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Whether you're providing the 5.1-channel mix for live
baseball or posting final audio for a prime-time series,
Dolby* E is the best way to deliver surround sound for your
HDTV program

With eight channels of pristine audio carried in the space of
one AES pair, Dolby E gives you full surround sound on any
digital medium—including videotapes, servers, and satellite
or fiber links. You can also import Dolby E into Digidesign®
Pro Tools®, synchronize it with video, and store it with your
session. And, with the metadata carried in the Dolby E
stream, your mix will sound the same in tke viewer's living
room as it did when you created it.

Join the hundreds of postproduction and broadcast facilities
that already know how well Dolby E delivers.
It’s the right call tc make.

www.dolby.com/tvaudio @
[J[]boLBY
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Never stop practicing,
Never stop traveling.
Never blow off a sound _
check. And never trust 1 »
. s .
the house mics. N/ 7 “'
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— Blue Merle's m’lsic is hard to define. But their touring schedule isn't,
it's constant. So when it comes to mics, they rely on the clarity and durability of the DI880"
Use it as a hardwired mic or pop in the TM 40 module and go wireless. No other stage mic
offers such versatility for such a reasonable price. Hardwired or wireless, vocal or instrument
never compromise on quality. T
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Visit www.akg.com/us to find your nearest AKG distributor or dealer.

Catch the band on tour: www.bluemerle.com ¢  « .
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Revolutionary

Introducing the LSR4300 Series Studio Monitors,
revolutionary technology designed for your workspace
with computer recording in mind. The next-generation
automated version of JBL's RMC Room Mode Correction
technology and built-in analyzer, automatically calibrate
each speaker to ensure accurate response at the mix
position, in any work environment. The 4300 series is the
first studio monitor that incorporates the Harman HiQnet™
network protocol, enabling system-wide intelligence and
synchronized control of all speakers in the system from
the mix position. Control system level, individual speaker
solo, input source selection, high and low frequency EQ
seftings, and adjustment of all parameters from the
speaker's front panel, infrared remote control or your
desktop with the 4300 Control Center Software. With
automatic room compensation, centralized system
control, and high-resolution digital inputs, the LSR4300
Series is the most elegant advancement of technology on
behalf of better mixes ever offered in a studio monitor.

LSR

www.blpro.com

Stunning sound and revolutionary intelligence
to analyze and correct the problems in any room.

I E e
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EATS COMPLEX ALGORITHMS
FOR BREAKFAST.

Eventide's signature 5.1 reverbs and effecs require sheer processing power for dense reverbs and complex algorithms — the kind
that can crush mortal effects processors. If you're ready to push the boundaries of creativity, meet the new super-heavyweight
effects champion: the 8-channel, 24-bit/96kHz Eventide® H8000 UItra-Harmonizer.®

Built on a foundation of nearly fifteen hundred preset-algorithms, it encapsusates the last 30 years of sound processing.
And with over eighty new 5.1 presets, this baby's ready to take the future head~on with headroom to spare. If, for example,
a complex algorithm gets a little too big for its britches, Monolithic Tandem™ runs it on two DSP chips. With that kind of
parallel processing power, your creativity is unrestrained.

Despite all that brain and brawn, the H8000 is remarkably friendly and easy-to-use, optimized for flexibility and control. Virtual
racks have been crafted, which give you up to five effects processors in one preset-algorithm. Search engine functionality helps
you sort presets for easy retrieval.

So crank up an Eventide H8000 Ultra-Harmonizer and feast your ears on the most amazing effects you've never imagined.
» 24-bit AES/EBU, ADAT and stereo S/PDIF digital I/O

» MIDI, BPM and Tap Tempo synchrenicity
» Up to 96kHz sampling frequency

= ®
» Supported by VSIG,™ Eventide's PC graphic editor/development tool Eventlde
» Pristine analog with XLR and 1/4" TRS inputs; s/n >110dB

For more information call (201) 641-1200, email audio@eventide.com or visit www.eventide.com

Eventide and Harmonizer are registered trademarks; Monolithic Tandem, and VSIG are trademarks of Eventide Inc. 2004 Eventide Inc.
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inside the box

From the maker of the world’s first digital audio product, and whose legendary reverbs are found in
the world’s best studios, comes the world’s first stand-alone reverb that's also a hardware plug-in:
the MX200 Dual Reverb/Effects Processor.

All the control and automation you want from a software plug-in, with the uncompromising quality you
expect in a dedicated hardware box from Lexicon®.

Make the connection, and start thinking inside the box.

exicon

A Harman International Company
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When Usher and his team set about designing their new studio last year,
the one thing they knew from the start was that their console would be
the new Digital X Bus from Mackie.

Bhbssssbasan

FIFEFEIITT 1IN \

“We're all about perfection. We won't accept second-best anything,”

says Usher.”The Digital X Bus is the newest addition to the collection of Voud -
Mackie gear we've been relying on for many years.” - “‘.

. . e =T33 8
With dual 15" touch screens, an upgradeable 192kHz mix engine, S ;I

built-in VST plug-in support, FireWire streaming, and 72 channels of dossabssssas  sea

I/0—as well as control capabilities for alt major audio software— \ 1 TRLRLE S
1111

the Digital X Bus gives Usher everything he needs, now and in the ”””””” ’ 1 o

future. Visit www.mackie.com/digitalxbus to learn more.

DIGITAL X BUS: DUAL TOUCH SCREENS, VST PLUG-INS, FIREWIRE STREAMING AND MORE.

—

@ www.mackie.com T 425 487 4333 (Outside U.S.) = 800 898 321! (Toll free within U.S.) MMK. E‘”
[ )
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In this fourth annual special May issue, we tackle the question “Where's the
Money?” From studios to freelance engineers to the SR world to con-
sumers, money is there to be had. Coverage begins on page 31.

33 Where’s the Money?

Mix senior editor Blair Jackson tums the spotlight on videogames, ringtones,
podcasts, music libraries—and, of course, music.

40 Studio Survival

There may be fewer five-room/lockout facilities than a decade ago, but rooms
are still being built and studio owners are finding new ways to bring in talent.

46 Where Does the Music Go?

CD sales aren't going to rise again, so the name of the game today is
mobile apps, music-on-the-go, portability.

48 The Versatile Engineer
It's not easy being a freelance engineer these days, with seemingly less work,
shorter hours and minuscule budgets. But there's also opportunity to go out
and discover talent, or search the Internet for mix gigs.

52 Credit Where Credit’s Due

In the age of downloads, it's more important than ever to make sure the right
name is attached to the right project.

54 Live Sound Assets

Live sound companies, faced with fewer ticket sales and shortened seasons,
are stepping into new markets without losing sight of their core constituency.

58 Tools of Engagement
We live in an industry where people will gladly spend $5k on a 1940s
mic but balk at a $249 price tag on an all-in-one effects plug. How do
manufacturers survive in our hybrid world?

PAGE 62

62 Gina Fant-Saez and eSession.com
This engineer/mixer/studio owner is poised to launch eSession.com, an
online network of top musicians and engineers.

70 Session Musicians on Demand
74 All Media, All the Time

76 José “Chilitos” Valenzuela-A Bit of Everything

160 Job Opportunities/Help Wanted
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EXTRAORDINARY MICROPHONE

UNPRECEDENTED PRICE

While many microphones add a ‘certain some-
thing’ to the sound, DPA microphones are world
renowned for capturing the performance - and
the performance only - with breathtaking sonic
accuracy.

The new 4090 exhibits an open natural sound,
with an imperceptible noise floor and an impres-
sive 134 dB of SPL handling capability, making
it a perfect choice for a wide variety of both live
and recording applications. From acoustic guitar
to drum overheads, acoustic piano to full sym-
phony, this mic excels.

Find out more about the 4090 at
www.dpamicrophones.com.

Also available: the acoustically identical 4091 with
an additional 10 dB of SPL. handling.

DPA 4090

The microphones for sound
engineers with uncompromising

demands for musical accuracy.

N
I A’/ll\\‘
MICROPHONES

DPA Wicropho

Ph.: 303 485 1025, Email mfo» 2dparnicrophone:

www.dpamicrophones.com
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SWEETWATER Y
THE BEST OF .
st

Sweetwater
today and
enjoy the best
of everything
and everything
at its best!

E\?&i'ything
at its Best

Our Sales Engineers maintain the highest standards of product knowledge
empowering you to make wise and ultimately money-saving choices.

Our warehouse is literally bursting at the seams with every imaginable brand
from Ableton to Zoom. Everyone from hobbyist to platinum-selling producer can
find exactly what they need at Sweetwater.

We work overtime to provide the tastest shipping turnaround in the business
— and we even went one better: We created the best FREE shipping dea!
available anywhere.

We want YOU to be happy long after you've gotten your gear — so we
maintain world-class service and tech support — to equal the best of
everything available at Sweetwater.

TO FIND OUT MORE, CALL SWEETWATER TODAY

1-800-222-4700

www.sweetwater.com




FROM THE EDITOR

M-O-N-E-Y

he past year, there's been a lot of talk about the closing of several major facilities

in Los Angeles and New York. It usually goes with the lament about ever-shrink-
ing record budgets, the lack of quality acts and the move toward personal, producer-
and artist-owned home-based studios. Some claim it's a sign the revolution is in full
motion and the days of big studios are over; others see it as confirmation that the
five-year slide in record sales had finally trickled down to the production community.
We don't feel either explanation is correct.

Certainly, large multi-room facilities are having a tough time booking acts for ex-
tended periods, but at the same time, The Village, Record Plant, Ocean Way, Hit Fac-
tory Criteria, Right Track/SOS, Avatar and others report solid bookings. And for every
facility that closes, new ones pop up, albeit not on the scale of the build-outs during
the ‘80 s and '90s.

