knew before entering 

“The Industry.” He can be reached at 
chris.s.gallant@gmail.com. 

HERE ARE SOME 
WORDS OF WISDOM 

FROM THOSE 
ÏNTHEKNOW: 

You Are What You Use 
“Do these things with integrity 
amd remember that the people 
who will see you play or wear 

certain things will associate these 
items with who you are as an artist. 

It’s important to be honest 
with your public.” 

- Jeff Stinco of Simple Plan 

IL 
Diamond Pedals'Aimish Wallace 
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BY MÄRK DESLOGES 

remember reading music and sound magazines as a 
d, picking them apart with a fine-toothed comb 
trying to find that one trick that would turn my career 

around - that one bit that I could use on my next 
tour to impress the band that hired me. But 

'L let’s face it: there is no one secret that will 
make you mix better overnight. 
I could go page after page of details 

and specs, math, and problems, but professional 
mixes come from years of hard work and dedication. 

The real trick with this piece is to make you think. 
If I get only one point across, it would be that good 

audio technicians are people who have spent years studying 
the relevant technology and theory to learn how to become 

efficient problem solvers. You’ll need to develop a strong heart, and 
sharp mind, to become a good audio tech. 

From the biggest festivals to the smallest club gigs, there 
are certain factors that will remain constant throughout your entire 
career. You’ll run into the same scenarios time and time again and 
will need to acquire the proper information to solve and prevent 
common mistakes. The people who make it are the people who 
took the time to understand what was going on around them. 
Music may not be rocket science, but if you want to impress, or 
you just want tonight's show to go smoothly, it doesn't hurt to 
have a basic understanding of what's going on. 

Load-In 
The first step on any gig day is walking into the venue and 
assessing your situation. Regardless of your title or role in a 
show, what you do will affect other people around you and 
their ability to do their job. For any-sized event, there will be 
someone in charge of making decisions that will affect how 
the show will run as a whole. It's crucial to have everyone 
involved on the same page. 

Worlds will collide and people's gear will get in 
the way of other people's gear. From the moment you 
walk onto a concert site, you have to be thinking about 
the most efficient way to load your equipment, how to 
avoid conflicting use of space, how to make it run at peak 
efficiency, and how to get it out with the most ease - all 
using the least amount of man hours. These details will 
not just take care of themselves, so address them as 
early on as possible to avoid any confusion closer to or 
during the show. 

Look at the size of the room and make 
educated choices as to where and how to set up.Think 
about where the band is playing in relation to the 
audience. How much room do you have onstage for 
your backline and monitor rig? Finally, how much PA 
do you need and where should it go? Hockey arenas 
have an abundance of space on and off stage; the 
same can't often be said about a dingy rock club; 
therefore it is extremely important to make wise 
decisions on where and how you set up your band 
and your PA. 

¥ * f&¿.' 
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Power trip 
Everyone's gear needs power - the band, 
the PA, the lighting... Knowing that 
everyone will need it, and knowing that 
electricity can be extremely dangerous, 
it's prudent to study up on it, even just a 
little. A lack of understanding of or respect 
for electricity goes along with countless 
horror stories - from blown amplifiers to 
electrocution. Your best bet is to do your 
research. Volts, amps, watts, ohms - learn 
what they are and how they can come 
into play. 

Source-out where onsite power 
is available and how much you can draw. 
This will tell you how much cable you will 
need and how much equipment you can 
safely run without tripping any breakers. 
On that note, it is important that while 
assessing your power you familiarize 
yourself with which breakers are attached 
to the circuits you are using. If you trip 

a breaker mid-show, the 

last thing anybody wants is to see 
you running around trying to find 
where the breaker panel is. To avoid 
problems, know how much electricity 
your equipment is going to draw and 
how many circuits you will need to 
properly run it. By using Ohm's law, 
you can calculate how many amps 
your equipment will require, which is 
the determining factor in discovering 
how many circuits you will need to 
run your system. 

PARTY 
Most shows are run on a budget - often a 
tight one. The harsh realities of small-budget 
shows are small-budget systems, so learn to 
make the best of what you're provided.That, 
my friends, is the secret to becoming a truly 
talented audio tech. The trick will be setting 
up the system in a way that will achieve its 
maximum output potential with the least 
amount of headaches or stress. 

Let'ssay,forexample,thatthevenue 
in question has provided two self-powered 
750-watt mid-high speakers (tops) and two 
1,000-watt self-powered low frequency 
drivers (subs) as a PA to fill a room that holds 
300 people. Not a big system; however, 
with proper alignment and tuning, you can 
achieve the best possible results and walk 
out sounding good. 

The first concern is speaker place¬ 
ment. An old trick I've used for years while 
building small PAs in box-shaped rooms, 
is to calculate the best way to get subs to 

evenly cover in a given room. 
The method I use is to take 
a room's width, divide it by 
four, and place the subs one-
quarter of the venue's width 
away from the left and right 
walls, leaving half of the 
venue's remaining width be¬ 
tween the two stacks. 

The advantage of 
this method is a fairly even 
spread of bass across the 
entire room with minimal 
sound cancellation, resulting 
in a higher SPL (sound 
pressure level). Based on the 
way the subs couple, you will 
achieve a bass boost going 
down the middle of the crowd 
and a build-up at the edges of 
the room, so keep this in mind 
later when choosing your FOH 
mix position. 

The second part of 
the trick is placing the mid-
high speakers directly above 
the subs, preferably on the 
factory-made poles that link 
the subs and tops together 
to try to place the speakers 
in phase of each other, thus 
preventing odd time delays or 
phase cancellation that would 
decrease the SPL and colour 
the sound of the PA as a whole. 

The last piece of the puzzle is to 
determine the angle of coverage that the 
mid-highs produce and tilt them slightly 
inwards towards each other, pointed to 
the centre of the crowd. This will not only 
benefit those front-and-centre; it will keep 
excess sound waves from bouncing off 
the sides of the walls, which causes noise 
cancellation. 

Another method more commonly 
used at larger shows is pointing mid-highs 
straight out with the subs and placing 

BREAKER BREAKDOWN 
Say you have a guitar amp that draws 

200 watts. If you divide that 200 watts by 

your standard 120-volt circuit, you'll be 

drawing 1.67 amps out of a possible 

15 on a typical 120-volt circuit. 

The same equation applies to speakers 

and power amplifiers. If you have a 

1,000- watt speaker amplifier, by dividing 

1,000 watts by 120 volts, you will find that 

it will draw 8.3 amps. If you wanted to 

put two of those 1,000-watt amplifiers 

on one 15-amp circuit, think again - two 

1,000-watt speaker amplifiers will draw a 

combined 16.6 amps, and if run at full power, 

will trip the breaker of a 15 amp circuit. 

Even worse is when you have two 750-watt 

powered speakers plugged into one outlet, 

drawing a combined 12.5 amps, and a 

band decides to plug some equipment into 

the same circuit. All of a sudden the room 

goes quiet because the overloaded circuit has 

tripped its breaker and the juice is cut off. 

This is why it is important to dedicate 

circuits to certain components. If you don't 

know the draw of a particular circuit 

or what's attached to it, ask somebody 

before just plugging something in. 
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smaller speakers on the stage to fill out the 
mid-high frequencies for the front-and-
centre. These smaller speakers are called 
front-fills. You can even go so far as to add 
more speakers to the sides of the main mid-
highs to fill out the sound for the people 
sitting to the far sides of the stage. These 
are called out-fills. Going even further, for 
larger shows, you can have speakers further 
back among the crowd that are time-aligned 
to the main speakers called delays. With all 
these options available, you need to keep 
your system under control. More speakers 
doesn't always mean better sound, but it 
always means more thought and tuning, so 
plan your system carefully. 

The next step is setting up your 
front-of-house mix position. It's ideal to be 
in the centre of the room at 75 per cent of 
the depth of the venue back from the stage; 
however, you are not always that lucky. It's 
best to stay away from walls and balconies 
where you will be surrounded by bass traps 
and your perception of what the PA actually 
sounds like will be skewed. 

Once you're set-up and ready 
to mix, listen to your PA. Just because you 
set it up the way you usually do doesn't 
mean it'll sound that way. Start by playing 
noise and confirming that every speaker 
is outputting the way it should. The next 
step is to listen to reference music. This is a 
high-quality song or musical piece (not an 
MP3, preferably) that you know extremely 
well and have heard on several systems. 
Does it sound the way it's supposed to? Is it 
lacking bass? Or is there a crunchy sound in 
the high-frequency range? By using either 
a processing unit, graphic EQ, or both, you 
will be able to adjust the sound of the PA as 
a whole. Science is able to help you cheat 
and cut corners, but the real trick is listening 
with your ears and learning how to tell the 
difference between a frequency that needs 
to be brought out and exposed, and one 
that is causing feedback and needs to be 
crushed. 

Now assemble and test your 
monitor rig. The most typical monitor set¬ 
up is stage wedges. Before any show, these 
will need to be checked and tested the 
same way you would test the PA. Play noise 
to confirm they are operating properly, and 
then play some music through them to see 
how they sound. Once you've confirmed 
that the monitors are suitable, set-up a vocal 
mic and speak into it. See how it sounds, 
and how loud you can push it until it feeds 
back. Find which frequency rings first, then 
use an EQ to bring that frequency down in 
the mix. Push it up loud again and repeat 
this until you've pulled out three or four 
major rings and can speak into the mic at 
a loud level without feedback. This is the 
loudest you'll be able to push your monitors 
before they take off and assault everyone 
with atrocious noise. 

Another option to look at is in-
ear monitor systems. These can replace 
the need for wedges onstage and can be 
a life saver on gigs where the in-house 



monitor rig is sub¬ 
par and space is limited. It can 

It can be extremely hard to 
stay on top of the latest trends and 

Trevor Coppen 

ROZ NEV AinEn 

SoUj^CHECk W|TH 

CM: If a typical rock band is playing a club with 

only two stage wedges available, where does it 

make the most sense to place them for the best 

experience for the band as a whole? 
SS: You have two solid options. You can place the two 
up front, split on centre where they will best cover 

most of the stage, or you can put them up on cases 

and use them as side fills. This design seemed to 
work for many years with rock bands when wedges 

weren't really an option. 

(The Tragically Hip, 

Bryan Adams, www.GearForce.com) 

CM: What kind of thing makes for a bad room to 

mix in, and what are some ways to combat or com¬ 

pensate for those shortcomings to save a show? 

SS: There are so many variables - low ceilings, hard 

surfaces, over-hangs, weird walls... Some options 

on making the best of a bad room are keeping the 

stage volume down, side-washing amps to keep 

them from peeling faces, having drummers use rods 

or lighter sticks on as many songs as you can, and 

choking back cymbals if possible. Hanging a 

back-drop can help dampen sound. And 

ifyou or the club has any fabric to 

spread around hard surfaces, 

that'll help, too. 

CM: Is there a particular smaller piece of gear 

that most clubs don't have that you recommend 

someone bring along with them to save time or 

make for a better-sounding show? 
TC: Compression - one good bus compressor 
across the stereo mix of a PA can really tighten 

things up and bring a PA to life. A good compressor 

on bass or vocals can also smooth things out. Love 
'em. Learn to use them, find one you like, and 

travel with it. 

TREVOR cqPPEn 
(Metric, Death From Above 1979) 

stephen "Snickers" smith 
(Joel Plaskett, In-Flight Safety) 

CM: If a typical rock band is playing a club 

with only two stage wedges available, where 

does it make the most sense to place them 

for the best experience for the band as a 

whole? 

TC: Prioritize. Figure out what's most important 

to be heard for monitoring. Most likely, it's the 

lead vocal, and an instrument for the lead vocal 

to stay in key (rhythm guitar, keyboard). If you're 

playing somewhere with only one ortwo monitors 

on one mix, be practical. Downsize a bit, and 

maybe use smaller amps or turn down and make 

sure whatever's necessary be in those monitors. 

