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With the mega-success of the Dave
Matthews Band, lucky listaners are being
exposed to more unbridled drum chops than
they 've heard in along. long time. [t's no
surprise that drurmmer Carter Beauford is
digging the hell out of this gig.

by William F. Miller

iV LaE e Highlights Of MD’
m[uh Jj ;M l@lﬂﬁ% f:sgtivlgl W;eekend '596
68 84

Elvin Jones, Ornar Hakim, Tim Alexander, Trilok Gurtu,
Dave Lombardo, Sheila E & Peter Michael Escovedo,
Walfredo Reyes, Jr.. Norada Michael Walden.

Flat Amazing opening acts and countless giveaways.
By oD Some are saying It was fhe bast MD Fesfival ever,
We'd say they've got a pretty strong case.

Your average couch potato might know
him as the shirtiess Hootle dude, but don’t
even think Jim Sonefeld doesn't get it done
behind the kit.

photo by Epet Roberts



as close

The first month on the base w

to hell as you can get. We stayed in a cold,
unsanitary warehouse for a few weeks. We
also pulled guard duty at the main gate

the air base and the headquarters building.
Things were looking bad for our supposed-
Iy musical mission. But by the second

month here the purely military duti
ed to diminish and our musical
picked up. Our livir
improved, and things were lookin

Our days start at 8:00 Am. with
ing, followed by rehearsals until 4:30 py.

ties

conditions also

up.

{with a lunch break). The rest of the day is

left for individual practice,
otal band of

administrative duties. Qur
forty musicians is capable of providin

woodwind quintet, a brass quintet, a Latin
azz band, a variety combo, a band, a
concerl band, and a marching band. Out of
of these, the variety combo and the

quintets are doing the most work.
Collectively, our favorite group is the
variety combeo called the Mo Better Blues
Band. James Alescio is the drummer, Paul
Baker pl percu
Robert Habib (one of those “I play every-

sion and sings, and

thing™ people and the percussion section

leader) plays keyboards and sing

band is a ten-piec
full rhythm section, fc

Zroup consisti

r horns, and

cou-

ple of vocalists, We play 1y of music

including jazz, funk, R&B. and C&W. We
like to stay as high-energy as possible, and
o play so everybody. We also
include ¢"” set in which the

of the soldiers in Bosnia have it a lot worse

than we do, and the shows we perform

them a chance to unwind and have a
time. Our main mission is to support troop
morale, and the Mo Better Blues Band is
ip within our o

the most-requested
nization, We also recently toured northern
Bosnia, where we did one show for the
Russian troops here as part of the pes
keeping forc
music and were ex

Ameri

They really lov an

remely pleased with our
performance.
We hope that our current situation

allows all musicians to realize that musi
brings happiness to everyone, no matter
where they
less of where we are in the world, what we

in the world, And regard-

are doing, or the

acrifices we have to

make as service members, we still love

what we do, Our shows have had a tremen-

dous impact on thousands of soldiers. As

we see our impact on this peac
mission, we will continue to brin
and happine

keeping

music

ss into everyone's lives.
James Alescio, Specialist, USA
Robert Habib, Sergeant, USA
Paul Baker,

Tuzla, Bosnia

CALLUSTOLLFREETO

1
SUBSCRIBE TO
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18000551 <DRUM

US€ YOUR MASTERCARD OR VISA
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you'll ever hear.

One interesting thing to note about this
cymbal is that, when you're riding on it,
you don’t really hear the rivets. They're
almost imperceptible. You can hear the
stick sound speak out just above a warm,
trashy spread—very nice. And the sustain
from the rivets (once you've stopped riding
on it) is a beautiful effect—perfect for bal-
lads when you want that sustained effect.
1t’s not that I simply love cymbals with riv-
ets—more often than not I find them to be
annoying—but somehow on this cymbal all
of the factors are rigl
on all three of the rides Istanbul sent, (The

‘only real difference between the three was
- their pitches.)

As for the bells of the cymbals, well,
they're not great. One of the three had a
bell sound you might be able to get away
with. But who cares? You want a bell
sound? Move to another cymbal, like the
crashiride. The Mel Lewis ride is a fine
musical instrument that I can confidently
say any jazz drummer would be inspired
by. (How's that for a “ringing” endorse-
ment?)

And this was true

Warranty And Price
ite makes these cymbals even more
ng by offering a three-year warranty
that covers cracking and any type of manu-
facturing defect. According to Daito, their
warranty is three times longer than any
other cymbal maker’s. Regardless, if you
owned one of these cymbals and it devel-
oped a crack, it would be a sad day. (At
least you could get it replaced.)

In terms of price, the Mel Lewis series
ranges a little bit higher than other similar-
size cymbals on the market. The 14" hi-
hats list for 5425 per p the 19"
crash/ride for $350, and the 21" ride for
450, Yes, it’s a high price, but these cym-
bals are of a quality that makes the price
seem....well...reasonable. And on a posi-
tive note, with the sale of each Mel Lewis
series cymbal Istanbul pays a royalty to
Mel's widow.

After having lived with these cymbals
for a couple of months,
hard to send them back. Did they help me
sound better? Yes. Did they help me swing
harder? Possibly. Did I sound like Mel?
Well, no, but just for a moment I heard that
sound and got a little deeper into the music.
I think Mel would approve.

going to be

"
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Cart Hill]ﬁ]f‘ﬂ' canlight up a set of drums [ihe feuw others.

oo, IVEILEUETMIth the Dave Matthews Band he rigs his hit
with dromEEitthat can tae the heat b2 batter heads, Genera

fesonants e O Dry Snare, and the E03 Bass Doy Sustem

MODERN DRUMMER  OCTOBER 1966 m






By William F. Miller

tion, then Buddy dominated. Max thoughtfully emerged, then passed
it o Tony and Elvin. Billy raised the ante and Steve refined it, Next up
was Neil, folowed by Vinnie, who went left with it, Dave honed it fo a
sharp point, and now Dennis is guiding the way.
But who will be the next guy, the player who will capture
our imagination? Carter Beauford is a pretty good bet.
Placing Beauford's name (pronounced BO-ford) next
on that list really isn't too much of a sfretch. Check out his
playing with the genre-crossing Dave Matthews Band—
‘ creative ideas combined with fremendous technique,