The entire recording industry is in transition, in terms of facilities, workflows, distri-
bution, design, mastering and countless other ways. Traditional methods of creating
projects are being challenged, and pros are finding new ways of working with these
new types of projects. Around the Mix offices, we often say there’s more audio out
there in the world than ever. You just have to know where to find it.

Each year, we editors pause for a moment to tap into the pro audio zeitgeist, with
our annual “theme” issue. On the heels of Napster (as the mainstream press predicted
doom), we presented ”“What Can Save the Music Industry?” in 2003. Twelve months
later, we tackled "The New Means of Production,” followed by last year's “Who Cares
About Quality?” This year, with the bona fide establishment of videogames, ring-
tones, cell phones, iPods and numerous other mobile devices as new distribution
destinations, we ask the all-encompassing question: “Where’s the Money?”

The savvy engineer, Kevin Becka tells us, is a versatile engineer, one with talent
for recording and, increasingly, one who goes out and finds the talent. Studios that
survive are those that, depending on their market, either fill a specialized niche or
diversify into a variety of services. Meanwhile, manufacturers must look for economies
of scale as the industry is cemented in a hybrid hardware/software world. Live sound
offers countless opportunities, though Keith Clark cautions that you never give up
your core constituency. We also offer up success stories from the online world, the
distribution channels and the traditional studio. But start it all off with Blair Jackson’s
excellent essay on just where you might find audio (meaning money) today.

Keep reading, and write and let us know where you make your money.

len GD K

Tom Kenny S/
Editor

Note: We'd like to introduce Bud Scoppa, our new L.A. editor, whom many of you
might already know from his musings in Rolling Stone, Paste, Hits Online and count-
less other places. Turn to page 130 and you'll find out quickly why we're excited to
have him covering that monster market we call Los Angeles.

MIX MAGAZINE IS AFFILIATED WITH -‘pAn-‘
—WWWwWn—
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Music production doesn’t have to be a series of compromises. Technology has advanced the art
of recording significantly, but some production tools still limit you with outdated audio quality and
non-intuitive workflow. Sure, you can get the job done, but is it fast, is it enjoyable, and what’s the quality
of your finished product?

SONAR 5 presents an inspiring creative environment without sacrificing editing precision or audio mix
fidelity. In fact SONAR 5’s 64-bit double precision engine offers unmatched headroom without the
summing bus limitations found in 32-bit or 48-bit DAWS.

Bring your studio tools into the 21st century with SONAR 5, available at fine music retailers worldwide.
For more information visit www.cakewalk.com/SONAR.

VST 2.4 support included in 6.2 update for registered SONAR 5 customers. Free download avallable at www.cakewalk.com.

cakewalk




Don't just hum along!

Eliminate hum in the real world

Insist on products with InGenius balanced inputs
Look for the & logo

In{aenius

Balanced Line Receiver ICs

www.thatcorp.com/mix2.html e-mail: mix2@thatcorp.com

Here’s something new to get siele

AMPED

about.

Intreducing our new PS8R, a biamplified,
stand alone, nearfield monitor that’s sure to
turn the audio industry on its ear. Quincy
Jones, Sting, Santana and Neil Young have
already discovered how our patent pending
ribbon technology delivers unequalled
clarity and definition. Hear what they hear.
The pure sound of SLS.

www.slsloudspeakers.com

SUPERIOR

R IR TONINS Svatinsg

AUDIO CLARITY REDEFINED
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Why pay less?

I’m amazed at the recent price drop of
entry level condenser microphones.

Is the $1.99 microphone coming?

Are they any good? Well the short answer is yes!

Today, there are many cheap guitars, drums and keys
for sale. These novice instruments serve a purpose by
allowing kids and those who want to begin to
experience music, to do so at a relatively low cost.

If they don’t continue playing, they haven’t lost a

lot of money. The cheap microphone does the same
thing for recording.

The NT1-A was not designed for this purpose!

The NT1-A is studio quality microphone
designed for people who are serious about
their music. This is a creative tool that
can be relied upon to capture your art. Vida

Thousands of serious musicians and
engineers have invested in this
microphone, thus making it an
industry standard.

While the NT1-A isn’t the
lowest cost microphone
available, it’s worth every
penny and continues to win
prestigious awards for quality
and performance.

Please listen to the NT1-A

before you buy any microphone,
g and you too will hear why you
v should invest just a little more
for the real thing.

Electronic Musician
2 u 04 Peter Freedman
EI]"[]RS President - Rode Microphones
BHU'BE Proudly designed and manufactured in Australia
aEEERs .
\ananal www.rodemic.com
AEEREAER
Intermauanaal Technical Suphork T: (02) 9648 5855, E: craig@rodemic.com
R@DE Microphones, 107 Carnarvon Street For information and technical support ®
SILVERWATER, NSW 2128 Australia questions in the Unites States and
Ph: 61 2 9648 5855 Fax: 61 2 9648 2455 Puerto Rico, contact:
USA RODE LLC usasupport@rodemic.com, or
P.O. Box 3279 Torrance CA 90510-3279 call: 877 328 7456 (toll free), or MICROPHONES

Ph: 877 328 7456 (Toll Free within the U.S.)

9
Ph: 310 328 7456 Fax: 310 328 7180 PPRET



Letters to Mix

OPERATING SYSTEMS GO VROOM
| wanted to comment on “The NASCAR Stu-
dio” ["From the Editor,” March 2006]. | mean
no disrespect to editorial director George Pe-
tersen or to imply that his vision of a dedicated
audio processor is uncommon or unreasonable,
but | would say it is unrealistic. | often miss the
simplicity of a dedicated machine, but the idea
of a software-based studio functioning without
Internet and word processing has been available
since the early days of hard disk recording.

| also argue with characterizing operating
systems as “bloat-ware.” In the past, the Mac
0S suffered from this problem while still tethered
to OS 9, but once you move to OS X alone, the
system is incredibly smooth and stable. Windows
will benefit once Microsoft releases its streamlined
“Longhorn.” 1 would say the OS is more like the
pit crew than the vehicle. You need the Internet
to update and authorize software, get support
access and buy microphones in the middle of the
night. You need to synchronize dozens of files,
calendars and messages to keep up with clients.

The new operating systems are complex
and are not really designed to be modified in
the way that earlier releases were. But like any
well-calibrated machine, they run better if you
don't start removing parts unless you really
know what you're doing. Most of the resource-
stealing options mentioned in your editorial can
be turned off in the System Preferences. Print
drivers and languages are small files and only
impact the system if you activate them. Even my
ancient, slow CPUs run unbelievably well as OS
X-only machines. While | sometimes romanti-
cize the days of my faithful tape machines, | also
remember the cleaning, maintenance and splic-
ing. Every recording mechanism is high mainte-
nance. Yes, updating all the time is a hassle, but
the stability of the media and the flexibility for
editing and mixing are well worth it.

Todd Zimmerman

Studio 139
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Dear Todd,

You bring up some excellent points. It's easy
to romanticize about the “good old days” of
analog tape—especially if you overlook the has-
sles of tape machine alignment and the inability
to create true safety copies of sessions—and
I wasn’t suggesting we somehow go back to
pure retro.

However, in the back of my mind, some-
thing just feels wrong when an OS install
needs 13 languages, and Genie effects and
cutesy animations seems to be part of the
deal—even if most of these can be disabled.
At the same time, | don't feel that the concept
of a dedicated audio machine is unrealistic.
In my studio, | have a very stable CPU that
has never been on the Internet and does not
have any non-audio/music applications. There
are two other CPUs in the control room with
Internet access and can download updates
and software authorizations for transfer to the
other audio machines; in fact, iLok makes the
process very easy.

The studio depends on that audio machine,
and the less extraneous stuff on there, the bet-
ter. In the old days, a 24-track digital machine
would set you back $125,000 or more, so in
comparison, an investment in a second, clean
CPU is pretty small indeed. —George Petersen

CAREER ADVICE FROM ST.CROIX

| wanted to say thanks very much for Stephen
St.Croix's article “Life, Love and the Pursuit of
More of It [“The Fast Lane,” February 2006].
! work in the recording industry—selling, in-
structing and supporting all the new software/
hardware stuff.

There was a point in my life where | was so
obsessively excited about the technology, the
possibilities and power of the music that | could
create with this, that I've made it my living so |
could always be a part of it and contribute some-
thing to it. Lately, though, things have changed
and for many reasons, including the “ugly”
side of the industry (illegal downloading/piracy,
the demise of innovative radio—! could go on),
| started to ask myself why | was bothering to
stay in an industry that | was no longer excited
about—losing my religion, so to speak. The ar-
ticle gave my head a good shake and made me
realize that if | dont like what something | have
always cherished is turning into, then bitching
about it or straight-up quitting the game isn't
helping anyone, least of all myself.

Thanks for helping me realize that | really
am rather fortunate to have the career | have.

SherwoodMusic@gmail.com

IT DOESN'T HAVE TO BE SO LOUD

| finally got around to reading last month’s
Mix, and saw your letter, “Is Anybody Listen-
ing?” [“Feedback”] Kudos! A nice, concise
and well-thought-out piece of writing. I've
been walking around for at least two years
trying to tell people that record sales are
down not because of Internet piracy or file
sharing, but because most of today’s records
sound like shit.

It is, however, extremely difficult—if not
impossible—to fly in the face of the current
accepted “wisdom” of how to make a final
mix sound. And | believe that it starts even
before the song is placed with an artist. | first
ran up against this in 1998 when | had mixed
several demos that were in contention for a
major artist's next album. When the producer
returned from his first meeting at Sony, he
told me that they had played a bunch of
CDs in the VP's office, and that when our CD
came on, it was significantly lower (read: not
as good) than as everyone else’s, and that
the Sony executive actually had to resort to
adjusting the dreaded volume knob while lis-
tening to our demos. He was mortified. | had
to reprint the mixes through a Finalizer. Nice
and loud. No dynamic range. Perfect. Songs
accepted.