Chances are the venue is sized accordingly, so you 

don't need a snare and you won't need the full 50 

watts ofyour guitar rig. 

CM: At what stage in the game do you recommend 

a young touring band consider bringing a 

designated sound person on-tour, considering 

how tight touring budgets can be when you're 

paying your dues? 

RN: I would say as soon as you can afford it. When 

I started in this industry, I was the drummer in a 

band and remember having a band meeting dis¬ 

cussing the need for our own guy - someone to look 

out for us and represent us. There was initially a lot 

of arguing about the guy we were hiring because 

he was going to make more than any of us, but 

in about two months, we were able to start 

playing better gigs for more money, 1 

and I attribute a lot of that to JÉ 

how good he helped 

us sound. 

CM: If an up-and-coming band wants to look into 

lEMs to improve their show, what would you say 

are the key things to be aware of that often get 

overlooked by new users? T* 

RN: Quality ear monitors will give a quality listening 

experience; get the best you can afford, and take 

care of them! 

I also strongly urge you to listen in 

stereo. The human brain doesn't like to listen in 

mono. That means extra outputs and inputs, which 

may mean a larger monitor console or FOH console 

with more aux busses. I've helped a few smaller acts 

get started by carrying their own little mixer with 

a built-in splitter, and they gain the advantage of 

stereo monitoring as well as consistencyfrom night¬ 

to-night. If you add some inexpensive reverbs, you 

can create a wider stereo image with a little creative 

panning of some of the instrumentation. 

also be a far superior way to monitor 
your playing. The catch is it requires more 
set-up and someone trained in the art and 
science of making them work. It also is a 
more costly endeavour, so try them out 
before investing in low-quality or unsuit¬ 
able rigs. 

The final piece of the puzzle is to 
place all of your microphones, lines, and 
snake, and then perform a line-check. Start 
by placing your mies on stands roughed 
into their final resting position and labelling 
the cables attached to them with the name 
of the relevant instrument or performer on 
each end. This way, ifyou need to change or 
fix something later on, you won’t waste time 
tracing cables to figure out what you've got 
going on. Once they're ready to go, have 
someone onstage talk into them one-by-
one, while the person who will be mixing 
at front of house is checking them not only 
at the sound console but over the PA. Once 
you know all your lines work, it's time to 
place your mies. Once you've done that, get 
the respective musicians to play one at a 
time to set your gain on the individual 
channels. 

The goal is to set up your gain 
structure so that all your inputs and outputs 
are working at their peak range. To do this, 
solo your channel and adjust the gain pot 
on the console for each channel until it 
reaches OdB (or unity) on the meter. At this 
point, listen to each source one-by-one over 
the PA. Make adjustments via the channel 
strip's EQ, and when you're satisfied with 
the tone of each instrument, slowly push 
all of the faders up to OdB and see how it 
sounds as a whole. 

Remember that if something is 
lacking, you can't just push the fader up 
and hope that volume will help. There is 
only so much headroom, and you will reach 
a point where you will have to push other 
instruments down to bring out the volume 
of the one that is lacking. Be smart about 
your mix, but trust your ears. Ifyou feel like 
something is missing, it probably is. Good 
mixes leave nothing behind, so don't be 
afraid to tweak a little. 

The science and technology behind pro¬ 
fessional music is constantly changing. 

gear; however, there are many standard 
principles that will always come into play, 
so have an active interest in and good grasp 
of the mechanics involved with live sound 
to be able to perform your best. 

A quote I heard years ago that I've 
lived by ever since is: "It's better to have a 
competent audio tech on awful gear than 
an uneducated one on the greatest gear." 
Argue all you want, but good sounds are 
produced by smart people. You can't drink 
beer and pray to the rock gods for better 
sound and expect results. You have to read 
manuals, study, and work hard for it. 

But in the end, the bands that 
sound the best and go the farthest are the 
ones that knew exactly what they were 
doing. You will never cease to be amazed at 
how far a little science and know-how will 
take you. ■ 

Mark Desloges is an Audio 
Technician with Tour Tech East 
and has toured with acts 
including Cancer Bats, Classified, 
and Stereos. 
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HOME RECORDING 2011 
Thanks to reputable music magazines or the liner notes of widely-adored albums (on various formats), the title of producer/engineer is 
one with which even the most casual of music listeners is likely familiar; however, to that casual listener through to some of the more 
established musicians and members of the industry, the definitions of the two sides of the title are often unclear. 

Whether you're recording your own music or that of another artist or band, it's likely that you'll be wearing both hats, though it's 
important to understand what each entails in order to draw clear lines in the sand as to your exact role. That way, should the time come to 
act as either or both on a more serious project, you'll be prepared to perform your duties to your fullest potential without muddying the 
waters. 

To get a good sense of what the roles of producer and engineer entail, and how to work towards developing your skills as either, 
we've rounded up a range of well-respected and prolific producer/engineers, as well as some artists who've grown to adopt the two titles. 
While their backgrounds and outlooks may differ, what they all have in common is the ongoing longing to develop their skills making great 
records - regardless of title. 

"The producer’s role embraces both the musical aspects as well as the sonic. Even if 
the producer is not an engineer, he or she should be gu'dir.g the way the recording sounds 

so that it works with the musical creativity and enhances its emotional intent.” 
-Warne Livesey 

ENGINEER VS. PRODUCER 
Embracing the role of producer/engineer can really only come when you've amassed some experience as each. That of engineer is arguably 
easier to define. As famed producer Warne Livesey (The The, Matthew Good) frames it, the engineer's role is "primarily to operate the 
recording equipment and properly capture the sounds"The definition is relatively simple; mastering the art certainly isn't. 

Defining the producer's role, on the other hand, is a bit more verbose, though as producer/engineer Brian Moncarz (Silverstein, 
Circa Survive) explains, "The roles of producer and engineer are quite defined. The producer is in charge of the overall sound, performance, 
and execution of a project," he explains, whereas, like Livesey says, the engineer is "responsible for taking the producer and band's vision 
and capturing it to tape or hard drive." 

Still relatively early in his career, accomplished producer/engineer Dan Weston (Shad, City & Colour) offers some insight in that 
the roles of producer and engineer can "often meet in the middle"- especially when it's one individual acting as both. "As an engineer, a big 
part of the job is making sure things go smoothly and seamlessly during a session," he offers. "When you're engineering and not producing, 
it can be easier to focus on that and the sounds you're getting. Even still asan engineer, you have to keep the vibe positive and often steer 
the session to the right place." 
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PlASKEN 

w w w.j oe I p I a s kett.co m 
Plaskett began recording his 
own demos on a 4-track TASCAM 
224 cassette machine and 
eventually graduated to an Otari 
'/2"MX5050 8-track reel with his 
band Thrush Hermit and later 
on his first solo record, In Need 
Of Medical Attention. He's since 
been developing his engineering 
chops behind the console of his 
own studio, the Scotland Yard. 
He's produced albums and songs 
by acts like Sarah Slean, Two 
Hours Traffic, Shotgun Jimmie, 
and Dave Marsh and the True 
Love Rules. He's currently working 
with emerging songwriter Mo 
Kenney. 
His most recent release, the 
critically-acclaimed triple-album 
Three, was self-recorded and 
produced at Scotland Yard 
with its follow-up expected 
for next year. 

Unlike that of an engineer, the 
role of producer can often extend into 
time spent outside of the recording studio, 
before or after a session. As C'mon frontman 
and producer/engineer Ian Blurton (The 
Weakerthans, The Lowest Of The Low) 
shares, his job as a producer is "to have the 
band ready to go before even getting into 
the studio," so everyone knows what they're 
doing, but also to have time to "explore any 
awesome ideas that might come up." 

It's a tough title to properly 
capture, though Halifax's Joel Plaskett (Two 
Hours Traffic, Steve Poltz) - a celebrated 
artist in his own right who's recently taken 
to producing and engineering projects in 
his studio, the Scotland Yard - sums it up 
rather nicely:"As a producer, I aspire to make 
records that the artist loves, their audience 
will love, and that I love - in that order." 

« "In all disciplines, less is often a 
■ more - less microphones, less ■ 

, “ tracks, less clutter, more songs. 
That’s why (The Rolling Stones’) À 

gf Exile On Main Street rules.” ■ 
-Joel Plaskett 

PLUGGING-IN 10 PRODUCTION 
Whether it's through a diploma from one 
of the many revered schools or institutions 
offering an audio recording program or 
through the old school of hard knocks (or, 
perhaps most effectively, a combination of 
each), the path to establishing oneself as an 
engineer is relatively well-mapped. That to 
becoming a capable producer, however, is 
arguably far more abstract. 

"Oddly enough, I felt pretty com¬ 
fortable calling myself a producer from the 

start," begins Moncarz about adopting his 
twin title. A musician for a large portion 
of his life, Moncarz found his biggest 
challenge to be getting his engineering 
abilities up to speed to make his job as 
a producer more fluid. He adds that the 
opportunity to see some of his projects find 
success has increased his overall confidence 
as a producer. "Experience is everything," he 
says. "Each day in the studio is a learning 
experience that you can draw on at any 
time on any given project." 

"I believe that every idea * 
g needs to be heard and tried. 8 

Even bad ideas can lead to 
1 amazing ideas down the road.” ■ 
■ -Brian Moncarz 

Alreadyanaccomplished musician 
in his own right, Plaskett's path to becoming 
a producer was more gradual. Through co¬ 
producing his own album, Down At The 
Khyber, with Ian McGettigan (Two Hours 
Traffic, Peter Elkas), Plaskett absorbed as 
much as he could from his partner. He 
added to that knowledge working with 
Gordie Johnson (Gov't Mule, The Trews) 
on Joel Plaskett Emergency's Make A Little 
Noise and Ashtray Rock. He considers Two 
Hours Traffic's first full-length, the Polaris 
Prize-shortlisted Little Jabs from 2007, as 
his first real job as a producer, helping to 
shape the arrangements and sounds found 
on the blissful collection of bouncy pop. "I 
didn't really know what I was doing from an 
engineering standpoint,"headmits,"but you 
work with the skills you have." And perhaps 
to encourage others who want to take a 
crack at producing without formal training 
behind the console or computer screen, he 

PRODUCER'S POLL 
CM REACHED OUT TO 
RECORDING ENTHUSIASTS 
NATION-WIDE TO GET THEIR 
THOUGHTS ON TESTING OUT 
THE PRODUCTION WATERS. 

HERE’S THE LOWDOWN: 
1. Do you have a home studio of any 

size set-up to record your or other 

people's music? 

Yes-88.24% 

No, though I plan on setting one up 

in the next year - 5.88% 

No-5.88% 

2. What is the total approximate 

value of the components in your 

home recording set-up? 

$0-51000-5.88% 

51000-52000-11.76% 

52000-55000-11.76% 

55000-510,000-35.29% 

510,000+-35.29% 

3. How much do you plan on spending 

in the coming year on products for 

your recording set-up? 

Nothing this year - 23.53% 

50-5200-0% 

5200-5500-29.41% 

5500-51000-11.76% 

51000-52000-17.65% 

52000+-17.65% 

4. For the most part, which types of 

projects are you recording with 

your home set-up? 

Only work for yourself/your 

band-35.29% 

Work for yourself & close friends - 47.06% 

Demo work for paying clients -11.76% 

Album tracking, mixing, and mastering 

for paying clients - 5.88% 

5. In your opinion, is there still 

a need for professional, large-scale 

recording studios? 