The torch continues to be passed: Gene it the fire, focusing the atten-

' m m over-the-fop flailing executed with pinpoint control, all
rolled up in the groove of death. It's simply an awe-

Photos by Ebet Roberts

some combination that has drummers smiling as they
race to the woodshed.
Carter's landslide victory in the Up & Coming catego-
1y of this year's MD Readers Poll, along with an
avalanche of reader mail demanding an immediate

cover story (some letters downright threatening), further

demonstrate his dominance. Drummers are loving this guy,
and with good reason. Why? Maybe it's because he's expand-

ing the limits of drumming in a pop context. Fusion-type beats,
round-house fills, and double pedal being played on mulfi-million-seling
records? How shocking.

MODERN DRUMMER  OCTOBER 1996 m



It was o fairy siow climo, as
$z cians—Beauford, clong with Dave
Tingley on violin, and Lerol Moore on sax—
leamed how to blend their disparate musical backgrounds
its fusion/funk foundation, the Matthews Band grew info a solid,
style-hopping quintet that eventualy wowed audienceson o

he Dave Matthews Band's
‘ risa fo prominence—and
& & Carter Beouford's—began six
c’ &0 years ago in Charottesville, Virginia,
Matthews on vocals and acoustic
guitar, Stefan Lessard on bass, Boyd
together, Rock, pop, bluegrass, R&B, country, and jazz could all
be found on these bandmembers' résumaés. With Beauford as
local level
In 1993 the band relecsed a live disk called Remember Two

FRP vovern DRUMMER  GCTORER 1956

Things, and once It began to sl In the thousands regionally,
the major labels came knocking. RCA signed the band and
put them in the studio with veteran producer Steve Lillywhite to
record Under The Table And Draaming. That album was
released in September of 1994, and on the strength of
singles, including the monster hit “What Would You Sa
mere than four milicn coples. And opparently quite a few of
those four milllon disks made their way into the hands of drum-
mers, becouse the Beouford buzz exploded at that point,

As you might expect, Carter Beauford didn't just start play-
ing. (He's proud to say ha's been at it for nearly thirty years)
Carter actually racked up some decent local credits before
Joining the Matthews band. In fact, fremors were coming out of
the Richmond, Virginia area ten yeors ago about some heavy
cat who was playing in a fusion band called Secrets. That gig
led to other work for Beauford, including a Washington, D.C.-
based felevision show for fhe BET network
led by jozz great Romsey Lewis. For the
four years he did that show, Carter got to
play with some fop-name performers,
including Michel Camilo, Roy Hargrove,
and Maceo Parker. Carter kept very busy
doing the show ond the Matthews Bond
at the same fime, but as the band began
to take off, he ended his TV career.
Obviously, the right decksion.

II}W the Matthews Band Is on tour in

support of Crash, their follow-up

record. You'd think they might
have tried to duplicate the sales suc-
cess of Under The Table by coming up
with @ “What Would You Say. Part 2,
but to thelr credit they didn’t, Crash
shows the band exploring styles and
pushing the limits of pop even further,
And Carter Beauford is right in the mid-
dle of it all, giving outstanding perfor-
mances on frack after track.

All of this success—both musical and
financicl—hasn't offected the band-
members. At a day-long photo shoot in
New York City recently, the coma-
radiere wos obvious. No ego problems
here, just musicians happy fo be mak-
ing their own music on their own tems,

Sitting across from me in an exclusive
midtown Monhattan hotel a few hours
after the phote shoot, Carter's infec-
tious, Cheshire-cat smile lit up the room
His down-to-earth, offable shyle reveals o
man at ease with himself, although his

conversation shows a deep devotion to
developing his craft. (He doesn't yet
redlize the impact he's aready made on
the drumming community.) But it's that
warrn, genial personality—olong with all
of those terific chops—that makes Carter
Beauford the next inine.




hotel.
CB: *

able to do what I wanted

H

all went into the
. We di




when we got in the studio, just idea after idea. We created the
ight on the spot.

hat must have been fun—and gratifying.

CB: Oh, it felt great. And this is the reason we feel Crash is the

best work o far—it's the shit. We are so p

about it because we were able 1o go in and create something from

the ground up and see it develop. And at the end of the day to

have songs that really work is just so satisfying.

WFM: And the band has its own sound that, by what you're say-

ing, is really a product of everybody's contribution.

CB: Oh yeah. We're five individuals coming together, but com-

ing from different musical backgrounds. That's where our sound

QI HoveRn DRUMMER OCTDBER 1996

comes from. We have &
Jjazz thing happening here
we have a rock thing hap
pening there, we ever
have a classical thing
happening with our fid:
dle player, Boyd. Al
this stuff somehow
comes together and cre:
ales our sound.
WFM: You talkec
about not being
in by a leader. B

when everybody was

sitting around the stu-
dio coming up with
ideas, did the group
have comments about
what you played? The
reason | ask is because
you have the chops to
2o out if you want to, [
would think it might
appened.

maybe just
once or twice! [laughs]
As a matter of fact,
that’s another good
thing about the band.
We can all give and
receive constructive

criticism. | think we
trust each other and
realize that we're all try-
ing to make the best
music we can, 5o we're
willing to listen to each
other. But that's a wotally
different situation from
being told by a leader
what you can and cannot
play. The reason we're able
to do it is because there
aren’t any ego problems in
this band.

We've had some rough times together. We've been on the
road for a long time—six years now—and we really started from
the bottom. We scratched and clawed our way up, and I think we
all remember what it was like when we didn’t have anything. So
everybody is chilled out on the whole ego thing.

WFM: When the band is writing mates
al together, what is your input from the
drums?