And months later, the final mixes were
judged against that demo. (Well, that was
the one they loved, right?) How could the
final sound not as good (read: lower) than the
demo? Jeez.

That's why | still have [Pink Floyd's] Dark
Side of the Moon in my car stereo so that while
I'm driving home from yet another generally
futile attempt to create something that will
make you want to listen to it more than once,
I can be reminded of why | wanted to do this
for a living in the first place. Thanks for letting
me know that | am in good company!

Anonymous

GOT MONEY?

As always, Mix loves to hear from our readers
about what they liked—and didn’t like—about
our articles. In this issue, we focus on finding
the main revenue streams that are keeping the
music business alive. Perhaps you know where
the money is. Let us know by sending your
thoughts to mixeditorial@prismb2b.com.

Send Feedback to Mix
mixeditorial@primediabusiness.com
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RECORDING STUDIOS BEEF UP OFFERINGS

MANHATTAN
CENTER STUDIOS

In this issue, where Mix posits “Where’s the money?” many solutions—creative
and otherwise—are offered in numerous aspects of our pro audio community.
Here, we find that studios—both large and small—are upgrading old rooms,
consolidating services or even building new facilities to entice a larger client
base. How else are facilities finding new ways to “boost their bottom line"?
Find out in “Studio Survival” on page 40. For a snapshot of a few facilities

increasing their cash flow, read on.

ELEPHANT SYMPHONY STUDIOS

After opening just two short —
years ago, owner Chet Thompson
and studio manager Donny Baker
have moved Elephant Symphony
Studios (www.elephantsymphony
.com) from North Hollywood
to Burbank, Calif. The newly
expanded facility features three
post-production  suites, two
voice-over booths, a drum room,
a lounge area and a bigger space
for the control and live rooms.
The studio’s A room is
centered around a Pro Tools

New York City-based Manhattan Center
Studios (www.mcp-studios.com) offers two
newly upgraded state-of-the-art television
studios, recording studios, video post-
production editing suites and two live spaces:
the Hammerstein Ballroom and the Grand
Ballroom. All rooms are interconnected.

In other news, Daphne Walter has joined
MCS in the newly created position of director
of video production and operations, requiring

HD 3 Accel and Control|24
(192 1/0 and SYNC 1/0), as well
as an extensive mic closet and
plug-in arsenal. Monitoring is via

VANT LX5s for surrounds. Studio

her to be responsible for the TV studios’
day-to-day operations. Walter was at Sony
Music Studios for nine years and has held
senior management positions at Kingworld
Productions and Lifetime Studios.

B offers Pro Tools LE via Digi 002. In keeping with their “jungle theme” from the previous location, Baker
and his crew used different varieties of wood for baffling and décor. They also concentrated on glass
installation to make the live and control rooms open and airy.

In the past year, Elephant Symphony has worked with such clients as Tony Toni Toné, Chicago
rapper Juice (featured in 8 Mile), the Santa Clarita Valley Symphony, Mitch Marine (drummer for Dwight
Yoakam), bass player Cat Daddy of Parliament and up-and-coming hip hop artist Louis Garcia.

STEPHEN ARNOLD MUSIC

With views of the Sangre de Christo Mountains on one side and Jemez a Sound Construction
Mountains on the other, Stephen Arnold Music's (www.stephenarnoldmusic  custom desk.
.com) new Santa Fe, N.M., facility features a 500-square-foot control room Stephen  Arnold
designed to mimic the company’s Dallas locale. Additionally, the new facility ~ Music head engineer
features four bedrooms and baths for the overnight client. Paul West and creative
“We wanted to be able to take whatever we did at our Dallas studio,  director Chad Cook
save the mix and then complete the project in Santa Fe, and vice versa,”  both plan to spend about 25 percent of their time at the new location
said Arnold. The new site has a 48-track RADAR V direct-to-disk recording  and the remainder at the company’s Dallas headquarters. Arnold will do the
system, complemented with a Yamaha DM2000 digital mixing console and  majority of his composing in Santa Fe.
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ALAN PARSONS REGALES WEBSTER U

Engineer/producer/
artist Alan Parsons
stopped by Webster
University as part of
the school's AES guest
speaker/clinician
list. Parsons began
his visit by speaking
to a packed Winnie
Moore Auditorium
on the school’s main
campus, entertaining
the audience with
tales about his start
in the recording
industry. The wisit
then opened up to a
Q8A session, where
Parsons fielded a wide
range of questions on
such topics as the lack of noise on Dark Side of the
Moon (attributed to the Kepex expanders), the use
of synthesizers (no, that's not a hi-hat in On the
Run) and his role in The Alan Parsons Project.
According to Garry Gottlieb, assistant
professor of audio production at the school,

TEC UPDATE
MIX LA, OPEN

The 11th Annual Mix L.A. Open—Monday,
June 12, 2006, at the Malibu Country Club—is
being strongly supported by the audio industry.
Confirmed sponsors at press time include
Absolute Music, Acme Audio, Audio-Technica,
CE Pickup/IAC, Harmar Pro/

JBL Professional, The

Pass Studios, Record

Plant, Shure, Warner

Bros. Studios and

Yamaha Corporation

of  America. A

limited number of

playing spots and

sponsorships are available.

Call Karen Dunn at 925/939-6149 or wvisit
http://mixfoundation.org for information.
Mix Foundation events benefit hearing
conservation and audio education programs,
including House Ear Institute’s Sound Partners
program and Sound Art.

l su

From left: Webster U foculty odvisor/ossistont professor Gary Gottlieb, AES
president Nikisho Bailey, Alon Parsons ond past AES VP Mott Allen

he was most impressed by the manner Parsons
used to evade the seemingly inevitable question
regarging the Pink Floyd album and The Wizard
of Oz, which Parsons later answered, “It wasn't
a soundtrack for The Wizard of 0z; it was a
soundtrack for Chitty-Chitty-Bang-Bang.”

Who  Alexander *Thorny” Yuill-
Thornton II, Meyer Sound
Main responsibilities: assist in
developing long-term directions
for the use of digital technology
in Meyer Sound products.
Previous Lives:

® 1986-present, Solstice Company owner

*® 1980-1986, Meyer Sound mechanical designer
® 1973-1980, McCune Sound (San Francisco)
audio and video systems operation, maintenance
and development

* 1969-1973, University of California, Berkeley,
Tetevision Office technician

® 1965-1969, U.S. Coast Guard technician

® 1964-1965, McCune Sound bench tech, smail
event setup and operation

My favorite sound reinforcement experience
was...] enjoy it most when I resolve a
particularly difficult design or optimization
by pushing the envelope in some way and
expanding the possibilities.

The last great book I read was...Larry Niven's
Ringworld's Children.

Currently in my CD changer: Talking Timbuktu
by Ry Cooder and Ali Farka Toure.

When I'm not in the office, you can find
me...in my other office at Solstice Company.

AVATAR STUDIOS: “ANALOG 1S BACK!”

Avatar Studios
(New York City)
boasted as many
as six Studer A800
machines  running
simultaneously on
different sessions on
the same day, as well
as multiple %-inch
analog sessions. V2
band Icarus Line
is mixing from 48-
track/2-inch to %-
inch analog using
the studio’s Studer
A300s and A820,
as well as a Y-inch
B67 machine for

slap effect. Other bands in tracking to tape include The Cringe (who also incorporated an
Echeplex for analog reverb), Ryan Adams and Satori Shiraishi.
“The new tape companies can't get on track fast enough!” exclaims Kirk Imamura, president

of Avatar Studios.

www.mixonline.com o May 2006. MIX 17



CURRENT

amazen 20 n.g‘ Wob ‘ e %
=

7 e oG Goldfrapp

Bavement lmcx Gt ve OV .

Autio s Sa

—oe B wihaut jow (W0 Blanco EI

3 per  Tusr or B e dorwsd Edit
T M s ol -

Lese Hesrbent

Sash Ewore we ke

az
1 Lucss Prace 2 S S
12 "0 Gze You
13 ClovelandLounge  Drowesny (AKX 1380 Rem.oxt
12 Rrwse
15 Wi i, Dore G Py
® » 2a the Rusk Comes Titte: Rude 3 Ve Horse 1
10 gt Girly oot s Release date: 2006-03-07
19 H-Tae Sy ooy ooy Specisl festures: CD-smge Import
Labet: Bute UK indie
13 Bpork 1 o A7 (e camor ASI: BOCOESL3CO
70 Swrt Rawdrops (Radio Eavti Album Tracks:
21 Golrapp OcklLala 1 nde s white horse (album version)
22 GWM#Oeans  Sowe OF Ser Francisco (Ciubhou 2 Skde in (Dts Remox Edal
v Editorisi;
U Thed smale om Supematuge ofb

EDTITSIE NEWS |

Ride A White Horse

MAKE IT SNAPPY

Snaptune (www.snaptune.com) has released Snaptune One, a new
software product that “downloads” complete songs, talk shows,
interviews and live sessions directly from FM radio to a PC. From a list
of local radio stations, users pick their faves and Snaptune One displays
a list of the songs playing on the radio as it finds them. Users can sort,
play, write, bumn or transfer these songs to an iPod or cther media
player; the software can also podcast directly across a home network
to a user’s laptop.

Snaptune One also works with online music stores to provide a
direct link to purchase albums related to any song it finds. Snaptune
plans to add links for individual song downloads, ringtones and
concert tickets in the future.

Two versions of Snaptune One are available in beta form: a free
version that can write or transfer up to 20 songs and a premium version
for $39.95 that can export an unlimited number of somgs in either
WMA or MP3 format.