No-5.88% 

Yes, but technology is continually 

progressing and could make them 

obsolete-11.76% 

Yes; they should be able to exist in 

tandem with smaller studios - 64.71% 

Yes; the lack of professionally-recorded 

projects is hurting the music industry 

and there isn't a substitution for 

large-scale studios -11.76% 

No answer-5.88% 
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DAN WESTON 
w w w.westonru i ned myrecord.com 
At six years old, Weston was 
recording content on cassette 
and VHS tapes, d'umming 
on a washing machine o-
whatever was around. Later on, 
he co-opped at Mississauga’s 
Metalworks Studios and later 
attended Recording Arts Canada 
and Fanshawe Cdl ege to boost 
his engineering chops. After 
finishing, he dove ,nto work 
with bands and artists amassing 
as much experience as possible. 
His æcording and production 
credits include work with JUNO 
winner Shad, Classified, Attack 
In Black, City &Co.our, Paper 
Lions, and Ten Second Epte. 
Currently, he's focusing on the 
mixing side of the record-making 
process, working with punk/ 
hardcore veteran and singer/ 
songwriter Walter Schreifels. 

EARNING THE CREDIT 
Being invited into the creative process 
comes with a great deal of responsibility. In 
most cases, the artist or group with whom 
you're working will have already written the 
material they want to record; they've invited 
you in to put some polish on the project, 
though how that polish will manifest itself 
depends on a number of factors - the quality 
of the material, the quality of your ideas, 
and the quality of your working relationship 
with the artist. 

"A band is always going to be a 
little weary at the beginning, and rightfully 
so," shares Weston. "You're messing with 
their sacred baby and they're afraid you 
might kill it." He advises initiating as positive 
and productive an environment as possible 
at the offset. "I always try to be honest and 
keep it casual," he adds, noting that he 
usually becomes a member of the band 
throughout their time together. 

Livesey likes to work in an environ-
ment"freefrom any obvious hierarchy, control, 
or final say." In his 25 years producing records, 
Livesey can"countonone hand the number of 
times that anyone - either [he] or the artist -
has felt the need to argue about who has final 
say. In the right environment, the best ideas 
always prevail naturally." He says that it's the 
producer's responsibility to give constructive 
and honest feedback that enables an artist to 

adds: "I'll take a scrappy-sounding record of 
cool songs over [the opposite] any day." 

Like both Plaskett and Moncarz, 
Blurton notes that abilities "ultimate'y 
come from experience and watching some 
of the best in the biz work their magic," 
citing experiences like those working with 
accomplished engineer Joe Barresi as some 
of the most influential of his career. When 
testing the waters of production himself, like 
many, Blurton says he did "a ton of work for 
free at first," actively seeking out bands and 
asking them if they'd want to record with 
him. Making mistakes, or watching others 
make mistakes, he adds, only promotes 
learning. 

''Lately, I’ve put an emphasis 
on getting things going quicker F 

as an engineer to benefit 
the flow of a session. If you spend 
too much time messing with EQ z 
or a vocal sound, you can wear ■ 
out everyone’s excitement.” 

-Dan Weston V 

It can be truly difficult to assess 
your own abilities as a producer. As Weston 
explains, "There is no real job description for 
what being a producer entails, and no set 
way on how to become one." After acting as 
a producer on a few projects, Weston grew 
comfortable with the title. "I think having 
some musical background and being able 
to work well with people goes a long way," 
he shares - two traits he believes to be at 
the root of the role. 

improve what they do. "As you bui'd rapport with the artist and create a generally positive 
and productive vibe, the artist wiH then be more willing to accept criticism." 
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GREG DAWSON 

Warne Livesey (centre) at Vogville Studios 
with Matt Good (left) & Stuart Cameron. 

WARNE LiVESEY 
www.warnelivesey.com 
Livesey began his storied career 
as a musician, with his first studio 
experience coming at 18 after 
leaving high-school. He built 
his chops organically through 
"experimentation and sheer will 
and determination,”and later 
took on an engineering role with 
producer David Lord, working on 
major-label projects behind the 
console while still engineering and 
producing smaller acts on his own. 
After his production work on The 
The's Infected in 1986, he was 
receiving around 20 offers to 
produce major-label projects per 
month. Along with Infected and 
its follow-up Mind Bomb, Livesey 
has produced five records with 
Midnight Oil, mixed Xavier Rudd's 
most recent release, produced 
three with Matthew Good Band 
and four with Good as a solo 
artist (including 2011's Lights Of 
Endangered Species). He's currently 
mixing songs for Vince Vaccaro. 

SHAWN BRADLEY 
Producer, www.fadernoise.com 
From March/April 2011 Recording Column 
"Another Pile Of Recording Tips" 
"When miking a open back guitar 
cab, put on microphone in front 
of the speaker and then try putting 
a second microphone behind 
the cab. Flip the phase of this 
second microphone and blend 
it with the front mic to your liking." 

Producer, BWC Studios, 
www.reverbnation.com/bwcstudios 
From May/June 2011 Recording Column 
"Killer Kick & Snare Sounds" 
"The first thing I do when starting a 
project is set up just the kick and snare 
drums, get my mies out, and create 
my own samples. I have the drummer 
sit down behind his or her kick or 
snare and begin recording single 
hits of each instrument. Of course, 
I make sure he or she is really 

. smashing'em." 

Owner/Operator, Revolution Audio, 
www.revolutionaudio.ca 
From July/August 2011 Recording Column 
"Recording, Processing & Mixing Vocals" 
"Most home recordists can't afford 
the cost of constructing a vocal booth, 
or simply don't have the space for 
one. The next best thing is some 
acoustic treatment that surrounds 
the mic. This helps reduce the sound 
of the room in the mic, getting you 
closer to that tight, dry vocal booth 
sound - and quite affordably." 
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THE INDIE 500 D 1 api lunchbox 
r fH 

There's been an explosion of late 
of new modular products for the 500-series 

frames sold by various manufacturers. 
The 500-series was first initiated by iconic 

recording brand API to provide use of 
modular mic preamps, compressors, and 

EQs, though over the last several years, other companies 
have been manufacturing modules compatible with the 500-series spec. While their 

limited powering capabilities is still a concern, 500-series products offer small and easy-to-operate 

modules from new and reputable manufacturers alike - some smaller or scaled-back modules 
of well-known existing outboard units. They additionally free up space for smaller studios, and finally, 

can save big money for owners through their smaller shapes and shared power supplies. 
Consider this route for a lot of variety in a small space or on a small budget. 

_=^SIGNAL FLOW: 
AUDÍO FUNDAMENTALS 
DV */I A M Q..7T D n n n 

AP2731 

Audio Fundamentals is the first book in the Signal Flow series, and rovers the following topics: 

• The life cycle of sound in today's production studios 

• Using the right microphone for the job 

• Buying the right computer for digital signal processing (DSP) 

• Getting your room to sound right without ovenpending on soundproofing 

* Choosing the right digital audio workstation 

■ History and practical applications of synthesis 

MuskBooks+Plus s 
www.musicbooksplus.com • 1-800-265-8481 
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www.brianmoncarz.com 
In 1998, having graduated from 
the School of Radio and Tele¬ 
vision Arts at Ryerson University, 
Moncarz decided to open a 
small recording studio and begin 
honing his skills as an engineer. 
A few years later, landed a gig 
producing, engineering, and 
mixing a band called The Junction. 
It was around that time that he 
met and began working with 
renowned producer Bob Ezrin 
(Pink Floyd, KISS), expanding his 
engineering and mixing chops. 
After working with Ezrin, he 
began engineering for producer 
David Bottrill (Tool, Peter Gabriel). 
Moncarz mixed Circa Survive's 
Blue Sky Noise for him and the 
two co-produced Moneen's 
The World I Want To Leave Behind. 
He's recently captained projects 
by Dean Lickyer, Kai, and Nash, 
with The Jimmy Bowskill Band and 
Schomburg Fair on the horizon. 

IAN BLURTON www.thisiscmon.com 
No stranger to the Canadian 
music scene, Blurton began his 
career at 16 playing with Change 
of Heart. After six full-lengths with * 
the band, he went on to release ¿ 
two records with Blurtonia, later 
joined Montreal's Bionic and 
toured extensively, and most 
recently, started and continues to 
tour and record with his hard rock 
band C'mon, who most recently 
released The Mountain 10". 
He started recording on 
Portastudios from cassette deck 
to cassette deck early-on in his 
career and has been growing his 
talents since, earning engineering 
and production roles with acts 
like The Weakerthans, The Lowest 
Of The Low, Rheostatics, and 
The Motorleague. Recent work 
includes recordings for Little 
Foot Long Foot, The Getdown, 
Lee Rogers from The Mercy Now, 
Thinly Veiled Double Entendres, 
and Bella Clava. 

more willing to accept criticism." 
Blurton's approach to the process 

was first informed by his experience as an 
artist. He faced some negative encounters 
early on in his career with producers who 
"insisted on doing things'their way,'which 

wasn't always the best thing for the band 
or recording." Because of this, he's adopted 
the mantra that since it's the artist hiring 
the producer, it's the producer's job to 
get the artist's vision down, with a few 
fingerprints from the producer popping up 

here and there. "I'll fight for ideas I believe 
in," he says, "but at the end of the day, the 
band is paying the bills." 

If you're doing your job to 
the best of your abilities, chances are 
you're going to introduce ideas that you 
believe will benefit the project that will 
conflict with those of the artist. Effectively 
communicating those ideas to the artist 
so that they come off as constructive and 
not condemning is a key component to 
the job. 

"I try to focus on the positive and 
use it to bring up the negative," divulges 
Moncarz. "For example, I'd say something 
like: 'That vocal melody is killer, but we 
need to work on the lyrics.'" He adds that 
using "we" during communication ensures 
that a performer doesn't feel singled out 
or isolated, instead promoting a team 
mentality. He ensures that everyone 
involved in the process is having fun 
while working hard, taking the edge off 
of interactions that might otherwise be 
intense. 

Speaking as both an artist and 
producer, Plaskett believes that "it's good 
to have your ideas challenged from time to 
time," usually leading to bits of insight that 
stick with you, regardless of which side of 
the glass you're sitting on. He notes that part 
of being a good producer is recognizing 
an artist's strengths and weaknesses, and 
by hiding the weaknesses, the strengths 
essentially become stronger. 

I’ve been very lucky to work 
1 with some amazing artists, and 

they can always teach you about 
JF songwriting, arranging, phrasing 
% whatever. Even if it’s a totally 
F different genre than your own, it’s 
■ easy to be inspired by beauty. ” 
X -Ian Blurton 

Should things ever grow tense or 
tumultuous, professionalism is paramount 
- it should get you out of the situation with 
a newfound trust among those involved 
in the disagreement. "With bands, I find 
there can be more disagreements between 
members than between band and 
producer," says Livesey of his experience. 
In such situations, the producer often 
becomes the mediator or arbitrator. 

If it is a disagreement between 
you and the artist with whom you're 
working, be fully-aware of the situation. 
How important is what you’re suggesting 
to you? To your artist? To the song? As 
Weston asserts, "If anyone cares enough 
about something to really fight for it, it 
means it's important to them. I can't argue." 
He continues: "It's their record and they 
have to play it every night onstage. I think, 
ideally, they give me the same respect; if I'm 
adamant about something, it's probably 
for a good reason." 
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AT4080 
Bidirectional Ribbon 

Microphone 
METAlliancg-
ICERTIFI 

'These are gorgeous mies." 

DownBeat March 2010 

’From the recording perspective, [the AT4080] 

one of the top mies I've ever heard. If you need an 

large ribbon mic for your studio, look no further th 

AT4080. If you're after a ribbon mic that will make your 

guitars scream onstage, get yourself an AT4081." 

FOH Magazine June 2010 

’The 4080 is a marvelous microphone.' 

MIX August 2010 

EXPERIENCE MORE 
INSPIRED SOUND 

"I'm loving the AT4080 and AT4081 - enough so that I purchased 

the review units." 

Tape Op July/August 2010 

"These ribbons aren't sissies! These ribbons will rock and take 

sonic abuse, opening up a new world of appropriate ribbon mic 

applications." 

Pro Audio Review July 2010 

"The AT4080 yielded great results on just about everything I 

tested it on." 

Gearwire.com May 2010 

"|The AT4081I is capable of taking on massive SPLs and is built 

like a Sherman tank-it will easily handle the heat of rock 'n' roll." 