CB: | come from a jazz back-
ground-—well, that’s what 1

listened to and what my dad B uf rd
listened to when I was a kid—every ea o




a single day. So that's pretty much the way
, [ think about music—it’s just deep down
- inside of me. When I listen to anything
1 that somebody brings me—any kind of

Carter’s

¢ idea someone might have—I'm going
+ to think jazz. How can I add my lintle
| jazz attitude to this bluegrass song?
' How do [ add a jazz thing to this funk
- tune? That's the challenge for me:
trying lo incorporate that jazz back-
| ground into something that really
| doesn’t have anything to do with
| jazz. But it seems to work itself out
| every time,
WFM: That's one of the beauties of
the band; there are all these styles
creeping into the songs here and
there. But have you ever had a prob-
lem where you were using your jazz
head to play a country feel, for
instance, and somebody com-
plained that the feel wasn't right?
CB: Never in this band, although it
used to happen to me guite a bit in
other situations. If there's an idea
that Dave or someone brings to the
band and they have something in
mind for the feel, then I'm gonna
get into whatever they're thinking.
If they're thinking polka, I'm not
going to think jazz. But after listen-
ing to jazz so much—and playing it
quite a bit—I think it’s just a part
15 to seep through the

WFM: But that's probably one of
the reasons the Matthews band has
its own sound. When the band plays
these different styles, somehow
you're able to make it your own. It
isn't a straight country thing, a
straight rock thing, or even a
straight fusion thing.

CB: Yeah, but it isn't something we
think a lot about; it just comes out
that way. Again, for me, it comes
back to the jazz thing. And Leroi, our
sax player, has that jazz background,
Stefan, our bassist, has a new wave
kind of thing going on, because he’s a
bit younger than the rest of us. And
like I said, Boyd brings a touch of
classical and bluegrass 1o the band. It's
just a big stew of influences.

WFM: [ heard your new single on the

Tour

Drumset: Yamaha Recording Custom

A 1% 13 tom

B. 41 x |4 Dangerous Ocheltree
snare drum

C. BxBtom

D. 10x 10 tom

E. 10x12tom

F. 12xl4wom

G. |6x |8 floor tom

H. 16 x 22 bass drum

Percussion: LP

Hardware: Yamaha, including their rack
systemn, DW S000AH double pedal with
Tarma fron Cobra felt beaters

Heads: Evans Genera HD on snare, clear
G2s on tops of toms with Resonants on
bottoms, EQ-3 bass drum bateer and
Resonant on frant with EQ muffling sys-
tem

Cymbals: Zildjian

I. 16" A Custom crash thin
2. 20" K Custom ride

3. 14" A New Beat hi-hats
4. & ZiBel

5. 20" K Davk erash thin
6. 10" A splash

7. 18" A medium crash

B. 10" A Custorn splash

9.

12" and &" A splashes
{piggybacked, with felt washers
separating cymbals)

10. 14" K Dark crash thin

11, 13" Dyno Beat hi-hats {closed)

12. 18" and 20" Oriental Ching Trashes
(piggybacked with felt washers
separating cymbals)

13. 14" China crash

Sticks: Pro-Mark 54 and 58 Natural
models with wood tips

radio recently and afterwards the DJ
raved about it, saying the band had bro-
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RETSEH

MASTER SERIES
Featuring
STEVE GROSSMAN
Nashuille, TN

TOURING CREDITS:

Susan Ashton, Russ Taff, Kim
Boyee, Kim Hill, Paul Smith,

Charlie McClain, Sweethearts
of the Rodeo, Gibson/Miller

Band

RECENT RECORDINGS:
“Experience” - Jackson Finch
“Nailed in Stone” - Brian
Barrett “Sunny Day" - John
Cox “Promise of Love" - Thom
Shumate

RECORDING CREDITS:
/Miller Band, Thom

ackson,

Brian Barrett, J.A.G.,

Out of the Grey, John Cox

EQUIPMENT:

TwoGretsch Sets - (Black
" bass, 8", 10", 12"

= d 16" toms;

(Tiger Stripe) 20" bass, 107, 12",

13", and 14" toms;and a 5 1/2"

deep snare

YEARS PLAYING GRETSCH:

11 years

WHY GRETSCE

“...they have a rich, warm

tone but with plenty of cut.

Every engineer loves them!”

nch,

GRETSCH

PO Box 24 GA 31402
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ken new ground. Do you feel that you've
broken new ground with Crash?

CB: Definitely, and the reason for it is that
the band has this attitude that we never
want to play the same song the same way
twice, We've done so many shows and
we're always changing the tunes. I'm
beginning to wonder if it’s a problem,
because there are some nights when [ want
to do some things exactly the same. There
are those nights when everything is kicking
butt, and I'm like, “Man, I want to relive
that!"

I think that is the key to your question

we're constantly changing things and chal-
lenging things, and I think that's what
keeps our audiences coming back. People
tell us that all the time. 1t's like, “1 like the
way you guys did ‘Tripping Billies' last
night. I've never heard it that way before.”
As a matter of fact, I've never heard it

played that way before either! But I think
going for that has helped the band
prog
WFM: Well, why is it that, when you're
trying to progress and expand in so many
new directions, the band would choose the
same producer and studio for Crash as you
had on the last record?
CB: That was because we wanted to get
everything we could out of Bearsville.
When we went in there for Under The
Table, it was the first time working with
Steve Lillywhite, it was the first time for us
doing a major label record, and there were
a lot of other “first times™ for us. We felt as
though there was more for us to get out of
Bearsville, that we didn't do everything we
wanted to the first time. And the reason for
using Steve again was simple: He's a great
producer. I think the guy is incredible.
Steve makes the swdio setting so com-




fortable, which makes it easier to do what
you're supposed to do. He makes it such a
relaxed environment that you can get in
there and play stuff that you never played
s that you
snap at