RETURN OF THE KING
. GUITARIST, THAT S

Elvis  Presley's  former
guitarist and Rock ‘n’ Roll
Hall of Fame inductee
James Burton returned
to  SugarHill Recording
Studios (Houston) 30 years
later to track guitars for
Louisiana band Honky Tonk
Heroes. Burton recorded
guitars with SugarHill chief
engineer Andy Bradley in
Studios A and B, assisted by
Tyson Sheth. Bandmembers
Larry Parcell (guitar/vocals)
and Kevin Rath (guitar) are
producing the effort.

BOOKSHELF

R B o
James Burton (left) and Andy Bradley, with
members of Honky Tonk Heroes looking on

They do the math so you don't have to. The just-
published fifth edition of Music, Money and Success
(Omnibus Press/Schirmer Trade Books) explains—
with case studies, contracts and formulas—how the
music business pie gets divided. This new edition
contains a detailed breakdown of royalty distnbution
for ringtones, videogames, music downloads and
subscription services, as well as for indie- and
major-label CD sales, and music for theater, commercials, TV and film. Music,
Money and Success was written and updated by two brothers ard former
entertainment attorneys—Jeff Brabec. who is now VP of business affairs for
Chrysalis, and Todd Brabec, VP of ASCAP—and is designed to help individuals
in this business protect their rights and manage their own careers.

Christine Schyvinck has accepted the position of
executive VP of global marketing and sales for Shure
(Niles, IL). Schyvinck replaces Michael McGinn, who
has left the company. Ron Thompson is the new VP
of operations...Audio-Technica (Stow, OH) tapped
| Larry Estrin as strategic technology specialist. In otner
X company news, Greg Pinto is the new VP, marketing...L-
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Richard Butlin Acoustics (Oxnard, CA) promoted Bob Alumbaugh to
the quality assurance and customer service position...

Berklee grad Rick Breen joins Kurzweil Music Systems (Lakewood, WA) as
software engineer...New district sales manager for Northeast U.S. at Aviom
(West Chester, PA) is Dana West...Joining Sonifex’s (Northants, UK) sales
department is Richard Butlin, technical sales engineer...Brian L. Wheat fills
the newly created position of director of marketing at Auralex Acoustics

weee.mixonline.cont

(Indianapolis)...Lectrosonics (Rio Rancho, NM) has opened a Canadian
office in Toronto, with Colin Bernard as director of Canadian operations and
Joe Burtinsky in charge of the new office’s warranty repair facility...New
distribution deals: KRK Systems’ (Chatsworth, CA) products in the UK will
be handled exclusively by Focusrite (Bucks, UK); Group One (Farmingdale,
NY) expands its rep force with Hudson Marketing (Williston Park, NY),
handling Upstate New York and New York Metro area, and Michael Chafee
Associates (Sarasota, FL) for Florida; Warman Marketing’s (Broomfield, CO)
coverage has been expanded to include Arizona and Las Vegas, and the Mac
West Group (Long Beach, CA) will cover Southern California; AXI (Rockland,
MA) named JMS Marketing (Austin) and Pro Media Marketing (Ann Arbor,
MI) to cover the North and south Midwestern territories, respectively; and
SLS Loudspeakers (Ozark, MO) added HIGHWAYmarketing (Dallas) for the
southern Midwest territory.

The Insider's Guitk: to Making
Money in the Music Business

= - = N
Jeftrey Rrabec & Todd Brabrec
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EXTRAS

Go beyond zhe printed page and log on to
www.mixonline.com to get extra photos, text
and sounds on these setect articles:

“Where's: the Money” Special Section

As always, Mix loves to

hear from our readers

about what they liked—

anc didnt like—abour N

our articles. Inthis issue, M‘GM
we fozus on finding the

mam revenue streams

that are keeping the

recarcing dusiness alive.

Perhaps yeu know wher2

the money is. Let us know 2y sending your
thoughts to mxeditorial@prismb2b.com.

“Soundcheck”: Kem

Dig deeper into this
Nashville-born,  Detroit-
basec sirger/songwriter,’
musician/producer.  Mix
travels back in time and
talks with Kem about 1is
tatest effcrt. Album II, for
which he s currently touring.

Gina Fant-Saez: www.eSession.com
There's much more to producer Gina Fant-Saez,
and much more to her startup, eSession.com,
than we cculd fit in print. Read the entire text
of Michael 3arbiero’s imterview, and find out how
you can join the ranks of tnese e-musicians.

”“Field Test”: Pro Tools 7

Sclve the Pro Tools “labyrinth” with these extra
screenshots <o help you navigate through this HD
7 software upgrade.

CURRENT

SPARS SOUNDBITES: MOVEMENT

SPARS
'y

[Editor’s Note: This month, we begin the first of our monthly updates
from the Society of Professional Audio Recording Services (SPARS), an
organization that has been around for 25-plus years, but has operated
solely among the high-end world of recording facilities. With recent
efforts to broaden membership and activities for all members, we
thought it was time to create a presence in Mix, with monthly updates
on business issues that affect all aspects of the recording industry. We
kick it off with a note from the new president, Karen Brinton.]

You may not be familiar with SPARS, or you may recall it as an
organization only representing multi-room facilities, relics of a
previous age. But think again. Today, SPARS is in motion, reaching
out to all who want to be part of an organization that cares about
the industry, from providing services for ailing engineers to fighting
for standards, and everything in between. Let us not forget that
SPARS stands for the Society of Professional Audio Recording
Services.

Last year was a banner year for the organization. Under the
presidency of Andrew Kautz, and with Marcia Vaught-Kautz onboard as executive director, it was a year
of growth and change that was long overdue at the organization. Committees were created, the beard
involvement was extraordinary and the financial picture moved into the black, allowing us to move
forward on some key initiatives. I hold Andrew and Marcia in the highest regard for their dedication and
commitment to SPARS.

Perhaps the most important initiative? SPARS now has medical insurance available to members. In
an age where medical care is costly and sometimes prohibitive to both small businesses and freelancers,
I'm so proud that we're able to offer this. It's a huge step in the strides SPARS is taking to offer members
value-added benefits.

SPARS, in conjunction with the Conservatory of Recording Arts & Sciences, will be holding a
Technology Summit for all SPARS members May 12 to 14, 2006, at the CRAS campus in Tempe, Anz.
Both technical and business/legal issues will be addressed. Our board held a panel there last year for
the students, and all who participated had a great time. We thoroughly enjoy our relationships with our
educational members. Our interaction with the schools and students is both energizing and inspiring.

Our profile has been raised significantly with the support of our friends in the press, and we are in
the process of a complete rebuild of the SPARS Website, sponsored by Microsoft and AMD. The SPARS
Website will be more interactive and a great resource for information for our members. Please check in
regularly at www.spars.com.

This year, with 155 active members, SPARS looks
forward to the future of our ever-evolving industry. The
diversity of our membership helps all of us stay in touch
with what's going on in the various facets of our industry.
We've developed many relationships with strategic

THE SOCIETY OF

PROFESSIONAL partners, and will continue to add to our affinity program
AUDIO RECOROING . . . f
SERVICES to keep our members in touch with services beneficial to

our businesses.

The SPARS community includes audio recording and

mastering facilities, manufacturers, engineers and multimedia specialists—everyone from single-operator

studios to large multi-room facilities. If your business involves music recording, mastering, video, film,

industrial or corporate media, advertising, computers, interactive games, forensic audio, studio design,

manufacturing, Internet audio, education or any allied industry, your colleagues are members of SPARS.
SPARS’ work is carried on by sister organizations in England, Japan and Canada.

We look forward to our association with Mix and our forum for discussing business and technical

issues with all segments of the recording and live sound industries. After all, it's all about the audio!

Karen Brinton is owner of Remote Recording and president of SPARS. For more information an SPARS, please
visit www.spars.com or call 800/771-7727.
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THE FAST LANE |

BY STEPHEN ST.CROIX

The Classics, Part 3

The Art of Noise

(Stepben St.Croix will be back with anotber original “The
Fast Lane” next month. This timeless column first appeared
in June 1992—FEds.]

artistry that is evident in the recording techniques of

the early masters. As technology advances, we tend
to let our base reference line shift; that is, we get a litde
spoiled. For example, no matter how good the engineers
of the distant and even recent past were, they could never
produce masters as quiet or clean as we can today with
Dolby SR or the best digital machines.

But back to (see, I already forgot) the skill required to
capture the sensitive nuances of Tina Louise’s voice in the
famed series Gilligan's Island. Or the artistic mastering of
the bell-like purity of Lucy’s famous bleary-eyed bawling.
That charming overmodulation.

For more recent examples, I will skip over the obscure
and remind you of some of the destined-to-be-classic work
of both the silver and the phosphor screens, such as Ren
& Stimpy, The New Mighty Mouse, Lifestyles of the Rich and
Famous or even Cops. And the Europeans say that Ameri-
cans have no culture!

Then there’s music. Recording music is quite different
from recording, well, anything else. Obviously, experience
and technical skill are needed in any type of recording
and mixing situation, but if you are recording and mixing
music...well, your job is unique. You have to search for and
preserve whatever emotion, whatever sou/ you can find.
You have to keep the producers (and sometimes even the
artists) happy. There are times when your job is to mix wa-
ter and dirt and make damned sure you don’t end up with
mud. Good engineering has never really saved bad music,
but bad engineering has certainly ruined good music.

Think about it. You are mixing a score to back up a
story told by a moving picture. You have to make sure the
music alone tells the story, and the listener builds the men-
tal images as a result of being exposed to that music.

With some special exceptions (like the calculated, cold,
technical accuracy of Thomas Dolby’s “Aliens”), you want
the recording to have a life. It should sound like the players
are alive, real and situated in a common physical space,
whether or not they actually played together live onstage,
in the studio or even played together at all. You can’t have
the buying public running around aware that the horn parts
were put in two weeks after the guitar and that the players
have never even met each other.