Premier Guitar November 2010 

"The prices seem to define them as mid-level ribbons, but their 

performances clearly have them nipping at the heels of all the 

top-shelf ribbons." 

Pro Sound News August 2010 

"Remarkable ribbons ... Highly recommended." 

Electronic Musician June 2010 

Believe everything! you hear. Audio-Technica's first-ever ribbon microphones, the AT4080 and AT4081 

deliver silky smooth, classic sound along with remarkable durability and phantom-powered active 

electronics. Wherever your passion for music takes you, experience more, audio-technica.com 

AT40E0 4 AT4081 Bid rectional Ribbon Microphones 

• Smooth. warm and natural high-fidelity sound 

• Groundbreaking ribbon design with 18 patents penoing 

• MicroLnear1“ ribbon irnpnnt for superoi durability 

• Dual ribbon construction for increased sensitivity 

• Powerful N50 neodymium magnets for high output evel 

• Ultra-f re mesh helps protect against rbbon damage 

• High-SPL capability and extended frequency response 

• Phantom-powered active electronics provide stable 

impedance and higher output for maximum 

compatibility with microphone preamplifiers 

• Handmade production - including rboon corrugation, 

imprint & assembly 

• Backed by Audio-Technica's 5-year warranty 

audio-technica 
WWW.eriksonaudio.com a division of Jam Industries Ltd. always listening 



Andrew King is the Editor of 
Canadian Musician. 

"I THINK WE’VE GOT IT!” 
"We learn from both our successes and our 
failures," muses Moncarz, and that's how 
your production skillswill develop. "Whether 
you're assisting, engineering, or producing, 
being in the studio every day is the best 
way to grow into the producer's role. Just be 
open-minded," he advises, "and constantly 
try to improve your skills." 

Play on your own strengths and 
weave them into the work you're doing. "I've 
never been much good at simply pressing 
record and keeping my mouth shut," admits 
Plaskett. "I like working on songs and figuring 
out what works and what doesn't." The 
longer you're at it, the better you’ll be able to 
instinctively tell what"works."Therein lies your 
value as a producer. "Every record is different," 
adds the musician. "There have been a few 
tough experiences where things have gotten 
intense, but I learn from every project and stay 
friends with the people I work with." 

If you can come away from any 
project with some new knowledge and 
experience and a healthy relationship with 
your clients, consider it a successful stint in the 
producer's chair. Like Weston so nicely says, 
as the producer, you're simply hoping to help 
make "an enjoyable record that gets lots of 

plays on people's iPods." ■ 

HOME RECORDING RECS 

Big Studio Secrets For Home 
Recording And Production 
Joe Dochtermann 
Product Code: ITC88 

Home Recording Studio Basics: 
What You Need To Know To Build 
A Home Studio (Book & DVD) 
Cherry Lane Must 
Product Code: HL9639 

Basic Home Studio Design 
Paul White 
Product Code: NBN14 

Home Studio Essentials 
JeffTouzeau 
Product Code:HL8158 

Home Recording Studio: 
Build It Like The Pros (2nd Edition) 
Rod Gervais 
Product Code: ITC92 

Looking to absorb more info and insight 
about the art of home recording? Try out one 
of these titles - just a small sampling of what's 
available on the subject from the newly-
redesigned Music Books Plus website 
(www.musicbooksplus.com). 

I I I N I 

TO APPLY OR DONATE FUNDS, 
VISIT WWW.DOMENICTROIANO.COM, CALL (416) 367-0162 

OR E-MAIL CLINTON@DOMENICTROIANO.COM 

The Domenic Troiano 
Guitar Scholarship 

is named in honour of extraordinary 

Canadian guitar legend, 

Domenic Troiano. 

The $10,000 scholarship is presented 

annually to a Canadian guitarist 

who will be pursuing post-secondary 

guitar education in 

Canada or elsewhere. 

TROIANOi ] 
GUITAR SCHOLARSHIP 
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AN INVESTMENT 
FOR A LIFETIME 

The GX neck never needs adjustment. 

Incredibly thin & resonant soundboard. 

Exclusive heelless neck & cutaway. 

Crafted from our patented carbonfiber design. Composite 
Acoustics' guitars deliver incredible tone and volume with brilliant 
clarity and durability. CA graphite guitars far exceed the 
durability and performance of wooden instruments, for a lifetime 
of playing with virtually no adjustment, ever. 

GX 

COMPOSITE (^.ACOUSTICS’ 
Ask your dealer about Composite Acoustics today. Learn more at www.caquitars.com. 



By Greg MacPherson 

focused and narrow. 
In the 1998 film Zero Effect, actor Bill 

Pullman plays Darryl Zero, the world's 
greatest private detective. Over the 
course of the film, the main character 
explains his approach to searching for 
clues and solving complicated myster¬ 
ies. He suggests that on the one hand, 
if a detective goes into a room looking 
for a specific clue, the chances of find¬ 
ing that clue are limited. On the other 
hand, if he or she goes into a room 
looking for anything interesting, their 
chances of finding something useful 
are very good. I find this approach to 
be a valuable metaphor for songwrit¬ 
ing. If we go into the creative process 
with one, lofty goal in mind, it will take 
a masterful artist to walk away with ex¬ 
actly the song they intended. The rest 
of us may find that an open mind and 
some creative strategies will be a much 
better recipe for success. 

What is truly remarkable about Dar¬ 
ryl Zero is his professional method for 
solving the most complex mysteries on 
Earth, which oscillates between field 
work and days of drinking himself into 
a stupor, locking himself away in mo¬ 
tel rooms, and starring at blank walls, 
seemingly incoherent and semi-con¬ 
scious. Watching this film, I am struck 
by how accurately it depicts the meth¬ 
od by which many of us, as creative 
people, tap into our subconscious for 
answers to the dangerous questions 
that our more literal, conscious minds 
would be less inclined to relinquish. 

Like Darryl Zero, I've found that 

moderate amounts of confusion and 
disassociation are as useful to me in 
my work as are the professional habits 
of showing up on time and tuning my 
guitar properly. All work requires fo¬ 
cus, study, and discipline, but the work 
of the imagination sometimes takes 
special efforts and varied approaches. 

Some methods I've employed over 
the years include simple things like 
changing the way I dress on a given 
day or altering my guitar tuning. I've 
also taken to waking up in the middle 
of the night, staring into the darkness, 
and writing down anything that comes 
to mind. On occasion I will drink too 
much, and instead of going to bed, I 
sit down at my computer and try to 
say something I couldn't say sober. I'll 
often wake up early, before everyone 
else does, drink shots of espresso until 
my heart's pounding, and then chan¬ 
nel that energy into whatever wants to 
come out. In performance, I try to avoid 
set-lists so that I'm reacting in real-time 
to choices we make on the spot. 

There are longer-term ways of 
pushing your imagination and creativ¬ 
ity: reading great novels will expand 
vocabulary and watching thought¬ 
provoking films will help us see im¬ 
agery and composition in new ways; 
however, if we are stuck in a limited 
mindset, it can take anything from cold 
water in the face to a dramatic change 
of scenery to shake us loose. 

The end result, music that surprises 
you and inspires the listener, is worth 
the extra effort. 

s a musician and an avid ; 
music fan, I find that the re- ; 
cordings and performances ; 
I enjoy most are those that ; 
capture the raw energy of ; 

surprise and possibility. Possibility, ; 
to me, is the essence of rock and roll i 
music; it represents the danger of cir- ; 
cumstances, the capacity of the imagi- ; 
nation and the tightrope walk between ; 
what we think might happen and what ; 
actually does. In my opinion, many mu- ; 
sicians make the mistake of thinking ; 
more than they should and feeling less ; 
than they need to, planning themselves ; 
into unwanted safety and taking no real i 
risks with their work. 

This is no easy cage to escape, espe- ; 
cially for those working within a market ; 
that demands status quo. I believe that i 
half the battle is fought in our approach ; 
to and the process by which we ere- ; 
ate music or performance. Many great ; 
songwriters, for example, will tell you ; 
that their best work began unexpected- ; 
ly. They hadn't sat down with a pen and ; 
paper or a 4-track recorder planning i 
to walk away with a great song; the ; 
great song or the essence of it simply ; 
came to them, all at once. In this way, ; 
creating circumstances that encour- ; 
age our imaginations to work freely : 
can be just as critical to the end result i 
of the songwriting process as hours of : 
focus and laboured effort. As a writer j 
and performer myself, I have come to : 
believe that an open mind, freed of ex- ; 
pectation, is more likely to bring sur- ; 
prise and excitement than one that is : 

Greg MacPherson Is a Nova Scotla-born songwriter, performer, and musician. His newest recording, 
Disintegration Blues, will be released September 8, 2011 on Winnipeg-based Independent record label, 

Disintegration Records, www.gregmacpherson.com,www.dlslntegratlon.ca. 

the dON^er of 
po£fi biLity 
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Warne Livesey Is a multl-platlnum selling record producer with over 25 years experience In the 
music business. Originally from the UK, he now lives In Vancouver. For more Information, please 
visit www.warnellvesey.com RECORD NG 

By Warne Livesey 

producing with ¡NteNt 

It's unwise to talk about production without first talking about songwrit¬ 
ing, which is at the heart of what 
we do. Music is essentially a com¬ 

munication of ideas and emotions. Art¬ 
ists express themselves and the listener 
relates to, and is moved by, sharing in 
their human experience. So, in this re¬ 
gard, the main aim of producing is to 
efficiently enable and enhance the art¬ 
ist's communication with the listener. 
Now I admit this all sounds a bit artsy-
fartsy, especially if you are working on 
a simple pop song, but even if a song is 
about partying, it's still sharing a human 
experience. I also acknowledge that a lot 
of what happens in creating music is not 
thought out but occurs intuitively. But 
from a production perspective, I think 
it is at least worth thinking about what 
is going on. 

The producer's role normally starts 
after the songs are written and the artist 
is committing to entering the studio. But 
I think it is valuable for the producer to 
be involved whilst writing is in progress, 
even if not directly. When I was work¬ 
ing on Midnight Oil's Diesel And Dust, 
I was communicating with the band for 
six months before we green-lighted the 
recording. They would send me batches 
of demos, I would give very generalized 
feedback, and the band would write 
more. They must have written 25-30 
songs and only recorded 11. "Beds Are 
Burning" was in the last batch of songs. 
The album was incomplete without that 
track, not only because it gave them a 
huge international hit, but also because 
lyrically, it is the keystone of that album. 

I always like to do pre-production, 
particularly now, as budgets are so tight 
it is wise to experiment cost effectively. 
I don't normally try to nail down every 
aspect at this stage, but there are key 

things I want to establish before record¬ 
ing. Obviously tempo and key are es¬ 
sential, as is the arrangement. Does the 
song need a bridge, intro, or solo? 

I also like to work on the transitions 
and dynamics. Transitions are often 
key moments in songs. Normally I am 
aiming to first record a bed track that 

at least involves keeper takes of drums 
and bass, but sometimes also basic gui¬ 
tars. Those Midnight Oil records and the 
early Matthew Good Band stuff were all 
started like this. I really think this helps 
to establish an organic and vibey feel for 
the recording even if there's a lot of over¬ 
dubbing afterwards. Experimenting with 
substitute chord changes, melodies, or 
counter melodies and instrumentation 
at this stage can really enhance the 
emotionality. The worst that can hap¬ 
pen in pre-production is that you end 
up thinking the original way was best. 

but at least now you know for sure. But 
often you discover all sorts of new and 
exciting elements and I find the group 
creative atmosphere a very stimulating 
and positive start to recording. 