before. Plus, if there are thin
4 play that he doesn’t like, he we
xyou or say things that are going to weird
" you out.
EWFM: How did you decide on Lillywhite
_in the first place?
CB: When we started juggling producers’
2 names around, we had a few guys in mind,
g like Hugh Padgham and T-Bone Burneit.
But eventually our manager told us about
' He's worked with the Rolling
U2, Peter Gabriel, Aretha Franklin,
INXS,” and we were like, “Whoa. This guy
has done some serious stuff. Let's rap with
him.” When we did meet with him he was
totally open-arms. He told us, “Look guys,
I'm not here to change you or your music.
I'm not going to put my concept on your
band. I'm just going to make your album
sound good. And I guarantee you the
record will go platinum.” I think we all got
excited by everything he said, but even bet-
the
sincere. So we went with him, and he
lived up to everything he said.
WFM: Lillywhite's known for getting
killer drum sounds, Do you think he “cap-
tured” your sound?
CB: Oh God, yes. As a matter of fact, he
enhanced it more than I thought could be
done. The first time we went into the studio
for Under The Table, though, I had the
biggest problem with my drum sound. 1
had the drums set up in a booth, but it was
so dead that the drums just didn’t sing.
Steve said, “Look, let's take the drums out
of the booth and hear how they sound in
different spots around the studio.” I was
like, “Okay, let's try it.” We moved them
around the room and played them in every
nook and cranny that we could find, but we
didn’t find any spot that we liked. But then

nse we got from him that he

it vccurred to Steve to carry the drums up
o a loft above the studio, so we dragged
them upstairs and got one of the best
sounds that I"ve ever heard in my life! He
took the time to experiment and got a killer
drum sound.

For Crash we deliberately didn't use the
loft just so the sound would be a bit differ-
ent. We went for a slightly more controlled
thing, but with a different personality. I'm
happy with it. But that attitude of doing

Crash Symbols

These are the albums Carter lists as most repr of his dr ing.
Artist Album
Dave Matthews Band Remember Two Things
Dave Matthews Band Recently

The Yertical Horizon

Drave Matthews Band

Dave Matthews Band
Secrets

Running On lce
Under The Table And Dreaming
Crash
Secrets

...and these are the artists (not necessarily drummers) most inspiring to him.
Elvin Jones, Will Kennedy of the Yellowjackets, Marvin “Smitty” Smith, Giavanni Hidalgo,
Bobby McFerrin, David Garibaldi, and Ray Obeido.

things differently than we have in the past
influenced the drum sound this time.
WFM: One of the things that stands out on
Crash over Under The Table was the sound
of the cymbals.

CB: Well, thanks to Zildjian.

WFM: Oh, so that’s why you called the
record Crash.

CB: Ha! [laughs] Why didn’t I think of
that?! But the guys at Zildjian really know
their stuff. [ used Zildjians on the last
record and was very happy with how they

sounded. But before we recorded Crash 1
actually went to the Zildjian factory and
picked out exactly what I wanted. They let
me sit in a room and try anything T wanted
1o,

WFM: You lucky guy.

CB: Oh, man! 1 was like, “I want that, and
that, and that, and that.” [laughs] But I was
able to get the cymbal sound that I've been
hearing in my head for years and years. In
fact, I think I've gotten pretty close to my
ideal drum sound as well.

Gerry Brown

drumhea

CANNON®

« 2773 E Midlothi

Bivd. « h

When Gerry Brown does
a hit with Stevie Wonder,
he uses Thin Skin2 Batter
and Medium Attack
Drumheads for the
powertul punch he needs.
Gerry Brown and Attack
... ahead of their time!

Stay ahead with

Attack Series”
drumheads. . . by

ds Cannon Percussion

Ohio 44471 » (216)-755-6423
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WFM: So what's the ideal "Carter
Beauford drum sound”?

CB: I've been trying 1o get a certain sound
for many years. And then a few years back
I heard someone who had a sound that was
very close to what I thought of as ideal,
Dave Weckl. Dave's sound was, and is,
amazing.

WFM: That's funny, because you don't
play anything like Dave.

CB: Nothing like Dave. But his sound was
what T wanted. Like I said, that was a few
years ago. Now I'd add to that Marvin
“Smitty” Smith’s sound, Dennis
Chambers’ sound, and Vinnie Colaiuta’s
sound. Add a little David Garibaldi in there
as well and thar's the sound I'm going for,
Those cats all have different sounds, but to
me there is something in between all of
them that I'm trying to get.

I feel I'm very close with my snare drum
and cymbals. I like kind of a washy sound
from my cymbals, but not an overbearing
wash, It's a wash that is there but doesn’t
drown out everything.

WFM: Can you describe your sound a lit-
tle bit more in detail? For instance, go into
the way the snare drum is tuned, the way
the bass drum is dampened, that kind of
thing.

CB: Well, starting with the snare drum, T'll
tell you whoe comes closest to the snare
drum sound that I like—Will Kennedy of
the Yellowjackets. He gets a jazz kit kind
of snare drum sound, yet he also gets a
great funk/pop 2 and 4 kind of thing. [ love
it. My sound is close to that, but tuned a bit
higher and a tad drier.

As for the kick, I'm looking for some-
thing a bit more open. My kick drum sound
right now is a little too muffled. I've been
working on that and working with different
pads, trying to get the sound to be just as
direct but with a wider spread.

WFM: I suppose that with all of the dou-
ble pedal stuff you play you need the kick
to be defined.

CB: Yeah, defined, but still with presence.
As for the toms, I think my tom sound is
right where T want it. I've never really had
any problems the Yamaha [Recording
Custom] toms, because the sound is
defined and controlled, but there's still
body. Overall I feel like I'm very close to
having my ideal sound. And T thought we
got a mind-blowing drum sound on Crash.
WFM: Let's talk about the recording of

Crash. Take me through the process.

CE: We did record three songs individual-
ly—building up parts—but we also did a
lot of group stuff. For those, we went in,
set up, and just hit it: “We're going to do
this song. Okay. let’s think about an
arrangement. What about sounds? Let's
run it.” We just went for it. We started jam-
ming and Steve would start recording with-
out telling us. And that's how a lot of the
stuff was recorded. We'd take a break and
he'd say, “Guys, come in here,” and we'd
be like, “What are you doing?” And he'd
play the stuff for us and it would be amaz-
ing—good performances, great sounds,
everything.