Recording music is an art, and if done well, the record-
ing is art. There is really no more science (tools) involved
than in any other technically assisted art. There is no science
at all that can tell whether the artist has done it right.

As long as I'm talking about how recording music is

S ometimes it is easy to forget the skill and (dare I say)
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different from recording any other type of noise, I might
as well get to my beliefs about how it is different from any
other type of art.

Producing music (as in the entire writing/scoring/per-
forming/recording/producing/mixing production process)
carries with it a kind of singular responsibility.

When people look at a painting or sculpture, they look
at something that is relieved of its position in the space-
time continuum. For all the months or years of work that it
represents, it now just sits there, static, outside of the flow
of time. It is up to the viewer to provide the movement, the
flow, the life. Only when viewed is the static art temporarily
brought back into our flow of time. How thoroughly this
takes place depends, of course, on the viewer and the skill
with which the piece itself was rendered.

When the observer walks up to a painting in a museum
or gallery, be controls what he looks at and for how long
he does so. As the artist is usually not physically there to
grab him by the arm and say, “Come over here and look
at this,” the artist of course tries to control the observer
by composing the painting so that it puils the eye of the
viewer in toward the center, to capture him and force him
to donate enough time to the work that he will emotion-
ally react. Hopefully, he will be drawn to it so much that
he decides he likes it. So the painting must sell itself, every
time the observer looks at it!

The observer can walk by and look at the upper-left
comer, the center or only the frame. He can (now this is
where it gets important) look at any part for as long as he
wants, as many times as he wants. He can spend an hour
looking at details (learning bow it was done) or three min-
utes looking at the integrated entire concept (learning why
it was done). He can take as long as he wants to build his
reaction to the piece of art. His choice. Again, hopefully
guided by the artist.

Okay, now moving pictures. They tell stories, they vir-
tually assault the senses. They simultaneously input both
visual and audio data. The viewer (whom I will call the
“victim” from now on) has essentially nothing to do; he is
usually force fed. This “entertainment” is passive. To make
it worse, nobody even stands up to watch this stuff, and
they certainly don’t walk by and glance over for a flash
overview. By the time the product begins to exist in their
space-time continuum, the victim is already sitting doun,
waiting, popcorn or TV dinner at hand. In fact, the victim
is yanked out of his own real-world time flow and taken
along for a ride in the imaginary time flow of the film or
show. The better this trip, the more extreme the escape,
the more he likes the piece.

Because it is passive entertainment, it must tell a story,
and that story must be very simple. (Remember, the victim
can't stop and ask the projectionist to show that last part
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over again unless he is at home watching
tape or disc.) Even plots that are said to be
complicated and convoluted are actually
simple compared to the complexity of a good
painting. Again, this is because the viewer
only gets one shot at it, at an exposure rate
chosen by the artist, not the viewer. Rarely
does a victim say he liked a film if he couldn’t
understand it. (The exceptions are film stu-
dents and guys trying to impress first dates.)
At the same time, moving pictures had
better hook; they need to be fascinating,
awe-inspiring, stimulating, beautiful, horrify-
ing, disgusting, shocking, violent, explicit or
some other extreme thing or the victims will
simply ooze out through the exits (or change
channels). The arts can’t be financed if the
financiers turn away, you know.
Music...music is not film. It is not paint-
ing. Like film, it moves through the lives of
listeners at a rate determined by the artist, but
unlike film, it is not passive, as the listener
must actually listen. He must concentrate
enough to build the images in his mind. He
must recognize and relate to the instruments,
the musical rules, the textures, the timing
and all of the deviations that separate each
piece from the one before it. For, unlike film
or static art, he is much more likely to listen
to several individual pieces in immediate

ROFILE
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GT P

WHAT HE'S DONE: Produced, recorded and
mixed some of the biggest names in rock and pop,
including Matley Crile, Dokken, Metallica,

Janet Jackson, Ozzy, King's X and many more
Over 50,000,000 (!) copies of his work have been
sold worldwide.

WHAT HE'S DOING: Developing and praducing
new bands like Hydrogyn and Goldylocks

WHAT HE USES: Groove Tubes' VIiPRE™ tube
mic preamp, Glory Comp™ tube compressor,
and all of GT's studio condenser mics.

WHAT HE SAYS: “I've been using GT gear for
many years. The reason is simple: every piece
from Groove Tubes offers the great sound I'm
looking for. The Glory Comp, VIPRE and GT mics
have become an essential part of my setup, on
everything from guitar to bass to vocals.*

succession. He will want a specific mixture
of continuity and individuality. Quite a chal-
lenge, even down to album sequencing.
Quite an art.

Music must be clear, transparent, so
that the listener can choose how deeply he
wishes to listen—on the fly, in real time. A
tune must be so transparent that it pleases the
listener each time he hears it, even though
sometimes he may be otherwise occupied
and can only give it superficial attention,
while other times he may be relying on it to
set 2 mood, while still other times he may be
concentrating solely on it.

When people hear your tune over the
radio and decide to buy the album because
of what they heard, they are trusting you to
deliver (almost) the same quality on all the
other tunes. One-time blind trust. Quite a
responsibility.

Each song must set the stage, both emo-
tionally and aurally (that is, the listener must
sense a physical space, an existence, a /ife)
before it can deliver its payload. There had
better be some little secret in each song that
emerges a bit more each time it is heard—a
harmony, a beauty, a subtle complexity; a
reward for repetitive listening. Songs, like
film, must hook, but songs must do it 100
times, film only once.

goes for the Glory!

Hidad
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Average people today are not exposed
to much fine art in the form of painting and

sculpture in their daily lives. They are ex-
posed to moving pictures and music. While
they obviously expect something from TV
and movies, they expect something more
from their music. They spend much more
time with music. They use it to separate
themselves socially. Surf dudes don't hang
with metalheads. Hendrix freaks didn't give
copies of Are You Experienced? to their par-
ents. Parents might have tréed once or twice
to give those children Pat Boone, only to
discover that America actually is multilingual.
Don't mess with the other guy’s ANTHEM!

Listeners use music to excite, move and
soothe every day. I wonder how many first
dates are sans music? 1 wonder how many
children are conceived sans music?

Let’s see now. How many of your child-
hood memories are linked to films or paint-
ings? On the other hand, how many are
linked to the radio and the songs that it gave
you? See what I mean?

Music is a special kind of magic. It is my
favorite kind. n

SSC’s anthems are “The Wanderer,” “Sleep-
walk” and “Runaway.” Nobody said be was
a kid.

Bombshell
y Hydrogyn
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BY PAUL D. LEHRMAN

Can You Hear Me Now?
The Wireless Crunch Is Coming

ireless technology has been very, very good
N k / to the audio industry. There are something
like 400,000 wireless microphones in use
in the United States alone—in concert halls, musical
theaters from Broadway to elementary schools, houses
of worship, film sets, sports arenas, conferences and
conventions, and karaoke bars to name just a few of the
venues in which they’ve taken hold in a big way. And
wireless in-ear monitors have been a tremendous boon
to the concert sound industry, protecting performers’
hearing and going a long way toward eliminating mud
in the audience mix.

But wireless audio is in trouble, thanks to big changes
coming in the television industry and the way the TV
broadcast spectrum is used. That's because their design
takes advantage of holes in the spectrum that have been
there since the dawn of TV broadcasting—and with the
switch to digital television now mandated to be complete
in three years, those holes are vanishing. Although the
government is saying that there will be acres and acres
of free spectrum opening up when we all get digital
TVs, it looks like there may not be much room for wire-
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less audio. “No one wants to tell you that the mic you
bought last year might be nearly useless in three years,”
says wireless technology consultant Gary Stanfill, “but
privately, the manufacturers are highly concerned.”

In the world of analog television, interference be-
tween transmitters has always been an issue. So the rule
has always been that you didn't have two transmitters
within 150 miles or so on the same channel nor did
you have, in the UHF band, transmitters close to each
other on adjacent channels. The FCC created a “table
of allocation” for every geographic area, which dictates
which channels could be used and which ones couldn’t.
Wireless mics, because they were low-power and low-
bandwidth, fit very nicely into the spaces left open.

But in the brave new world of digital television, there
is theoretically no adjacent-channel interference. So when
all analog transmitters go off the air in February 2009
(which was originally supposed to happen by the end of
this year, but broadcasters managed to get the schedule
pushed back—good thing, as hardly anyone 1 know
actually owns a digital TV set), all those empty adjacent
channels will now be usable. Rather than give those
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channels to other broadcasters, the FCC is
going to shrink the UHF band, taking away
everything above channel 51 and requiring
existing broadcasters on those channels to
move to the lower part of the band.

What's going to happen to that sud-
denly available spectrum? It’s being sold
off by the government for nonbroadcast
purposes in auctions that will net the Feds
an estimated $20 to $30 billion. Not every-
thing is for sale; several channels are being
allocated to public-safety, two-way radio
broadcasts, hopefully to avoid the kind of
communications breakdowns that famously
occurred in the World Trade Center and
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New Orleans disasters. And channel 37
has been set aside for radio astronomy and
medical telemetry. (The latter is in response
to an early DTV test in Dallas that knocked
out heart monitors on cardiac patients in
two hospitals.) As for the rest, “No one
really knows,” says Stanfill, an industry
veteran and author who was president of
wireless audio pioneer Vega Systems for
some 18 years. “There will be various kinds
of digital services like data transmission,
point-to-point data links, WANs [Wide-Area
Networks], metropolitan area networks—
maybe a different form of TV.”