In tracking and mixing, we also en¬ 
hance the artistic expression through 
EQ, effects, acoustic space, and other 
recording techniques. Again, this is an 
area where it is worth at least referenc¬ 
ing to what the intent is: what is the 
listener going to connect to? Sound is 
four-dimensional to me. I hear a lot of 
unsatisfying recordings that seem to 
only exist in two. Sound for sure has a 
sonic dimension: the power of bottom¬ 
end, the airy beauty of highs, and the 
energy of mid-range etc. There is also 
the stereo field. Then there is the third 
dimension of dynamics and space. I find 
space one of the most challenging as¬ 
pects of producing. I think this all comes 
down to confidence that the one or two 
simple elements you have are all that's 
needed. Matthew Good and I really fo¬ 
cused on this on his new album. Lights 
of Endangered Species. 

Then there is the fourth dimension, 
which I think of as distance: how far be¬ 
hind (or in front of) the speakers does the 
sound appear to come from? This can 
be achieved either with spatial effects 
like reverb and delay, but also with mic 
placement. Thinking of sound in this 
way can really open up a recording for 
me and give it a multi-layered depth. 
The most effective recordings always 
have all these elements and producers 
like Daniel Lanois, Nigel Godrich, and 
Ethan Johns are masters of this. 

Music is an awesome and rewarding 
creative experience, but meaningless 
beyond that if listeners cannot connect 
to it. 
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Trevor Coppen (trevorcoppen@gmall.oom) Is a freelance FOH engineer currently 

on tour with Metric and Death From Above 1979. He is an endorser and avid user 
of Sennheiser Canada products. 

By Trevor Coppen 

you. Your JdcincI 0- wireLeJJ 
gear 

In today's growing competitive mar¬ kets for pro and semi-pro audio, 
there is a growing accessibility to 
affordable wireless equipment. My 
suggestion for this investment and 

progression is to be "realistic." 
I've seen a lot of bands rush out to get 

wireless systems for their guitar or bass 
rigs, wireless vocal systems, and in-ear 
monitor systems, not being aware of all 
that they encompass. 

There is such an abundance of wire¬ 
less equipment and usage in this world; 
television, cell phones, walkie-talkies, 
radio stations, the Internet, and the list 
goes on and on. All of these applications 
and companies are fighting for air space 
and there is only so much space avail¬ 
able. In fact, when touring a lot of coun¬ 
tries (like Japan, the UK, and Australia), 
a formal application must be filled in 
and paid for ahead of time to use your 
allocated frequencies. It goes as far as 
the promoter sending you links to be 
sure it is filled in and wanting to see re¬ 
ceipts of application. In North America, 
you are restricted from using certain fre¬ 
quencies. Visit the Sennhesier or Shure 
websites, for example, and you will see 
recalls and notices about using certain 
frequencies in certain continents. 

Apart from the restrictions imple¬ 
mented by broadcasting (essentially 
what you are doing) your "flashy guitar 
riffs" or "amazing vocal prowess," there 
are other things to consider.... 

You are going to need batteries for 
each of your shows for your transmit¬ 
ters (guitar belt packs, microphones) 
and receivers (in-ears) which can add up 
in cost very quickly, also depending on 
how many are being used. With multiple 
systems of transmitters, you will most 
likely need to buy a larger "paddle style" 
antenna and a cable for that antenna 
apart from the usual stubby antenna 
that is supplied at purchase with your 
equipment. 

There is also the consideration that 
the fidelity of your product (guitar, bass. 

vocal) is also slightly compromised by 
the companders (compression/expan-
sion) used in the wireless equipment. 

Apart from these factors, there needs 
to be instruction for using your equip¬ 
ment as well - attenuating the unit to 
work with the rest of the gear in your rig, 
getting the balance between signal (gui¬ 
tar), to pedals, to guitar heads or vocal 
input to a mic compared to output level 
for the soundboard that is not inducing 
white noise, thus creating output attenu¬ 
ation problems for monitors and overall 
sound. This includes an understanding 
of RF (radio frequencies), how it works, 
and tuning the RF portion of the unit in 
the chance that you are in a city or venue 
that will interfere with your frequencies. 

This is why I say "be realistic." If you 
are playing in clubs and on stages that 
make using a cable feasible, stay with 
the cable. Your band is playing on stages 
that are 15 x!5 ft.; is a wireless guitar 
or microphone imperative to the overall 
show? 

You are also minimizing trouble¬ 
shooting. If you have wireless equip¬ 
ment, you have added more components 
into your signal chain. If something is 
not working, there are a few more pos¬ 
sible issues. Is the receiver getting sig¬ 
nal? Is the transmitter sending? Is the 
receiver output cable plugged in? Is the 
output cable working? How good are the 
batteries? All very trivial elements, but 
if your band has only 25 minutes to play 
on a Friday night, and the club is packed, 
do you want to waste the first two songs 
on no one hearing you because later you 
found that the house sound tech had 
accidentally unplugged the cable from 
your receiver? It happens. 

Just like the time you spent research¬ 
ing that new 5-string bass before you 
bought it, or that great sounding amp, 
spend the time to get schooled on the 
wireless equipment you want to buy. 
Talk to other musicians that have invest¬ 
ed and talk to sound engineers that have 
experience with the gear. The manufac¬ 

turers also provide information on their 
websites. The retailers are exactly that: 
they want to sell things. Of course they 
want to "sell" you the gear and abolish 
the myths. 

Know your environment. Be realis¬ 
tic. Perhaps that $500 you were going to 
spend on a wireless unit would be better 
spent on a surplus of spare guitar cables 
that you know will work, and in different 
lengths in case you come across smaller 
and/or larger stages? Or perhaps you 
could purchase a couple microphones? 
A great guitar mic, a vocal mic, or a 
couple of Dis for your keyboard player? 
Maybe... 
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Welcome to the future of sound 

Life at full mten 

Jnear.ca or 

We are true sound delivered. 

©tunz ListenHear 
1 800 387 9353 

To find a ListenHear dealer near you, go to 
trytunz.com. 

If you want the best sound from your music, check out Tunz™ by 
ListenHear'". We believe in delivering the highest quality sound 
to your ears, because you deserve nothing less. 1 

Check out our line of Custom Stage Monitors or look at our 

Musician Filtered Earplugs. . 

• MP3 Earmolds • In-Ear Monitors • Musicians Earplugs • Hearing Conservation • YOUR SOUND, YOUR STYLE. 
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John Abrams Is a Canadian musician, songwriter, producer, and member of The Abrams 
Brothers. As fourth generation musicians, they are known for combining their roots In 

bluegrass, folk, and gospel with rock. They are the recipients of the Daniel Pearl Memorial 
Violin, performed at Nashville's Qrand Ole Opry at ages 12 and 15, and have Just released their 

fourth studio album, Northern Redemption, www.theabramsbrothers.com 

By John Abrams 

bui LdiNçj 

a credible 
Audience 

In a business undergoing such radi¬ cal changes, it is a rather difficult 
task to establish any blueprints for 
success. The Internet has had a 
considerable effect on how we seek 

out new music. Downloading, both le¬ 
gally and illegally, has utterly destroyed 
the behemoth that was physical album 
sales only a decade ago. Traditional 
radio broadcasting is gradually being 
replaced by online playlists, satellite ra¬ 
dio, and quite simply, iPods. The irony of 
the Internet music universe is that any¬ 
one can market themselves to a large 
amount of people at any given time, 
which in some ways actually makes 
it harder to be noticed. The old adage 
rings true: "If everyone is special, no one 
is special." 

So how do artists, especially new art¬ 
ists, navigate through what can some¬ 
times be controlled chaos at best? There 
is one thing that people never seem to 
get tired of: live music. 

Live performance touring is the only 
way an artist can develop credibility 
with an audience. Touring is the foun¬ 
dation on which great music careers are 
built, and while the industry is chang¬ 
ing, this remains a constant in all as¬ 
pects of the business: how the public 
receives an artist, and how the artist 
receives the public. 

Building the early stages of a music 
career is much like the early stages in 
the construction of a house; it cannot 
stand without a foundation. There are 
really only two routes to the top of the 
business: one happens overnight; the 
other takes a whole lot longer. 

In the former, an artist is extracted 
from normality, often times with little 
experience performing in front of an 
audience, and simply thrown into the 
limelight. In this case, the public often 
receives the artist because they simply 

cannot avoid the artist. A listener's re¬ 
action will be one of "I see their picture 
everywhere, everybody knows about 
them, so they must be famous. I should 
probably pay attention." In this case, the 
audience is less attached with the art 
itself, rather the attraction is based on 
superficial hype. This is where the prob¬ 
lems begin. If everyone likes an artist 
because they think that everyone else 
likes the artist, then nobody really likes 
the artist. Consequently, for the artists 
themselves, there is no foundation on 
which to build longstanding success. 

In the second scenario, fans come 
to the band because of a direct emo¬ 
tional connection to the music. Fans 
become devoted to the art because 
they are moved by it, and they pay at¬ 
tention because the music evokes in 
them a completely brand new feeling, 
indescribable outside the language 
of music. This is the foundation. As a 
result, fans are motivated to listen to 
the band out of their own experiences, 
rather than the perceived experiences of 
others. This kind of development takes a 
significant amount of time and patience, 
but in time the audience will grow, and 
the artist actually earns an ownership 
of that audience. 

Chris Brown is an accomplished 
songwriter, producer, musician, per¬ 
former, and a founding member of the 
Bourbon Tabernacle Choir. Brown has 
also toured with B.B. King, Willie Nel¬ 
son, Neil Young, and the Barenaked 
Ladies to name only a few. Brown says 
that "by touring, you develop a direct re¬ 
lationship to your audience, unmitigated 
and not contingent on anything else." 
The result is that your audience is your 
audience. It's not like "your audience 
brought to you by Pepsi." It's earned. 
There's nothing that will substitute for 
that. 

The trouble with the first scenario 
is that the artist becomes a disposable 
entity. Whether talented or not, the first 
priority in selling the artist is through 
their visual marketability. A certain 
demographic is selected, the record 
company labels it as their "audience," 
and everything surrounding the artist 
becomes devoted to one narrow group of 
people, like boy bands and 13-year-old 
girls. Unfortunately, generations age, 
demographics change, and generally 
speaking, the teenage girls leave the 
boy band behind like any other phase. 

My brother and I have a band called 
The Abrams Brothers. We have been 
on the road for 10 years, and at 20, I 
am the oldest member. Coming out of 
bluegrass music, we were able to de¬ 
velop a career organically, building a 
base of fans that are dedicated to an 
authentic style of music. Many of our 
early fans were older; however, our new 
album Northern fiedemption is no doubt 
a culmination of all our touring experi¬ 
ences in front of audiences in Canada, 
the US, Europe, and even Israel. Due to 
both the time spent on the road and a 
more recent blend of styles (we now play 
"bluegrass rock"), we are starting to see 
a wide span of generations come to our 
shows, anywhere from teens to seniors. 
The bottom line is: you can't buy this 
kind of audience. 

Building a credible audience, and 
thus a long lasting music career, is like 
making honey. The bees go through 
an extremely time-consuming process 
collecting nectar, and the beekeepers 
delicately harvest the honey. People 
have been eating honey for thousands 
of years, and it is the only food that 
never spoils. Everything else is cotton 
candy: sweet at first, disappearing im¬ 
mediately. 
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XD-V Digital Wireless Systems 

Digital wireless is better, and Line 6 XD-V digital wireless 
microphone systems are exceptional. Each one delivers 
unmatched wireless performance, simplicity, and sound on 
every stage around the world - license free. Our 4th-generation 
digital technology makes sure of it. You can put your faith in 
ancient technology, or you can simply choose digital. 

Make the right choice at Iine6.com/digitalwireless 

XD-V70 

LINENS 
l DIGITAL WIRELESS J 

Line 6 Digital Wireless is Distributed 
in Canada By Yorkville Sound Yorkville 



Voltage Guitar Cabinets VB112CL & S212D Cabs 
■ ̂ a^^tal Cabmets has expanded its VB and S lines with the announcement of two new cabinets, the VB112CL 
ana the 

The VB112CL is a slightly oversized cab and features a slant baffle and variable back. A classic valence is also avail¬ 
able for a vintage look The unit also features the baffle dadoed into the cabinet surround, designed so the cabinet will not 
mush out at high volumes. 