WFM: Are you saying that you guys
didn"t use a click on this record?

CB: We did use a click on some of the
songs, but I'm not exactly sure on which
performances. We would do something
like fifteen takes of one song, and on some
takes we would use a click and on others
we wouldn't. I'm not sure which takes
were the ones used for the record,

WFM: On the songs that you did use a
click, did you have a certain type of click
that you liked to use? I've heard that

Lillywhite is pretty creative with the click.
CB: Steve does have a certain pattern and
sound that he uses, which is like a multi-
tone cowbell thing with a pretty cool
rhythm. We used it a lot on Under The
Table. We all liked the sound of it so much
that we wanted him to actually mix it into
some of the tunes, because it blended so
well with what we were doing. But he
wouldn't do it.

WFM: Talking specifically about your
playing on Crash, you progressed from the
last album in that you played some wacki-
er, even more creative beats. Things like
the bridge to “So Much To Say™
what “Latiny,” “Two Step” has you play-
ing double pedal 16ths under a country
feel. and “Drive In Drive Out” is sort of a
fusion-inspired pattern. Where are these
types of things coming from?

CB: Well, believe it or not, I was really
inspired by percussionists. Miguel Pomier
used to be the percussionist in our band,
but he passed away about three years ago.
He was phenomenal. He gave me all sorts
of ideas for patterns and different ways to
look at rhythm. The other cat who inspired
me—and continues to do so—is Giovanni

is some-
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Hidalgo. He's a mind-blowing percussion-
ist. I can’t believe some of the rhythms that
come out of him. But those rhythms just

totally inspire me, and [ guess [ sort of

translate that swff into drumset parts.

WFM: What about some of the other peo-

ple who have inspired or influenced you

over the years?

CB: First of all, there was my dad. I have

to give credit to him. He was a trumpet

player, and like I said before, his thing was
jazz. He turned me on to all the heavy-
weights. At the time [ didn't want to hear
those cats; | wanted to hear about the Dave

Clark . the Beatles, and all the pop

guys. But in the same breath, T was stll lis-

tening on the sly to the jazz cats: Max

Roach, Buddy Rich, Gene Krupa, Cozy

Cole, Louvie Bellson—all of them. My

father said to me, “If you want to play

drums, these are the cats.”

WFM: It sounds like your dad was really

into the idea of your playing drums.

. CB: He was, Well, he was into the idea of
my playing anything, whether it be har-
monica, drums, or even cello. He thought
that was something that kids should get
into and learn about. [ feel the same way:
Kids should get into the arts. It's a happen-
ing thing.

But Buddy Rich, Gene Krupa, and Louie
Bellson were the first cats for me. And
then, onee | really got into them, I got hun-
gry for the drums and wanted to learn
more. I just fell in love with it and I
haven't stopped.

I can remember wanting to take the
drumming thing further and not just play
somebody else’s licks. I wanted to play
things that T had in my head, ideas that [
had even as a kid. I just wanted 1o go fur-
ther with the drums and go into areas that
other drummers hadn’t. That was a goal
even at a real young age.

The cat who really turned it around for
me was Tony Williams, Tony and his first
Lifetime band really moved me, because I
was thinking about somehow trying to
combine jazz with rock. He did it with that
first group. Tony opened up a whole new
world for me. I can remember thinking that
Tony showed what could be done, and it
was just a matter of practicing until T got it
together. Well, to this day T still can't play
half of the stuff he was doing! [laughs]
WFM: It's obvious you did a lot of prac-

but did you take lessons?

CB: No, I didn’t have any formal training
at all. I was pretty much sclf-taught until 1
got to college. When I got to college [
became friends with a drummer by the
name of Billy Drummond, and he showed
me a lot of things.

‘WFM: Is that the Billy Drummond, the
New York jazz dummer?

CB: Yeah, and he's a monster. Billy's one
of my best friends. He and 1 went to the
Shenandoah Conservatory together. We
used to practice together every day, and I
would study the way he played. Billy
wrned me on to some of the other heavy
cats, like Elvin Jones and Philly Joe Jones.
WFM: Did you study music in college?
CB: No, I studied occupational therapy.
And the reason I wasn't studying music
was because I didn’t have any formal train-
ing. I couldn’t read music at that point. So 1
took up the occupational therapy thing and
got my degree in it, and actually taught
high school for a while. My mother was
happy about that, but | knew I wanted to
play. When T quit the teaching gig to play
full-time she wasn't happy, but my dad
told her that I had to do the music thing.
He knew that down deep I was a musician.

‘WFM: Since you didn't have any “formal”
lessons you must have had a lot of playing
experience.
CB: Oh yeah. [ played my first gig when [
was nine years old. I started playing with
these cats who were in their twenties and
thirties. I think they hired me because I was
a bit of an attraction—the “kid drummer
who could play” kind of thing. We would
play a lot of Herbie Hancock, Miles Davis,
and a lot of standards. T heard that music
every day at home, so it was nothing to me.
When | went to audition for that group
they put on a record and said, “Okay, play
along.” 1 think the tune was “Autumn
| ," and I played it almost note-for-
note, and they were tripping. So I got the
job and stayed with them for years, all
through junior high and into high school.
But [ played for a lot of other bands too. I
did a lot of country bands, and even some
bluegrass stuff.
WFM: All of that experience at such a
young age is fantastic. Thar was your cdu-
cation.
CB: Exactly. There is nothing like hands-
on experience. You can go to any college
in the world and they can sit you down and

=
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write out everything that you should know,
but you'll never really know it until you
can play it on stage with other musicians.
WFM: [ still find it hard to believe that
you didn’t have any lessons or any music
education. You slip in some fairly
advanced concepts with the Matthews
band, like on the live version of “Tripping
Billies™ [originally on the Matthews band's
If-rel d album R, ber Two
Things, and now available on the Columbia
Records Radio Hour, Volume 2 disk].
During the violin solo, you phrase in five
over the double bass roll. [ can't imagine
Jjust picking that sort of thing up.
CB: 1 got most of that from listening and
checking out the cats. It"s all out there, you
just have to be open to it
WFM: What types of things did you work
on with Drummond?
CB: | had worked on a lot of technical
things on my own—almost rudimental
types of things—although I didn’t know
exactly what I was playing in terms of
what they're called. When I got with Billy,
he would play things and I'd ask him to
explain them to me, and he could relate
some of them to rudiments. So I learned
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from baoth sides.