What we do know is that companies
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like Qualcomm are putting lots of money
into large chunks of the spectrum. “When
analog broadcasting ends,” says Stanfill,
“two-thirds of the TV stations in the U.S.
will change channels, and all of the people
who’ve been waiting for their investment to
pay off will fire up a gazillion transmitters
up there above channel 51.”

That's coming, but in the meantime,
everyone who has worked extensively with
wireless mics knows that RF interference
already is often a problem. Another industry
observer, who asked for anonymity, says, “At
your average church in a place like Orlando,
on any given Sunday, four out of eight wire-
less systems will experience such interfer-
ence that they can’t be used. I know a guy in
Raleigh, North Carolina, which isn’t exactly
the entertainment capital of the world, who
bought 14 premium systems, and he’s lucky
if he can get 10 of them working at a time.”
At the 2004 Republican National Convention
in New York City, according to Edgar Reihl
of Shure, more than 300 wireless frequencies
were in use for microphones, intercoms, se-
curity and monitors. “But there was a special
coordinator there appointed by the FCC,” he
says. “They had to use every open TV chan-
nel and operate on top of some channels
that were actually being used in outlying
areas around the city. It took quite a bit to
pull that off”

Wireless mics are not the most powerful
systems on the air: They can operate at 250
milliwatts, but Reihl—a 36-year veteran at
Shure who is a technology director in the
company’s Advanced Development depart-
ment—says, “Almost none do, because
battery life suffers and if you have a lot of
transmitters operating in the same place at
that power, intermodulation interference
will get in the way. So they typically put
out about 10 to 50 mW.”

And although a lot of people ignore the
fact, wireless audio systems actually require
a license and are really only supposed to
be operated—in the TV band—by broad-
casters and media producers. (Churches,
following some arcane reasoning, are usu-
ally also allowed to fall into that category.)
But according to Stanfill, only about 10
to 15 percent of the systems in use in the
United States are properly licensed. “In
theory, you can be busted for this by the
FCC,” he says, “but unless you are incred-
ibly stupid—which has happened, but not
often—you'll get by with a warning. Even
that’s rare since the FCC doesn’t have the
resources to police the whole country. But
broadcasters especially need to be careful
because any FCC problems can endanger
their general broadcast license, which is

—CONTINUED ON PAGE 138
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BY BLAIR JACKSON

What's that sound? Is that flap-flap-flap
you're hearing the sound of money
flying out your window on little white
wings? Is that VROOM outside in the
street the roaring engine of the moving
van that’s taking your job to India or
your hopes and dreams to Nowheres-
ville? Are all the pens in that cup on
your desk filled only with red ink? Did
you think because you were smart
enough not to invest in a dotcom dur-
ing the go-go '90s that you'd be home-
free in the new millennium? In the im-
mortal words of Fred Willard’s hapless,
washed up Mike LaFontaine character
in A Mighty Wind, “Wha happen?!”

It seems that everywhere you look
in the entertainment industry, people
are singing the blues: about revenue
lost to piracy, or changing business
models, or “unfair” competition from
foreign companies, or a general down-
turn in the economy, or the post-9/11
blahs—you name it. It's hard rot to buy
into the skepticism and despair because
we see it all around us in our daily lives:
businesses going bust, friends out of
work, that nagging feeling of despera-
tion creeping in when you least expect
it. Hell, three years ago, we devoted
our entire May issue trying to answer
the question: Can the music industry
be saved?

The answer, of course, is “Yes,” but

we all have to change the way we do
business because the old models are
breaking down and being replaced
by new ones. The big questions then
become: How can [ get some of the
action? How can I anticipate what's
coming next? Can I take the skills I
have today and use them for the jobs of
tomorrow? Where is the money?

“Oh, it's out there, Jerry!"” Kramer
might say with that wild but confident
swagger. And it #s. Yes, there has been
a downturn in the conventional mu-
sic industry because of file sharing.
Yes, theater revenues for Hollywood
films were down a couple of percent-
age points in 2005—blame high ticket
prices, weak movies and the rising
popularity of DVDs for that. And, yes,
recording studios are still closing left
and right. But there are still billions and
billions of dollars being generated in
the entertainment business, and there
are many, many people who are getting
rich because of it—you just don't hap-
pen to know who they are because it's
new people doing dijfferent things.

For instance, did you know that the
ringtone industry generated more than
$600 million in sales in 2005—double
what it made in 2004? That’s a revenue
stream for artists, labels and the com-
panies that market them that literally
did not exist five years ago. And there

ON!;Y

are plenty of examples like that up and
down the industry.

That's what this issue is all about:
Re-evaluating the old business para-
digms, learning how to look for new
opportunities, seeing how our col-
leagues are dealing with such a chal-
lenging fiscal landscape, helping you
figure out how you might fit into the
ever-shifting scheme of things. This is
really just a fancy way of saying: “Get
over it, because it isn't ever going to
change back to the way things were;
deal with the reality of how things are,
not what you wish they were; and look
outside the world you've built and take
some chances.” We don't mean to be
harsh; we’re just trying to keep it real.

Many of the articles in this issue dis-
cuss different aspects of this dilemma/
opportunity, but I'd like to kick things
off with a broad overview on the sub-
ject—and offer a few tips, as well.

Here are two words you need to
know to be savvy in this business:
mobile apps. There are still a few of
us troglodytes out there who use our
cell phones only as cell phones (when
we remember to carry them at all), and
who still use a stock ringtone. But that
is so 2002. Today's (and tomorrow’s)
cell phones are designed to be media
centers, providing audio and video
entertainment, text messaging, Internet
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access and other things we haven't even
thought of yet. Let’s face it, the iPod has
drastically changed the fortunes of the
music industry. It turns out that a lot
of people will pay for music legally, so
now the scramble has begun by content
providers—Apple and many others—o
sew up as many labels and acts as they
can to give their potential customers as
much choice as possible. Companies are
suddenly trying to outbid each other to
land exclusive content that will give them
an edge over the competition—that’s great
for the artists—but the mix of corporations
involved goes beyond the major record
labels. Suddenly, Verizon, for example, is
spending big bucks promoting an exclu-
sive audio/video/ringtone download for
a song called “Hips Don't Lie” by Shakira
(whose hips truly do not lie) and Wyclef
Jean. Everyone from the ubiquitous Black
Eyed Peas to Moby to the Rolling Stones
has cut a big-money deal to offer exclu-
sives with Apple or other companies,
but some of the profits have also trickled
down to smaller bands.

Have you ever paid to listen to a
podcast? Not many people have. So far,

*Highly recommended.”
— EQ Magazine

*Obviously in a class by itseif.”

— Electronic Musician
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podcasts have mostly been a free service
to increase traffic to Websites—most of
which are still trying to make their nut
by selling advertising. This used to be a
pretty tough proposition, but it's getting
easier as print advertising declines (sniff,
sniff...that's okay...we'll be fine). Using
the model of iTunes’ success, companies
(and individuals) are finding that people
will pay a buck or three for regular pod-
casts. For instance, the brilliant British co-
median Ricky Gervais (The Office, Extras)
has a successful pay podcast, and there
are business sites that offer pay podcasts
of wisdom from business leaders and
writers, as well as tips and advice. And
though most podcasts are still extremely
low-budget affairs that do not require an
audio engineer, just wait—as more and

g

M130
| Figure Eight

more people show their willingness to pay
for cool content, production values will
go up. There will be theme music, sound
effects and multiple-mic setups, and some-
one is going to get that work. Eventually,
there will be companies that specialize in
podcast production.

video and audio-for-video are two
more growth areas, even though it seems
like MTV hasn’t shown a video in, what,
15 years? There are more outlets than ever
showing music videos; go to www.roll
ingstone.com and you'll see links for hot
videos (as well as its own “exclusives”).
In fact, go to almost any entertainment or
even hard-news site (www.cnn.com, et
al) and you’re a mouse-click away from
watching a hit video. Video budgets are
not what they once were, except for the
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biggest acts, but a wider range of artists
are getting to make videos. And despite
the fact that most are still lip-synched, the
majority also require production audio—
it's a nice way for recordists to scare up a
day or two of work. Beyond those sorts
of conventional videos, however, there’s
been an explosion of performance videos,
both for the long-form DVD market and,
just as significant, for the value-added bo-
nus material sometimes attached to regu-
lar audio albums. Record companies still
want to do whatever they can to maximize

the sales of CDs because they make more
on them than they do on downloads. (So
do the artists.) And that's why now it’s
so common to find some sort of DVD
included with the album package (even
if it’s just a single video/song); that’s also
why the difficult-to-pirate DualDisc seems
to be catching on in a big way.

The demand for concert material has
even helped the troubled mobile record-
ing industry, though frankly more and
more people are turning to smaller opera-
tions that come into a venue with a few
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good mics and a DAW loaded with pro-
cessing plug-ins rather than a truck with a
fantastic console and all the outboard gear
you could want. These are good times for
companies that offer inexpensive remote-
recording services. It's a tough field in
which to establish a reputation, but the
aggressive and well-connected operations
are getting work. Smart recording studios
are figuring out ways to lure some of these
midline and cheaper projects to their big
rooms for mixing and post. It's never been
more vital for studios to keep an ear to the
ground to know who'’s working on what,
and where, because piecemeal work is
increasingly the bread-and-butter of the
big studios; the days of long lockouts are
long gone, except in the rarest cases.

The growth of DVD/DualDiscs has
also been the saving grace of the highly
hyped surround recording/mixing mar-
ket. Despite glowing press and the best
intentions and brave expenditures of a
few record labels, surround CDs have not
caught on. Now, the top mixers are find-
ing that surround album work is already
drying up—and before the format wars
even got settled! But this is no time to
ditch that surround system because the
rest of the industry is embracing surround:
HDTV, DVD, film and—the great sleeper
you should all be thinking about—video
games! Whether you have a home studio
or a commercial facility, surround should
be part of the equation. If there’s no call
for it in your business now, there will be
soon. And it’s never been easier and less
expensive to get in the game. Surround
may well become many mixers’ ticket out
of their niche and into different income-
producing fields.