The S212D cab features more standard sizes, a straight front with classic floating baffle, and the option of a split three-
quarter, or closed back. H ' 

Both are designed and crafted in Winnipeg and feature 100 per cent void-free baltic birch construction, interlocking 
joinery, heavy-duty hardware and quality finishing materials and electronic components. The cabs are available with a 
selection of speakers from WGS, Eminence, Weber, and Celestion. Customers can match drivers or mix speakers to create 
a custom tone. Additional customization includes a variety of Tolex and grill cloth colours to choose from, as well as piping 
colour, hardware colour, and logo. F y

For more information, contact Voltage Guitar Cabinets: 204-237-4299, sales@steamcomusic.com, www.voltageamps.ca. 

Reunion Blues Continental Ukulele Case 
■ Reunion Blues has announced the release of its Continental 
ukulele case, available in both concert and tenor sizes. 

The case features a 1“ thick shock-absorbing Flexoskeleton ex¬ 
terior lined with reinforced impact panels and an exterior EVA-
reinforced multi-pocket. A non-slip rubber side rest and knurled 
abrasion grid on the bottom is also included to help resist scuffing. 
A large zippered accessory pocket is provided, along with 
able, hideaway padded backpack straps. 

Access to the inside of the case starts with water-resis 
tant, reversed, luggage-grade zippers, which also serve as 
a dust seal. Inside, the RB Continental neck brace suspen¬ 
sion system can be found which includes an adjustable 
locking strap that is built on a dense foam block. Further 
protection includes high-density dual-layer walls that are 
softer on the inside and harder on the outside. The interior 
is crafted with a quilted double helix velvet lining. 

A ballistic Quadraweave exterior features corded edges and 
seams that are double-stitched with high tensile thread and 
reinforced at tested stress points, topped off with the RB Con¬ 
tinental Zero-G palm-contoured handle designed with weight 
distributing foam core. 

For more information, contact Reunion Blues: 800-950-1095, FAX 
707-762-1899, sales@reunionblues.com, www.reunionblues.com. 
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Levy's Brass Grommet 

Guitar Straps 
H Levy's Leathers Limited has announced 
the release of its new Brass Grommet line 
of guitar straps. Each strap features 2" cotton 
webbing with printed designs, complemented 
with antigüe brass eyelets or grommets. Pic¬ 
tured is model MC8PG available in six origi¬ 
nal designs. 

For more information, contact Levy's Leath¬ 
ers Limited: 800-565-0203, FAX 888-329-

l5e3a8t9h,e rlesv.cyosm@.levysleathers.com, www.levys 

Big Bends Nut Sack Guitar Care Kit 
■ Big Bends has unveiled the Nut Sack, a complete fretted instrument care kit that 
includes five of Big Bends' maintenance products. 

The kit includes Fret Board Juice, a dressing that is made with 100 per cent white 
mineral oil to help clean and moisturize without the use of any solvents. Also included 
are String Cleaning Wipes, which are treated cotton pads that are double bagged 
and designed to quickly remove dirt, oil, and oxides. Big Bends' Gloss Sauce Polish is 
also contained in the kit. This product cleans and polishes simultaneously and is non¬ 
streaking. An AXS Wipes polishing cloth, a 144 sq. inch Microfiber polishing cloth with 
zig-zag cut edge, also comes in the kit. The final product in the Nut Sack is Nut Sauce, a 
lubricant that is applied to the nut, string guides, and pivot points of the bridge to help 
the strings stay in tune longer and avoid breakage. 

For more information, contact B&J Music Ltd.: 905-896-3001, FAX 905-896-4554, bjmu-
sic@kmcmusic.com, www.bjmusic.ca. 

TC-Helicon VoiceTone Hl 
_ TC-Helicon has announced its VoiceTone Hl, a two-part vocal 
armony processor combining NaturalPlay guitar control and 

key/scale operation designed to allow vocalists of any musical 
background to get lush-sounding background vocals. 

Featuring NaturalPlay harmony algorithms from TC-Helicon's 
vocal processor VoiceLive 2, the VoiceTone Hl offers eight voicing 

combinations which can be set through the harmony mix, provid-
, ing the choice between guitar control using the guitar pass-thru input or 

/ selecting a key and scale. 
The VoiceTone Hl also has a Mic Control feature, which allows vocalists to 

switch the effects on and off from TC-Helicon's MP-75 Modern Performance vocal 
microphone. 
For more information, contact TC Group Americas Inc.: 519-745-1158, FAX 519-745-2364, 

inquiries@tcg-americas.com, www.tcgroup-americas.com. 

otQear 
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Roland TD-4KX2 & TD-4K2 V-Drums 
H Roland has announced two new additions to its line of V-Compact 
Series V-Drums, the TD-4KX2 and TD-4K2. 

Both the TD-4KX2 and TD-4K2 include the TD-4 Percussion 
Sound Module, featuring drum and percussion sounds that can 
be easily edited, allowing the user to quickly customize the kit. 
Ambience effects optimized for drums are included for a more 
expressive performance. The Coach and Quick Record/Quick Play 
functions are meant for effective practice, providing drummers 
with feedback. 

The TD-4KX2 features Roland's multi-layer mesh heads for the 
snare and toms while the KD-9 Kick Pad includes a new cloth-
designed bass drum head. The kit is outfitted with CY-13R ride 
(with three-way triggering) and CY-12C crash V-Cymbals. 

The TD-4K2 V-Compact Series V-Drums kit also features the 
multi-layer mesh head for the snare and KD-9 Kick Pad. The TD-4K2 
is also expandable with an optional V-Pad or V-Cymbal. 

For more information, contact Roland Canada Ltd.: 604-270-6626, 
FAX 604-270-6552, www.roland.ca. 

TD 4KX2 

October is YORKVILLE Month 

0= SOCAN 

To find out more about SOCAN live performance royalties, 
visit socan.ca or call 1.866.307.6226. 
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Traynor QuarterHorse Micro Guitar Amp 
M Traynor has announced the release of its 25-watt micro guitar amp, the 
QuarterHorse. This amp is a solid-state two-channel "head" with effects in 
a compact stompbox format. 

Designed for rehearsals, small gigs, recording, and practice, the Quar¬ 
terHorse amp has been developed to fit the pocket of any standard guitar 
case or gig bag. 

Its two-channel design delivers clean and lead tones. Channel controls 
include clean volume, drive gain, drive treble, and drive volume. A micro-toggle switch selects either tape delay or tremolo 
effects with both effects having full control. Three integrated footswitches allow quick one-touch channel select, effect 
bypass, or reverb bypass. 

A standard W phono jack output allows simple direct connection to any typical 8-ohm guitar cabinet. The additional 
1/8" output TRS headphone jack doubles as a stereo line out for recording or private practice. 

For more information, contact Yorkville Sound: 905-837-8777, FAX 905-839-5776, canada@yorkville.com, www.yorkville.com. 

Lulu Press Integrated 
Drumkit 

N Lulu Press has announced the availability of Integrat¬ 
ed Drumkit by Jack Litster. Integrated Drumkit focuses 
on practical concepts that are necessary for learning 
to play drumkit in a band. This book reveals how to 
play 25 common drum grooves, add new elements to 
simple grooves, explore a variety of drum and cymbal 
tones, play along to classic songs in multiple genres, 
and create drum parts for songs. 

The tones section of the book features 40 photos of 
the author demonstrating various tones that the drumkit 
can produce. Integrated Drumkit also focuses on training 
a drummer's ear, as the book guides the player through 
a process of listening to classic recordings and answer¬ 
ing analysis questions, plus how to write out the songs' 
drum grooves on a staff using drum notation. The 34 
artists whose songs are analyzed in the book represent 
a broad sample of music styles and include: Michael 
Jackson, Aretha Franklin, The Beatles, Led Zeppelin, 
John Coltrane Quartet, Paul Simon, AC/DC, Radiohead, 
Willie Nelson, Stevie Ray Vaughan, and Bob Marley, 
among others. 

For more information, contact Integrated Drumkit: 
socialmusic.jl@hotmail.ca, www.lulu.com/spotlight/ 
JackLitster. 

Eagle Mountain Lock-It Guitar 

Strap 
M Eagle Mountain has introduced its Lock-It Guitar Strap, a 
strap designed to prevent guitar slips. The EMLI1BK Eagle 
Mountain Lock-It strap features a strap lock mechanism 
called Lock-It built into each end piece. 

To fit it, the Lock-It tab is pulled back and the strap is at¬ 
tached to the end pieces as normal, then the tabs are closed. 
The Lock-It mechanism then holds the strap tightly around 
the guitar's strap buttons, preventing the instrument from 
slipping or falling. 

For more information, contact Eagle Mountain: +44 
0-1132-865-381 FAX +44 0-1132-868-515, webinfo@jhs. 
co.uk, www.jhs.co.uk. 
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Di Marzio Angel Acoustic Guitar Pickup System 
■ Di Marzio Pickups has unveiled its Angel acoustic guitar pickup system, consisting 
of a magnetic sound hole pickup, a Shadow Nanoflex under-the-saddle pickup, and a 
circuit built into the endpin jack which incorporates the Angel's active system. It also 
comes with volume and tone controls positioned at the sound hole. 

The Angel pickup is also available in a pre-set active system with volume and tone 
controls that can be attached to the sound hole of the guitar. This version can also be 
used as a passive transducer by bypassing the endpin jack with a standard guitar cable, 
which is included. 

The Angel pickup system is designed for use on acoustic guitars with a 3 W (89 mm) or larger sound hole, using bronze 
or steel strings. 

For more information, contact Wes-Can Music Supplies Ltd.: 800-661-9960, FAX 800-600-6646, wescan@telus.net, www. 
wescanmusic .com. 

Olympus LS-20M Linear PCM Video/Audio Recorder 

IK Multimedia ¡Klip MINI 
I IK Multimedia has introduced the iKlip MINI, a universal mi¬ 
crophone stand adapter for all versions of Apple's iPhone and 
iPod touch. 

The iKlip MINI allows easy mounting of the iOS device 
on a mic stand, pole, or tripod. The iKlip is manufactured
out of thermoplastic and is compatible with every existing iPhone and 
iPod touch. iKlip MINI firmly holds the device in place in both horizontal 
and vertical positions, and its multi-angle adjustable design allows for 
optimal viewing and accessibility to all controls, buttons, connection ports, 
and the camera, free from obstruction. It can also be rotated from portrait to 
landscape position by loosening or tightening a knob. It can be mounted 
on the vertical pole of a mic stand as well as on its horizontal boom. 

For more information, contact Music Marketing Inc.: 416-789-7100, FAX 
416-789-1667, info@musicmarketing.ca, www.musicmarketing.ca. 

Olympus has announced the availability of its LS-20M Linear PCM recorder, capable of 
capturing high-definition video. 

The LS-20M captures and edits 1080p HD video while recording 24-bit/96 kHz Linear 
PCM stereo sound and offers four different optional Magic Movie special effects features. 
The camera lens and microphones are located on top of the unit, while a 2" colour LCD on 
the front of the device displays the video as it's being shot. Below the video LCD is a 1.46" 
LCD data screen that displays time, audio levels, and battery life. 

The camera features a 4.1 mm (16:9 at 49 mm, 4:3 at S9 mm) autofocus lens and 4x 
digital zoom. The device captures dynamic sound with two condenser mies and boasts the 
ability to record in linear PCM (WAV files) and MP3 formats. 

The Olympus LS-20M includes a 2 GB SD card, one rechargeable Lithium ion battery, 
and a USB cable. The battery is charged by plugging in the LS-20M into a computer. For 
added memory, the LS-20M can handle SDHC cards up to 32 GB. 

For more information, contact Audio Distributors International: 450-449-8177, FAX 450-
449-8180, info@adi-online.net, www.adi-online.net. 
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JUKASA 

We only accept 9 students per session, so call us or visit 
our website today!! Next session begins October 10, 2011. 