1 also learned just from watching Billy's
approach to the drums. He has perfect pos-
tare and he looks very relaxed when he
plays. I really wanted to have my playing
2o in that direction, so I actually set up a
mirror 50 I could watch myself play. It
rezlly helped me because I could see when
my posture was good, or how I was hold-
ing the sticks when I would play a certain
pattern, or just how relaxed I looked at the
kit. It really helped my confidence, and 1
would recommend it. | practiced in front of
a mirror for months.

As for technique, I always watched my

hands and tried to find the best way for
them to move, 1 think I found the best way
for me to play, and I've worked on differ-
ent exercises to keep building my chops.
WFM: Are there specific rudimental exer-
cises that you still work on?
CE: I practice my double and triple strokes
with each hand, and a few other basic rudi-
mental things, every time I sit down at the
kit. But what I do on stage is basically
nothing but single strokes, because that's
what works best for the types of things I
play with the band.

Speaking of singles, I'm completely
blown away by what Buddy Rich did with
the single-stroke thing. How the hell did he
make his single-stroke rolls sound like
press rolls? Buddy has been a big inspira-
tion to me for that, so you'll hear me do a
lot of that type of thing with the band. But
when I'm practicing, [ always have to go
back to the basics—you know, the doubles,
triples, paradiddles, and those things.
While I play a lot of singles with the band,
it's all of the other stuff that puts a certain
amount of finesse in your playing. It would
be crazy to study single strokes and noth-
ing else.

WFM: On the song “Say Goodbye,” from
Crash, you play a very tasty single-stroke
fill around the kit in the intro of the une—
and you're playing the roll with some type
of multi-rod. It's fast, yet it sounds relaxed.
I"ve noticed that you play with a thumbs-
up type of grip—sort of a classic French-
grip style. Does that grip help you play fast
singles around the kit, like on “Say
Goodbye™?

CB: Yeah, it does. I call it an African grip,
because the thumbs are up but I'm using a
combination of wrist and fingers. To me,



it's a power grip. When I'm playing a
straight-ahead gig I'll use traditional grip,
because [ don’t need that power or that
kind of speed. When I'm playing anything
else, though, it's a matched, thumbs-up
grip.
. WFM: I've seen a lot of guys use that type
of. grip, but you look very relaxed with it.
Your form looks excellent, with your
thumbs up and your elbows out slightly,
very similar to Cobham's stroke.
CB: Well, I think using a mirror really
helped me to improve my form. When you
actually watch yourself play you can leamn
| alot

WFM: Besides just watching your hands,

what types of things have you worked on

1o get your singles together?
- CB: Practicing on a pillow for me is the
' best thing for singles, and it's something
that I've been doing for years. I've also

been working on each hand individually,

concentrating on each hand by itself. Then
- when you put the two together, man, you
can fly.

I've also used the pillow idea to get my
bass drum chops together. [ have a setup at
home where there's a pillow in front of my

double pedal. T hit the pillow, but I try 10
have control of the beaters so they don't
sink into the pillow. They just touch the
cdge of the pillow. I do that because I'm
trying to gain control so that when I get on
the drums I'll have control of the beaters
and not just bury them into the head.
WFM: And you play with your heels up?
CB: Yeah, so it takes a lot of work to real-
ly develop control playing that way. I've
found that the pillow thing really works, as
long as I stay focused on not just burying
the beaters into the pillow.

WFM: So your goal is not just to play
faster and louder singles with your hands
and feet?

CB: No, that shouldn't be the only goal.
Control is what I want. T don't want to
overpower my kit; | want to play musically
with a good sound. When I was talking
about the sound T want to get, the control
you have when you play is as imponant to
the sound as the kind of drums or cymbals
you use.

WFM: Another somewhat
approach you have is leading and playing
ride rhythms with your left hand.

CB: [ actually switched from the normal

unigue

way of playing to my left because 1 found
it was much easier for me to play certain
things that way. I hated playing with my
hands crossed in front of me. | was always
having sticking problems, and those just
went away when [ started leading with my
left.

I realized after a while that I could play

either way, from my right or left side. My
mom actually told me that when [ was
young I would eat dinner with my left hand
and she would go, [slap] “Don’t do that.”
As a kid I didn"t understand, because it felt
natural for me to eat with either hand. But
that slap on the wrist never changed any-
thing! T guess I'm naturally ambidextrous.
WEFM: But when you switched from right-
hand to left-hand lead, did you give up on
the right side?
CB: No, not at all. What's happening is,
now [ have two China cymbals on my right
side. They are piggybacked and set up so [
can ride on them with my right hand, play-
ing the kind of things you'd hear Billy
Cobham play—the upbeat 8ths. So I've
used that a lot and it feels just as comfort-
able.

But the thing is, it’s so much easier to
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play my kit leading with the left hand, just
in terms of how the kit is set up. I don"t
have to cross over like | would if 1 rode
with my right.

WFM: And you sing background vocals
while you play. I would think that leading
with your left would allow you to play with
a more open stance, which probably helps
with your singing.

ight. When you're crossed up—lead-
ing with your right—it's harder to sing.
You have that mic' in front of you, your
sticks are crossed underneath, and your
body is turned a little bit. That's uncom-
fortable. It's so much casier when you play
open-handed,

WFM: Another Carter Beauford trade-
mark—and one that a lot of drummers are
talking about—is your rhythmic concepts
for the hi-hat. Most drummers will play a
repeated figure within a tune, but you vary
up the hi-hat rhythms—it's kind of free-
form in a way.