Videogames. Maybe you have kids
who have an Xbox or PS2 going 24/7. Or
maybe you’re playing Madden football or
Grand Theft Auto: San Andreas in your
spare time. In the past week alone, my
15-year-old son bought a $50 RPG game
called The Elder Scrolls IV: Oblivion, and
my 12-year-old-daughter downloaded a
demo of some cool game that's coming
out in a couple of months; [ can’t recall the
title, [ hear the music for The Sims waft-
ing through my house more often than
[ hear the family hi-fi. Dig this: In 2005
gaming retailers sold more than $10.5 bil-
lion worth of gaming hardware, software
and accessories. The demographics of
who's playing games broadens with each
passing year; once the province mostly of
teen boys (okay, it still is), it is also increas-
ingly attracting girls and people over 30.
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where's the

If you've seen (and heard) the best of the
current generation of games, you know
that is an industry that is rapidly matur-
ing and it is already proving to be a great
source of jobs for audio engineers, sound
designers, composers, programmers and,
of course, visual artists. With budgets for
big games now well into the millions,
there’s money to be made by people with
the right talents.

Recently, I spoke with Jeanine Cowen,
who's both a teacher at the Berklee Col-
lege of Music and director of the Record-
ing Arts program at the Center for Digital
Imaging Arts, a new school opening at
Boston University this month. She notes,
“What I've seen the last few years is that
a lot of the jobs that graduates are getting
are in non-traditional—that is to say ‘regu-
lar music industry’—fields. There’s a lot of
game work out there, and there’s a huge
need for qualified people.

“(At CDIA], we still teach traditional
music industry production engineering,
but we also have a focus on game audio
and film post-production. Today, I feel
there’s more audio work in games than
in the film world. CDIA also has a film
and animation program, so we even have
visual collaborators for our recording arts
students.

“It is important 1o know the audio ba-
sics, however,” she stresses. “Even though
we're so far into the digital world, there
are still as many signal flow issues in
digital as there are in analog, and we still
have to deal with the acoustic world and
with microphones and loudspeakers that
are part of the chain. Of course, computers
are a huge part of so much music record-
ing now, and, obviously, they’re extremely
important when it comes to games, so in
a sense, today’s student has to learn much
more than I did when I went 10 Berklee.
As far as DAWs go at CDIA, we're both
platform- and application-agnostic. We
have Pro Tools, but because we're also
dealing with game audio, we have to deal
with things like SONAR and Sound Forge,
as well as Logic and Digital Performer on
the Mac side.”

“Having broad technical knowledge,
especially of computers, is really im-
portant in games,” adds Brian Schmidt,
program manager for audio and media
technologies for Microsoft’s Xbox division.
“There’s a need for people who can do
the software equivalent of getling under
the console with a screwdriver. So there’s
specialized knowledge like that, but there
are also so many people working on most




games now. Ten years ago, the ‘audio
team’ was usually one person; it was all
the same guy doing everything. [ was able
to get a lot of gigs because 1 could write
the music and write the code to support it.
But now the sound of a game is this great
combination of music and dialog and am-
biences and sound effects and Foley, and
it really does require a team.”

Schmidt says that having sound design
or composing skills doesn’t automatically
make a person a good fit for the gaming
world. “Assuming that you're really good
at what you do—the minimum bar is,
‘Yeah, you write great stuff—someone
like me might throw a question like,
‘What's your favorite Xbox game or
PlayStation game? to gauge, does this
person know games? Because we want
somebody who's into what they’re doing
and likes the games and the challenges
associated with games. Hopefully, we
can weed out the people who think,
‘Well, I think I'll do game music until I
get a real job doing film music,” because
this is definitely a full-time gig.

“We hire symphony orchestras, some-
times we hire orchestrators. Sometimes
we do it all ourselves, depending on the
budget for a game,” Schmidt continues.
“There’s a big gamut of stuff. On the very
low end, you can go down as far as music
for cell phone games or Game Boy-type
games, which are really challenging, actu-
ally. Can you do really great six-voice or-
chestrations of things? It’s like writing for a
woodwind quartet all the time. Sometimes
you need to do great orchestrations with
limited technical resources. On the other
end, can you do the big orchestral thing?

“We also look for people who get the
notion of music for games and how it has
to be more adaptive and flexible. When
youre doing a [commercial]l jingle, for
example, you know that at 78 feet, 12
frames, Ronald McDonald falls out of bed
and you need a little flourish, so you can
musically lead up to it and, just at the right
time, you can put your musical flourish
in and that's done. With games, the chal-
lenge is you don't know when something
is going to happen. Is the player going to
be totally lost and be in this room for 25
minutes wandering around, or are they
going to get through it in a minute-and-a-
half and be onto the next piece? So you
have to picture music in more dimensions
than straight linear. With sound effects,
too, it's dependent on what the player
does, so you have to think of it differently,
and everyone on the team has to be think-

ing about what's the appropriate level of
music or dialog or effects for a given mo-
ment in the game, and how it's going to
be constantly changing.”

Are there other nonconventional areas
that might require your audio or musical
skills that you haven’t considered? How
about production music and sound effects
libraries? This is another rapidly growing
field where audio standards have in-
creased steadily through the years as the
demand for more sophisticated and origi-
nal music and effects has increased. The
boom in cable TV networks has fed that
industry’s rise, and as the music and ef-
fects have gotten better, whatever stigma
about using libraries that existed in some
circles seems to have disappeared. It isn’t
“canned music” anymore. It's not unusual
for major films to use some library mu-
sic to supplement a score (or use it as
source music in scene), and nearly all
but the biggest-budget film productions
use library effects in some way. “Name”
composers, musicians and top film effects
designers are now proudly putting their
names on libraries and bringing work to
recording studios.

Most library companies now have
searchable databases online (in fact,
they were one of the first branches of
the entertainment business to truly em-
brace e-commerce), and on the audio
side, computer editing skills are a must:
This is a business that deals mostly in
short bursts of information rather than
long cues. And because it is, increas-
ingly, an Internet-based business, the
wily e-entrepreneur can make some
noise quickly. Put up a well-designed
site selling music or effects that really
stands out in some way, and you may
have yourself one more reliable stream
of income.

So, look in new places. Meet some
new people. Meet some young people in
your field. (And if you're young, meet a
veteran—he/she can still teach you a few
tricks.) Educate yourself. If you need to
learn how to use a DAW, there are many
people out there who can teach you;
chances are, it beats wading through man-
uals. (In fact, teaching computer/DAW
skills is yet another possible income area
for the pedagogically inclined.) There are
many areas to explore that don't require
you to make a complete career change to
at least test the waters. You just have to be
willing to get a little wet. ]

Blair Jackson is the senior editor of Mix.

"Royer R-121s and R-122s are
essential to my guitar sounds.
They give me something that
no other mic has. | use a lot of
microphones when | record, but
if | pull the Royers out of the mix
| really miss them. To me, that's
the sign of a good mic.

"l used to avoid using ribbons
on drums, but the SF-24
changed that the first time | used
it. It attacks in the perfect place
and interacts beautifully with the
other mics on the kit. It adds
power and richness to the drum
tracks and seems to smoothaut
the other mics. Royers have
become an indispensalile part
of how | record music 2

Michael Beinhorn

Producer - Soundgdftiems

M Red Hal, %2
Ozz§Oshour e

RoyerRibbons
818.847,0121 Mbrbank, (A
royerlabs.com

=8

www.mixonline.com * May 2006, MIX 39



Studio Survival

BY DAVID WEISS

There’s been a lot of anxiety lately over major studios closing.
New York, Los Angeles, Nashville—each have their stories,
from rental prices in New York to oversaturation in Nashville
to producer-owned facilities opening in every canyon or
beachfront property in LA,

But before we lament the “death of the big room.” let’s
not forget that these things move in cycles: In the '70s, stu-
dios were rolling in the bookings, lockouts were common,
bands stayed for months and budgets were huge. Then in
the early '80s, with the advent of MIDJ, the first predictions
of the death of the recording industry came along, and

Facilities Find Success
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facility owners like Dave Porter of San Francisco’s Music
Annex shouted “diversity or die.” Studios bounced back,
and then in the early '90s, with the advent of affordable
digital multitracks and the rise of the project studio, the
death knell was sounded once more.

Today, the worries are mounting again, as high-profile
rooms have closed in Los Angeles and New York, with
others rumored to be on the block. At the same time,
new rooms are opening up and there’s more audio being
produced than ever before—for ringtones, for games, for
high-res 5.1 re-issues. People continue to make music, just
not in the same way they have for the past 35 years. Big
studios remain, and they always will. But the survivors have
o be smart, nimble and business savvy.

SERVICE DIVERSITY

One strategy for success? Offer more under one roof. In-
creasingly, tough marketl conditions for two of New York
City’s largest recording facilities, Right Track and Sound
on Sound, led those facilities’ respective owners, Simon
Andrews and Dave Amlen, to take the extremely unusual
step of merging. The resultant entity, Right Tracks Sound on
Sound (RT SOS, www.ntrk.com), was formed in Novem-

her 20035, and sees both companies combining operations
at Right Track’s 48th Street studios and massive, 4,0600-
square-foot orchestral live room on 38th Street.

“The change in the recording industry that led us 10 this
merger is a decrease in the amount of work for the New
York City recording community,” Chris Bubacz, general
manager of RT SOS, states candidly. “The record labels,
specifically, seem 1o be working on few anists and even
fewer in New York Citv. With this particular merger, we
eliminated one location, Sound on Sound, and in basic eco-
nomics, vou cut down on your overhead. We had to take
into account that we're going to come down on the number
of rooms available, and we hope that we wont have o
turn away too much work having less rooms, but at Right
Track, there’s a lot of raw space and so much potential here
for growth. [Sound on Sound| had a very constricting lease
and really not a lot of space to expand.”