Godin Guitars 5th 

Avenue Jazz Guitar 
H Godin Guitars has recently re¬ 
leased its new 5th Avenue Jazz 
archtop guitar. Featuring an arched 
back as well as an arched top, the 
5th Avenue comes in two high-gloss 
custom polished finishes, including 
piano black and natural flame. 

The guitar is outfitted with a float¬ 
ing mini-humbucker jazz pickup, an 
ebony fingerboard, ebony volume 
and tone knobs, a classic multi¬ 
layered binding, high-ratio open-
geared nickel tuners, an engraved 
floating pickguard, a custom tail¬ 
piece, and an adjustable Tusq bridge 
by Graph Tech. 

For more information, contact 
Godin Guitars: 514-457-7977, info@ 

gguoidtairnsg.cuoimta.rs.com, www.godin 

Learn from legendary producer/engineer Nick Blagona! 
(Green Day, Deep Purple, The Police, Cat Stevens, Alexisonfire) 

Experience the beautiful Abbey Road Studio 3 SSL console from 
London, England. Recording, Mixing and Mastering a band 

in Jukasa's stunning state-of-the-art recording studio. Be inspired 
by our unique location near the banks of the Grand River in 

Southern Ontario. 

Invest in your future! 
Our intense 11-week program is designed to maximize 

opportunities in the music business. Learn analogue and digital 
recording techniques and theory using the industry's 

flagship recording platform, ProTools! 

905-765-4823 info@jukasamediagroup.com 
www.jukasamediagroup.com 

School of 
Recording Arts 

''I 

Alfred’s Foo Fighters: Guitar TAB Anthology 
H Alfred Music Publishing has released Foo Fighters: Guitar TAB Anthology, a com¬ 
memorative songbook of some of the band's greatest hits. 

The collection contains 17 of the alternative rock band's songs in full music nota¬ 
tion and tab, including chord symbols and lyrics. The songs included span the Foos' 
career up to their 2007 release, Echoes, Silence, Patience & Grace. 

The songs included are: "All My Life," "Best of You," "Big Me," "Breakout,” "Everlong," 
"Everlong (Acoustic Version)," "Have a Cigar," "Learn to Fly," "Long Road to Ruin," 
"Monkey Wrench," "My Hero," "Skin and Bones," "The Pretender," "This Is a Call," 
"Times Like These," "Wheels," and "Word Forward." 

For more information, contact Alfred Music Publishing: 818-891-5999, FAX 800-632-
1928, sales@alfred.com, www.alfred.com/guitar. 

O FOO FIGHTERS 
GUITAR TAB ANTHOLOGY 
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Korg microPIANO 
M Korg has introduced the microPIANO, a compact and portable piano featuring 61 keys. The microPIANO borrows many 
design elements from a grand piano, including an adjustable lid. 

The microPIANO gets its piano sound and stereo piano samples from Korg's flagship digital pianos. In total, there are 61 
authentic sounds available. Keyboard sounds include electric pianos, harpsichords, accordion, celeste, organs, clavs, toy 
pianos, and more. In addition, there are also flutes, strings, harps, bells, and mallet percussion sounds such as marimbas, 
vibes, steel drums, kalimbas, and music boxes. 

Of these 61 sounds, 25 are short phrase sounds that can automatically generate phrases simply by holding down a key. 
The Natural Touch keyboard provides 61 mini-keys proportioned to provide both the skilled player and the novice with a 
comfortable playing experience. 

The microPIANO features built-in speakers, a headphone jack, and the option of battery power. It is available in black, 
white, and red. 

For more information, contact Korg Canada: 514-457-2555, FAX 514-457-0055, www.korgcanada.com. 

ENTER YOUR SONGS AND HAVE YOUR MUSIC HEARD BY THE MUSIC INDUSTRY'S TOP PROFESSIONALS 
22 CATEGORIES AND 68 WINNERS! 

$150,000 IN CASH AND PRIZES 
ISC JUDGES INCLUDE: 

Tori Amos Ozzy Osbourne Tom Waits 

ADDITIONAL JUDGES INCLUDE: Keane • Jeff Beck • My Morning Jacket • Kelly Clarkson • Tegan and Sara • McCoy Tyner • Simon Le Bon and Roger Taylor 
(Duran Duran) • Black Francis (The Pixies) • Michael W. Smith • Wynonna • Francesca Battistelli • Craig Morgan • John Mayall • Massive Attack • Darryl 
McDaniels (Run D.M.C.) • Robert Smith (The Cure) • Janelle Monde • Trombone Shorty • Jeremy Camp • Chayanne • Billy Currington • James Cotton • Ray Wylie 
Hubbard • Alejandro Sanz • Mose Allison • Amadou & Mariam • Basement Jaxx • Robert Earl Keen • Monte Lipman (President. Universal Republic Records) • 
David Massey (President, Mercury Records) • Ric Arboit (President, Nettwerk Music Group) • Anastasia Brown (Music Supervisor. FORMAT) • and many more... 

FOR MORE INFO & TO ENTER GO TO: Wb PreSonus 
[Zj SENNHEISER WWW.SONGWRITINGCOMPETITION.COM 
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BLACKTOP JAZZ BASS BLACKTOP PRECISION BASS 
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Fender Blacktop Basses 
M Fender has introduced the first two basses in its new 
Blacktop line, the Blacktop Precrsion Bass and Blacktop 
Jazz Bass guitars. 

The Blacktop Precision Bass guitar features two Black¬ 
top Bass humbucking pickups, three Jazz Bass control 
knobs (volume for each pickup and master tone) and a 
HiMass bridge. Features include an alder body, maple 
neck with C shape and gloss urethane finish, rosewood 
fretboard with 9.5" radius and 20 medium jumbo frets, 
three-ply black-white-black pickguard, open-gear tuners, 
and chrome hardware. 

The Blacktop Jazz Bass features dual Blacktop split-coil 
Precision Bass pickups, an alder body, maple neck with C 
shape and gloss urethane finish, rosewood fretboard with 
9.5" radius and 20 medium jumbo frets, three-ply black¬ 
white-black pickguard, three Jazz Bass control knobs, a 
HiMass bridge, open-gear tuners, and chrome hardware. 

For more information, contact Fender Musical Instru¬ 
ment Corp.: 480-596-9690, www.fender.com. 

The SOCAN Foundation helps music 

grow by providing grants to festivals. 

concert presenters, composers, 

songwriters and lyricists. Music 

is an important part of our lives 

and the SOCAN Foundation is 

proud to be involved in nurturing 

musical creativity. 

To find out more: about what the 

SOCAN Foundation is doing to 

foster Cañad an music creation visit 

www.sccanfoundation.ca 

I0NDATÎCN I 

SOCANI 
FOUNDATION 

Fostering Canadian Music Creation 
Pour le rayonnement de la musique canadienne 
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MaBteßPOm 

Voted HAMILTON'S 

#1 
Musical Instrument Store 

- HAMILTON SPECTATOR 

(905) 522 5631 
222 King Street E. 
Hamilton, ON 

www.paynemusichouse.com 

DVD Authoring 

Audio Mastering 

Graphic Design 

toronto • canada 416.504.5262 
toll free 1-888.322.2838 

by RYAN HOYLE of 
COLLECTIVE* SOUL 
and Poul Rodgers 

into@ryanhoyle.com 
www.ryanhoyle.cam/thelab.htnil 

CUSTOM DRUM 
TRACKS 

Video Editing 

CD Manufacturing 
Download Cards 
Free CD Baby 
Eco-Friendly 
Packaging 

Graphic Design 
500 retail-ready CDs & 
100 download cards 

from $975 
hosting included 

/music 
Manufacturing 
Services 

manufacturers of quality 
independent musk since 1988 

416-364-1943 
800-667-4237 

musicmanufacturing.com 

dbottrill@rattleboxstudios.com 

or bmoncarz@rattleboxstudios.com, 

www. myspace. com/rattleboxstud ios, 
or Call 416-539-0303 

milSiMO MN 1 CM 
CONTACT US AT: 

www.metalworksstudios.com • 905-279-4000 • pau!@metalworksstudios.com 
GIVE YOUR SONGS IH< POWER OF REAL DRUMS 

www.pierrebensusan. com 

Pierre 
Bensusan 

CALL 1-800-265-8481, 
FAX 888-665-1307, Order Online at 
www.musicdirectorycanada.com 
or www.musicbooksplus.com 

(plus S/H & OST) = S48.20 

i music 
8 DIRECTORY CANADA 

MusicBooks+Plus 

www.musicbooksplus.com 

■ We feature a TERRIFIC Selection of Books, Instructional Videos, 

DVDs, CD-ROMs for the Musician and Music Lover 

■ We ship across Canada, US and Worldwide 

■ Gift Certificates available and can be emailed Worldwide 

■ Secure Online Ordering or give us a call at 1-800-265-8481 
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X-Amp 

3. Record new Reamped track 

.power tools for power players 

2. Reamp the 
track to amp 

Capture the performance. 
Send the guitar player to the beach. 

Power Tools for Reamping 
from Radial Engineering! 

Reamp' is a registered trademark of Radial Engineering Ltd. 
Reamping~ and Reamper' are trademarks of Radial Engineering Ltd. 

Reamping ” is all about 
optimizin.) the perfo'maece first then HB 
getting the track to sound right later. The 
process is simple: Record a guitar or bass 
track using a Radial JAS'" direct box. Split the sitial 
using the J48's 'Thru'output so the artist can hear the 
guitar through their amp. Mic the amp and record it as 
usual At the same time, send the dry track from the 
J48 to your recorder 

From the recorder,send the dry track through the 
Reamp into a new amp. Mic the amp and move 
the mic around until you find the sweet spot. 
Repeat the process on bass, snare drum, 
keyboards. Get creative and add grit to the lead 
vocal by Reamping it through a Tonebone® 
Classic" tube distortion. 

bî^ radialeng.com 
1588 KeOet Way, Port Coquitlam BC V3C5M5 tel: 604-942-1001 email: info@raddeng.com 

Pros have been Reamping for years and with 
today's unlimited digital tracks, you can now bring 
Reamp magic to all your recordings. Radial offers a 
wide range of Reampers that deliver superb audio 
quality, save valuable time, are easy to use and 
priced to suit every budget. 

Radial - the number one name in Reamping! 

1. Record 
dry track 

J48 

tUlU 

The JD7 is a god send 
for my studio work. I 

can route my guitar to 

my amps and tuner 

while recording direct. 

It's perfect!" 

-Jeff Waters 
(Annihilator) 

"I really love the JD7 

and the SGI. They 

work better than I 

could ever imagine!!" 

- Roy Hendrickson 
(B.B. King, Pat Metheny 
Miles Davis, AI Di Meola) 

'Incomparable quality, 

deep features and tone, 

tone, tone! The Radial JD7 

gives me the cleanest and 

punchiest guitars no 

matter what combination 

ofg ear is plugged in. " 

-Eric Liljestrand 
(Lucinda Williams, U2, 
Bill Frisell, Ringo Starr) 

"It is nice to find great 

sounding industrial 

grade equipment still 

being made today!" 

-Daniel Lanois 
(U2, Robbie Robertson, 
Bob Dylan, Peter Gabriel) 

The Radial JD7 makes 

my guitar sounds so 

much thicker and 

punchier. The Drag'" 

feature should be built into 

everything ever made!" 

-Butch Walker 
(Avril Lavigne, Pink, 
Fall Out Boy, Simple Plan, 
Sevendust, Hot Hot Heat) 

The Reamp' is the 

recording guitar 

player's best friend. It 

works great with bass 

and keyboards too. ' 

-Joe Satriani 

The SGI and X-Amp are 

so useful that I don't 

know how I managed 

without them before. " 

- Simon Gogerly 
(U2, Gwen Stefani, 
R Diddy, Bob Marley) 

The RadialJD7is by 

far the finest guitar 

distro and Reamp I 

have ever come 

across. It Is an 

indispensable studio 

tool for me." 