CB: I really cs take credit for that
because that whole hi-hat thing came from
Tony Williams. Tony is not a timekeeper;
he plays melodically, theme and variation.
He took the whole timekeeper thing and

threw it out the window. Drummers are
musicians wo. We are not just imekeepers.
So, with that in mind, I feel I can lay down
the groove and still be creative with what
I'm playing on the hi-hat, or drop little
into a pattern. [ love playing

splash hits
that stuff,

I've been inspired by people like Steve
Gadd and Stewart Copeland. Those 3
have done some very creative things with
the hi-hat. Dennis Chambers has done
some amazing things too, so the informa-
tion is out there.

WFEM: Yeah, but you go way left with it.
CB: Well, I've always played like that, I
guess, varying up the hi-hat and really
playing off the beat. A lot of people call
that beat displacement, but I call it playing
around the groove, but at the same time
keeping the groove happening. [ just think
it's another way of expressing vourself on
your instrument instead of only keeping
that 2 and 4 happening.

I find the beat displacement thing fasci-
nating to play with. I feel as though it's a
part of the magic of music. There are no set
rules with m You t a 4/4 groove
and you can just play anything you want
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nside of that 4/4, as long as when you
ome back to that 1 you're on the 1.
sides, the displacement stuff and the hi-
at stuff is just so much fun!
WFM: You mentioned Stewart Copeland.
When crviewed him years ago he said
that he'd always played that way—in his
style and with that way he had of playing
the hi-hat. He said he kept getting fired
from bands because nobody wanted to hear
that stuff. Then he formed the Polic
CB: Yeah, I've been fired a lot, too.
[laughs] It's happened a few times! I'm
zlad you said that. Some bands I worked
with wanted a timckeeper, but to me that's
ust boring. I'd do it if they were willing to
pay some bucks, but that's the only way I'd
play a disco tune all night. I don’t want to
lo that.

I like excitement when it comes to
music. And that goes for ballads, too.
There are ballads that, if the feel is righ,
ake off and go places. I love playing bal-
ads. It's a challenge to me. But a disco
une? Nah! And I've been fired from a cou-
le of disco bands. “Carter, you're not
ceeping the time. This is Donna Summers'
Heaven Knows.” You've got to play it like

the record.” But I wanted to add so many
different things because I was hearing so
many different things. I felt as though it
would make the music say something. But
they didn’t want to hear that so they got rid
of me.

WFM: Another fairly unique thing about
your playing is the choices you make when
playing fills—they're hardly ever standard-
type fills. Take, for instance, the fill on
“What Would You Say,” the one with the
odd-placed splash hits. It's just a little bit
out.

CB: A lot of the stff that I do I don’t real-
Iy think about. Nothing is planned. When
I'm on stage or in the studio I play what
I'm feeling. T'll play off of what the sax
player is doing or what the bass player is
doing. It"s all about the moment and the
interaction between the musicians, the
audience, whatever.

WFM: So you don't play that break in
“What Would You Say” the same way
every time?

CB: You know, there have been a couple
of times when I felt the urge to do that,
because maybe the audience wants to hear
it—like it's a signature thing, But no, 1
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Matthews On
Beauford:
So Much To Say

“T"d like to say that Carter is the most natural musi-
cian I've ever met,” insists Dave Matthews, the
namesake and frontman of one of today’s most pop-
ular bands. “But that would belittle all of the work
he's put into becoming the great player that he is.
Let's say that [Beauford's musical abilities] are a
combination of talent and a devotion to his craft.”

After six years of playing with Beauford, Dave
Matthews is in a unique position 1o know some-
thing about Carter's drumming. “He"s like a magnet
for new ideas,” Matthews contends. “I've seen him
incorporate new ideas and licks i 5 playing in a
way that seemed almost effortless, because when he plays, those ideas just flow out so
naturally. But 1 knou- the work he puts in. I've heard him  practice a lick over and over
until he d it He's ly working, g, and always trying
to reinvent himself.”

While the two have been playing together for six years, Dave points out that he'd
actually been a fan of Carter's dating back almost ten years. “I used w0 go see Carter
play in a fusion band in Virginia called Secrets,” Dave says. “He would sail with that
band, and audiences would just be awed by his playing. I can honestly say that I was
overwhelmed. At that point I knew I wanted to be in a band with him."

But what specifically does B d bring to the Mattk band? “He's like a
clock—impeccable lllne. Dave enthuses, “And I know that [ can throw some skeleton
of an idea at him and it will come back with bells and streamers on it. And people don't
talk much about Carter's singing, but he's good. If I could get everyone else in the band
1o sing like him we could be like the Bee Gees.”

Drummers around the globe are excited about Carter Beauford's over-the-top playing
style, but there are a few musician: und who feel that he can be a bit too busy. “1
know musicians who have said that,” Dave snarls, “but to me that's a part of Carter's
sound. To my ear it perfectly complements what we’re doing, And everything he plays
fieels so good. It's his ability to slice up the silence in such an explosive way that makes
us all feel fortunate he's a part of this band.”

LEGEND "SEPARATES" DEALERS
(TOMS/ BASS/ SNARE DRUMS)

William F. Miller

don’t want to do that. [laughs] I'll do
something that is fairly close, sometimes,
but most times
the record. I've done that, that moment was
there, now let that moment rest. If you
want 1o hear it again, listen to the record,
WFM: Even though there’s a lot of
“improvising” going on in your playing, at
the core of it all is just a deep-felt groove.
Your time feel is beautiful.

CB: Thanks, man. [ guess that just comes
from listening to a lot of the George
Clinton stuff. The pocket that brother laid
down was some of the most amazing pock-
et I've ever heard, George Clinton, Sly
Stone, James Brown—those cats laid down
some serious pocket. And pocket has
always been, from day one, a major focus
for me. I that feel is not there the tune says
nothing, it goes nowhere. The only thing [
can recommend for someone to get that
together is to listen to music that feels good

's nowhere near what's on
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and try to get inside what's going on.
WFM: Speaking of the pocket thing, a lot
of people talk about the importance of the
bass player/drummer relationship. And I
hear a similarity in how you play with
Stefan with how Billy Cobham worked
with Rick Laird in the Mahavishnu
Orchestra. In fact, Billy once told me that,
since Laird played very simply, it left room
for Billy to stretch. 1 hear that relationship
the Matthews band.

CB: Very much so. [ agree with what Billy
was saying. Stefan doesn’t overplay at all,
He lays down a serious groove and does it
in a way that doesn’t step on anyone's toes,
As for me, I'm guilty of overplaying, but I
think I'm getting better at picking my
spots. But, you're right, when you've got a
bass player like Stefan, he makes it easy
for me to fly. He's like, “Carter, man, it's
yours, Just take it. Do your thing." And a
lot of times, like a fool, I do, [laughs]
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WEM: When you do lay down a groove,
it's so heavy, and a lot of it seems to come
from the bass drum. You seem to play with
a heavy foot. Does that help the feel?

CB: I think I do play pretty heavy on the
bass drum.

WFM: When you're playing a groove, are
you thinking from the bass drum up?
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CB: Actually, yeah. Bass drum is the first
thing. I mean, that's what I lead off with in
my head. Bass drum is the foundation. I
think it’s gotten to a point for the other
guys in the band where the bass drum is the
foundation too. When we kick off a tune,
boom, that bass drum is like, “Here we are.
Thi the 1.”

WFM: So you have a personal mix in your
head of how your kit should work togeth-
er?

CB: I've never really thought about it that
way, but I guess you could say the bass
d and the snare drum are prominent,
with the snare being maybe slightly less
than the kick. The hi-hat and ghosted snare
notes would be just under that. As for
everything else, I'm not going to say that it
doesn't matter, but everything else can be
at whatever level, whatever volume.
WFM: Since you want to hear the bass
drum up front, what do you do to get that
kind of power from it?

CB: One thing that I try to do, like T men-
tioned earlier, is not lay the beater into the
head. T think that dampens the tone of the
drum. It's like taking a drumstick and hit-
ting one of the toms and leaving the stick
on the head. It's not going to resonate as
much. Give the bass drum head a quick
slap and then get the beater off the head.
WFM: Does the height of your seat help
you Lo get power on the bass drum?

CB: One of the reasons that I sit up so high
is because I have a big butt. [laughs]
Actually, I don’t sit that high at all, I try to
sit with my thighs just above parallel to the

floor. I don't want any tension on my knees|
or on the rest of my joints, and I find sitting]
at that height the most comfortable. I try to)
focus on keeping my legs very relaxed.
WFM: What about when playing the dou-
ble pedal? You have some fun ideas for
double pedal work, like on the wne “Two
Step” from Crash. And I was surprised at
how much double pedal you play live. You
stick it in all over the place.

CB: 1 like to use it, but I don’t practice my
double pedal stuff like I used to. I actually
started playing double bass when [ was
about nine or ten, after my dad took me to
see Louie Bellson play. I thought it was
cool. Years later, I found Tony Williams
and then just focused on the single kick,
which really helped. I focused on my lefi-
foot hi-hat stuff too,

WFM: When you decided to bring the
double pedal back, how did you build up
your chops?

CB: A few years back I was inspired by
the way Dennis Chambers would play his
left foot on both the hi-hat and left bass
pedal. I started messing with that idea, and
it grew from there.

WFM: Most drummers lead with their
right hands, and when they start playing
double bass they lead with their left foot
because it moves over from the hi-hat.
Since you lead with your left hand, which
foot do you feel more comfortable leading
with?

CB: To be honest, it depends on the pat-
tern. A lot of times it depends on how I'm
feeling at a particular moment. I play most
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patterns starting with my left, though.
WFM: How tight are your pedals ten-
sioned?

CB: Fairly loose, actually. I've been told
by most drummers who sit down at my kit
that they're really loose. Again, I don’t

want too much tension in my legs.
WFM: I'd like to hear your thoughts on

practice. When you're not on the road with
the band, do you work on things?

CB: Oh yeah. We were off for a few
months earlier this year, for the first time in
a long time, and [ was practicing at least
four times a week. And it was hard to find
that time because I was working on a solo
project. But I feel it's important to keep
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developing.

WFM: What is this solo project you're
working on?

CB: It's something that I've been thinking
and 1 finally got some
equipment that will help me put it together,
I bought a computer and some software s¢
I can write music. All you have to do is
play your little dummy keyboard thing and
the computer will print out the music on
the screen and you can dub stuff on top of
it.

about for year:

I've been writing melodies and bas:
lines and putting songs together. I've beer
working on it for the past three and a
although T won’t be able to finish
it until the Matthews band finishes thi
tour, which may be a while.

WFM: Will this solo record be a morc
fusion-oriented project?

CB: Oh, yeah. I need to get the fusion bug
out of my system. I've got some playing
want to do. Once I get it out of my systen
I'll move on to some other things I have it
mind

WFM: I hope when you say “get it out o
your system” it doesn’t mean that, whei
you come back to the next Matthews band
record, you'll be cutting back on the drum
ming. There's nothing better than having |
multi-platinum record with double peda
and big fills on it.

CB: [laughs] Hell no! Don’t worry, th
playing will be there. That's who [ am.
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Garter Beauford: “Satellite”

Transeribed by Paul R. Thompson

This month's Rock Charis features our cover artist, Carter Beauford,
from the Dave Matthews Band. “Satellite” is from the band's Under The
Table And Dreaming disk, and has a few classic Carter characteristics.
You'll notice Beauford's unique way of playing the hi-hat; he never plays
a simple repeating pattern. Carter also plays a few off-beat fills here and
there that are fun to listen to (and that really spice up the track). And
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~ Played by dnum specialists Carl Allen (independent), Denny
- Fongheiser (LA studio), Joey Heredia (independent), Tris Imboden
(Chicago) and George Stallings (Travis Tritt).
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