-Steve Vai 
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EDUCATION 

Training For The Musical Trades 
Guitar Building and Repair 
Live Sound 
Recording 
Tube Amps 
C.N.C. Training 
Courses and Workshops 

Summit School of Guitar Building 
6114 W. Island Hwy 
Qualicum Beach, BC V9K 2E2 
www.luthiers-international.com 
1-888-901-9903 

LADO LUTHERIE SCHOOL 
Guitar building and repairs of acoustic, 
electric and bass guitars, taught by a 
master craftsman with over 45 years 
experience. Buy "LADO" guitars di¬ 
rect from factory. For more info: www. 
lado-guitars.com, e-mail: ladomusic@ 
on.aibn.com or Tel: 705-328-2005. 

EMPLOYMENT 

NEED A DYNAMITE EMPLOYEE? Find 
the perfect person for the position you 
need to fill by placing a classified ad 
RIGHT HERE! Use this space to find the 
person who will take your company to 
the next level! Call Maureen Jack at 
905-641-1512, FAX 888-665-1307, e-
mail mjack@nor.com for details. You 
can also submit your classified online 
at www.canadianmusician.com. 

GEAR FOR SALE 

WANTED: Synths, Drum machines & 
Recording gear to build studio. 647-
258-4714 or vika77@live.com. 

MUSICIANS WANTED 

Bassist wanted for signed London/ 
Kitchener rock band. Contact bob@ 
roboticlunch.com, www.roboticlunch. 
com for music. 

OPPORTUNITIES 

Like so many musicians, it is hard to 
become recognized even though you 
may be very talented. Well there is 
now a way to help you become recog¬ 
nized. The sport of car racing can help 
you get you or your band recognized. 
For more information contact: b.mcf@ 
sympatico.ca. 

PRODUCTS 

DUAL Turntables FOR SALE 
Dust off your vinyl and enjoy your 

LP's again! 

DUAL, one of the oldest & most-
respected turntable brands, has intro¬ 
duced 8 NEW models of turntables, & 
Audioscape is proud to be the exclusive 
distributor for North America! 

Buy direct from us and save... 

DUAL turntables are finely crafted in 
Germany & designed with fully auto¬ 
matic operation for your musical conve¬ 
nience. .. Place the LP on the belt-driven 
platter, touch the start button & enjoy 
music from your vinyl again! 

Dual turntables on-sale starting at 
$299.95, call 1-888-919-0707, or visit us 
online & learn more at www.audioscape. 
ca/store/Dual/Dual_Turntables 

And... 

• Check out our Dual USB Box... 
Record your vinyl to your computer for 
only $99.95>. 
• JPS Labs, The World's Finest Ca¬ 
bles'"... Improving your AC POWER 
CORDS can work wonders with your 
GUITAR AMPS! Reduce noise, increase 
resolution... Learn more at: 
www. audioscape. ca/store/JPS/Po wer_ 
AC_Cables 

Audioscape Canada Inc. 
www.audioscape.ca 

1-888-919-0707 
info@audioscape.ca 

ONLY 95c A WORD! 
To Place Your Ad Please Call Maureen Jack 
Tel: 905-641-1512 • FAX: 888-665-1307 • mjack@nor.com 
www.canadianmusician.com/classifieds 

Learnrootsmusic.com 
Get Instructional DVDs from some of 

Canada's Best Musicians at 
www.learnrootsmusic.com. Monthly 
specials and worldwide shipping. 

NEED SPEAKERS? 
EMINENCE - B&C - PIONEER -

PHILIPS - MOTOROLA & tons more! 
Speakers, crossovers, cabinet hard¬ 
ware, wire and connectors. Upgrade 
and/or build your own pro sound or 
guitar rig and save. WE STOCK SPEAK¬ 
ERS and related accessories for musi¬ 
cal instrument, professional sound, 
home stereo, home theatre, commercial 
sound, and everything else in between. 
Visit us on the web and download our 
catalogues and price lists today. 

Dealer inquiries welcome. 
Q-COMPONENTS 

638 Colby Dr., Waterloo, ON N2V 1A2 
Toll free: 1-800-363-6336 
www.loudspeakers .ca 
sales@loudspeakers.ca 

CANADIAN SOURCE OF: 
- MAHOGANY-

- PEARL - ABALAM-
Other Tone Woods 
No Borders To Cross 

www.timelessinstruments.com 
1-888-884-2753 

SERVICES 

Excellent "Pop" production facility in 
Nashville catering to all forms of pop. 
Current beats, sounds and arrange¬ 
ment ideas. Great vocalists if needed. 
Reasonable rates. Contact: Howie, 615-
828-9323, howiemoscovitch@yahoo.ca. 

WEBSITES 

www.musicbooksplus.com - Features 
over 12,000+ products that include 
books, instructional videos, CD-ROMs, 
software. Some of the areas covered 
are: Music Business, Songwriting, 
Publishing, Recording, Audio Produc¬ 
tion, Instrument Technique, Voice Train¬ 
ing, Internet Promotion ... and much 
more. Secured online ordering, 30-day 
guarantee, free electronic newsletter, 
monthly specials, worldwide shipping. 
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ROM JACKSON 

LIVE IN TORONTO 

SUNDAY, DECEMBER 4, 1OAM TO 4PM 
¿¿EAuditorium, 252 Bloor St. W., Toronto 

TmjP START YOUR MUSIC CAREER* _ 
Register today for this one-time only one-day s®",'nar 

at „¿T—mUian.com/tomiackson or caii 905-641-3471 

OBIT $75.00 (plus HST) 
«rly-b.» special or sw.oo (plus hst) 

UNTIL OCTOBER 31. 

benefited from Tom Jackson,s admire °" 

Live teaching and 

for successful tours, events and shT nUmerous genres , «venís, and showcases. 

CANADIAN 

MUS ICIAN 

Presented by cm Canadian Musician magazine 



by Ben Conoley 

If you are an unsigned artist and would like to be a part of Showcase, olease submit your EPK at www.soniclsids.com :mshowcase 

Selected artists will also appear on the Canadian Musician website, www.canadianmusician.com. with cne song streaming 

in MP3 format. 

What: Hip-Hop/Rap 
Where: Welland, ON 
Visit: www sikadime.com 

•Welland, ON’s Sikadime isn't your typical hip¬ 
hop artist. The 27-year-old has been releasing 
music independently and through various record 
labels for the past seven years. In that time he’s 
released 12 solo albums of his tweaked version 
of ‘90s west coast hip hop and toured through 
Canada, Europe, and the United States. 

While ne s yet to break through into the 
mainstream, he’s received plenty of recognition 
from those within the hip-hop industry, includ¬ 
ing members of Cypress Hill (he contributed a 
verse on “Ride Out" from the group's co-vocalist 
B-Real) and Sweatshop Union. He's also won 
a number of awards and has shared the stage 
with Choclair 012, Maestro Fresh-Wes, Onyx, 
and others 

After releasing his last album, Chronicles Of 
Eli Razar, Sikadime moved to California in an 
effort to get more exposure. While we’ll have 
to wait to see if that pays off, there’s always his 
dozen other a bums to spin in the meantime. 

n 

What: Alternative Rock 
Where: Vancouver 
Visit: www.staticinthestars.com 

• Static In The Stars b.aut right out of the garage 
and into your stereo at a ferocity best experienced 
with your volume knob cranked. The Vancouver¬ 
based quintet plays loud stadium-ready rock n’ 
roll with huge guitars and soaring vocals. The 
band’s latest ER Kings Of Last Call, is short, but 
packs a powerful punch. It's a follow-up to their 
2009 effort, No Grace In Goodbyes, and transfers 
just as well to the stage, which they’ve shamd 
alongside acts including Pearl Jam, Wintersleep, 
K-OS, and Billy Talent. 

The band has spent the last year touring, pick¬ 
ing up some awards here and there and catching 
the ears of people like Hedley’s Tommy Mac, who 
produced Kings 01 Last Call, and JUNO-nominat-
ed engineer/mixer Dean Maher (AC/DC, Bryan 
Adams, Nickelback, Rise Against), who also lent 
his talents to the effort. If the doctor has orderod 
you to listen to some straight-up rock ‘n’ roll, 
look no further than Static In The Stars. 

• Freeman Dre And The Kitchen Party don’t have 
the most ordinary name on the olock, and neither 
do they have a typical style. The Toronto-based 
band recent y won a NOW Magazine readers poll 
that named Freeman as the city's best songwriter. 
It’s no wonder: the band’s anecdotal songs tell 
tales of life in their Parkdale neighbourhood, a 
stretch of blocks known for its diversity of people 
and culture With songs about everything from 
relationships to 201 O’s G20 protests, there are 
few bands that aro able to cover this much lyrical 
ground with any success. 

The lyrics are paired with output from a six-
piece band that plays a quirky alternative style, 
going from alternative to folk to eastern-Europeon 
accordion jamsand back. But forget descriptions; 
some bands just don’t need them! 

Freeman Dre And The Kitchen Party are worth 
checking out on record, but word on the street 
is that the real spirit of the band can only be 
captured at their legendary live shows, so make 
sure you don't miss the opportunity to catch them 
next time they are in your hood 

What: Alternative 
Where: Toronto 

Visit: kitchewnwpawr.tfyre.ceommandreandthe 

Showcase 

_. 
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z Ben Conoley is a freelance journalist living in 

Fredericton, NB. He has written for chartattack. Exclaim!, 
Alternative Press, and more. 

Ben is also a proud member ol the Polaris Music Prise.jury. 





Cannot Be Done? 

100000=00 
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FRONT VIEW - ACTUAL SIZE 

SURROUND 

NEW MICS, NEW FORMAT. 
The H2Next features our best microphones yet and 
is the only portable recorder with five studio-quality 
mies on-board. 

YOU STILL GET THE X/Y... 
And with Zoom's X/Y stereo condenser mies, you'll get 
great recordings with natural depth and accurate imag¬ 
ing every time. 

20 HOURS OF BATTERY LIFE. 
The H2Next provides over 20 hours of continuous operation on just two standard 
AA Alkaline batteries! 

DATA RECOVERY FUNCTION KEEPS YOU PROTECTED. 
Never again will you have to worry about losing recorded data to unexpected 
errors. Whether you experience battery loss or an accidental power-down, the 
H2Next Data Recovery function will automatically restore your data the next time 
it's powered on. 

AN ALL-AROUND PERFORMER. 
Using the H2Next Mid-Side and X/Y mies together in 
2 or 4-channel mode, you can create stunning 360° 
surround sound recordings. 

PLAY BACK AND LISTEN. 
Ensure your recordings are being captured the way you want. The H2Ne>t built-in 
reference speaker allows you to listen to your recordings with exceptional clairty. 

CREATING A NEW GENERATION. 

Zoom's H2Next is the next paradigm in innovative hand¬ 
held recorders. The features are ground-breaking. The 
design is both ultra-portable and ultra-slick. 

MID-SIDE RECORDING. A TRUE GAME CHANGER. 
Used for many years in film and broadcast, Mid-Side 
recording combines a uni-directional Mid mic that cap¬ 
tures sound directly in front and a bi-directional Side 
mic that captures sound from your left and right. By 
increasing or decreasing the level of the Side mic, you 
can control the width of the stereo field which gives 
you incredible flexibility over your recordings. If you 
record in RAW mode you can even adjust the stereo 
width after recording. 
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IT'S ALL THERE. 
Variable speed playback, variable pitch and AB repeat. It's all there. 

THE REAL DEAL. 
The array of technologies is amazing. Ecually stunning is a street price on par with 
US pricing at $199.95. (Actual street price is determined by your dealerk 

I 

HZn 
Handy Recorder 

REAR VIEW-ACTUAL SIZE 

Cannot Be Outdone! 
Distributed in Canada by MEDia 1875 55th Avenue, Dorval, OC H9P2W3 Tel: 514.636.9971 Fax: 514.636.5347 www.omnimedia.ca 