As a result, the merged companies were able 1o retain
all staff and can now book their studios—which include the
SSL 9000 J—equipped Studio A, Euphonix System 5 all-digi-
tal Studio B, SSL 9000-based Studio C, affordable D1 and
D2 production rooms, and the above-mentioned orclwstral
Stuclio AS09—vith a logically combined client base. “Over
the years, Right Track had moved into more specific types of
music.” Bubacz says. “They built the large scoring stage the
likes of which there’s really no place on the East Coast that
you can work at for Broadway show cast albums and film
scoring, but their record album work had staned 10 fizze
out a litde bit. Sound on Sound didn't have the capability
of doing large Broadway shows or film scores, but we had
expanded to do more and more music recording. Each
studio owner looked at each other s business, didn't see an
overlap, and said, “What a great idea. Put the two companies
together under one roof and you should be able to maximize
vour hooking potential.”” For now, the strategy appears to b
working, with Bubacz reporting a strong first-quanter "06.

Post facilities, which ofien interface daily with the ever-
growing web of media production, are poised to broaden
their services. “I would say 1 have evidence that ententain-
ment producers are not necessarily spending less in total,
but they ar¢ spending it for a wider range of distributior
media,” points out Joe Caterini, executive VP, sales, of Post-
Works (www.pwny.com/, which provides comprehensive
audio and video services, including surround and HD, trom
two large New York City—based facilities. “That makes it nec-
essary for a facility to be diverse. The dollars might be there,
but rather than putting all that money into recording and
praducing a record, clients might take that same amount of
money and also put it into a DVD documentary to go along
with that record or make a presentation for a Website.

“The result is that the entertainment industry needs o



make such a wide range of things to hit their market,” he
continues. “They can’t spend more, so they spread it out
on smaller pieces. At PostWorks, that even extends to in-
store entertainment. We create the final product that will go
on a small display in a Walmart. So facilities should want to
hit people from many different angles. If clients are going
to select you as the contractor to do the work, you better
be able to deliver every component they need or they're
going to be stuck shopping for 10 different people—or
find one place that can do it all.”

OFF THE BEATEN PATH
Other facilities are looking to see how they can cover
more ground by themselves. One such studio is the for-
ward-thinking Crystalphonic (www.crystalphonic.com) in
Charlottesville, Va., which has been constantly tweaking
its business plan since owner Kevin McNoldy opened the
doors in the summer of 2003.

“We are a multiroom, multifaceted facility that was built

NRG's Jay Baumgardner brings his own clients into the studio.

to cater to major record labels, but also to the artistry of Vir-
ginia and the surrounding regions,” McNoldy says. “My first
version of the studio was everything I had always wanted
in terms of the producer’s dream studio: the SSL console,
all the outboard gear and large rooms. After that wore off,
we turned the room into something that worked better for
us sonically and in terms of workflow. We replaced the
SSL with a Digidesign D-Control for a hybrid approach of
digital and all the outboard we have.

“Because of where we're located, outside of the indus-
try norm, we're able and willing to go out on a limb with
equipment purchases and how we position ourselves, We
looked at the market and obviously our clients, but then
we looked at what's going to drive us and get us excited
about working there. There’s a build-it-and-they-will-come

Joe Caterini of PostWorks, a one-stop post facility in New York

feel that L.A. and New York studios can’t pull off because
they've got to stick to the paradigm.”

With one of the major cornerstones of Crystalphonic’s
ariginal strategy—locating in a talent-rich but underserved
area—paying off, McNoldy recently decided to do it again
with a remote mixing/mastering room in Orlando, Fla.,
an area he sees as brimming with undiscovered talent. He
divides his time manning his facility and hitting the streets
in search of more talent. “We have DigiDelivery set up
from both locations, so if 'm mixing an artist [that tracked
in Charlottesville], we can do it all with digital transfers
over the Internet and can move more projects quickly.
That way, I can log onto the computer and manage both
places online, which is very exciting.”

Whether the location is Virginia or Florida, McNoldy is
not one to view the constant proliferation of quality home/
personal studios as a threat to his business. “I don't believe
it's hurt our bottom line; I think it’'s helped if anything,” he
states. “People can get okay results on lower-cost equip-
ment, but they still need the experience of an engineer
to make it sound right. There’s a lot of bands that come
in who can’t do things from start to finish, and there’s no
reason we can't have a symbiotic relationship.

“It sucks if someone stays at home and does the whole
thing, but we can get in on the food chain by recording
drums, overdubs, et cetera. I'm promoting that we're the
ones who can help them out; we're very proactive about
reaching out to bands who are home recording. When
people hear the actual vintage gear in process on their
own projects as opposed to a virtual plug-in, they get
hooked for life.”

MASTERING OPTIONS

In the mastering sector, however, facility owners like
Randy LeRoy of Nashville’s Final Stage Mastering (www.
finalstage.com) are watching the progress of personal
studios with keen interest and developing their own
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counter-strategies. “I wouldn't say master-
ing is exempt from the advent of personal
studios,” LeRoy says. “As project studios
started to develop and become higher in
quality, soon you had people who would
say, ‘I just mixed your product. I can master
it with a few pieces of gear and plug-ins.’
Most mastering houses, of course, have high-
dollar monitoring systems, converters, highly
detailed listening environments and a mas-
tering engineer’s ears that can hear the whole
spectrum and balance the frequencies.”

As a reult, LeRoy spends a large portion
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of his time educating his current and poten-
tial clients on the advantages of working at
a professional, purpose-built facility. “Educa-
tion has never been as important a part of my
job as it is now,” he confirms. “People who
are trying to master [their album] themselves
but don't have the qualifications might not
know about formats, bit rates and mastering
principles, and they might think that just
because they can pull up the sounds that
it might be right. Clients can get me on the
phone and talk to me not only about the
booking, but the problems they're having

Introducin
The TLM 4

EUMANN.USA

along the way with the mix process. That’s
where you really have to try and get your
new clients in, by explaining the new tech-
nology—SACD, DVD-Audio—to them. They
might not know what it is, but hopefully you
can educate them about the new formats out
there and they’ll go with it.

“I also get involved with the universities
here. I'll talk to classes at Middle Tennessee
State University’s recording program and meet
with their students. In two or three years,
those students will be out there working,
need mastering services and, hopefully, they'll
remember talking to Randy LeRoy. Answering
questions on Web boards is also very impor-
tant. A lot of people want to know how you
do your work, and I tell them, ‘This is what [
do.’ 'm the first to explain to people what I'd
do to their song once I hear it, so if someone
wants to send me a song, I'll listen to it, do a
slight critique and spend the time with them
to develop that relationship. Another avenue
is podcasting, such as ‘The Nashville Nobody
Knows,” which I'm interviewed on and has
had thousands of downloads. Aspiring singers
and songwriters look to the Internet to find
ways to make their music better, and that has
been my biggest source for new clients and
new people in general.”

Diversity may be the big buzzword for
studios, but LeRoy acknowledges that when
it comes to mastering, the buzz stops here.
“I think mastering facilities are a litle more
limited in the range of services we can provide
versus a normal recording facility. Other kinds
of services that we can try to get involved with
are such things as providing FTP services for
clients, not only doing stereo but surround
mastering, and also offering DVD production
and authoring. But our listening environment,
our gear and the mastering engineer’s ears are
what clients are coming to you for. If you can
make those your strong points, that will help
you sell your facility.”

THE STUDIO NICHE

Even for the types of multiroom recording
facilities that LeRoy is referring to that can
diversify by adding anything from their own
in-house mastering room to artist-manage-
ment services, versatility may not be as
effective as specialization. “We always went
the opposite way of diversifying; I focus
on a specific genre, which is rock and pop
recording,” says Jay Baumgardner, president
of NRG Recording in Los Angeles (www.
nrgrecording.com). “You can't be all things
to all people. You can’t be a post-production
facility and make records and this and that. [
mean, you could, but would that make you
great at everything? Probably not.
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“If you focus on a specific genre of music,
whether it's pop or hip hop or metal, you
have a depth of knowledge of the people
who work in that. I think you're better off
than being this thing that opens your doors
to everyone who calls you on the phone.”

NRG is an example of the growing num-
ber of facilities that have realized that they
can help increase the number of bookings
by being one of their own best customers.
“I'm a mixer/producer myself, and I believe
you have to generate some portion of your
income as an in-house client,” Baumgardner
points out. “A third of the time, usually I have
one of the rooms booked out to myself. If
you're your own client a part of the time, you
have a much greater chance of booking the
studio. Plus, you have an understanding and
pride in what your studio is because you're
actually working in there instead of it just
being a room with four walls.”

CHANGING COURSE

Even studios that think ahead and nail the
fundamentals, however, may find themselves
up against a combination of circumstances
that make survival impossible. Today, George
Walker Petit (www.petitjazz.com) is finding
himself steadily booked for a large number of
jazz producing/engineering projects, and not
just at his facility, Walkerrecording, which he
closed last September after four hard-fought
years in the New York City recording scene.

The three-room facility was small but
beautifully appointed and well-equipped with
a rare Amek-Neve Media 5.1 64-channel desk,
a pristine front end and Petit’s deep talents.
Furthermore, Petit had made sure to diversify
his jazz-first client base by getting written
commitments from two different advertising
agencies for hundreds of thousands of dollars
in commercial music work annually.

Smart planning, but unfortunately for
Petit, Walkerrecording's big opening day
was September 9, 2001. The economy was
already treading water, and then the earth-
shaking events of 9/11 hit the ad world
hard. Within six months, both of the studio’s
guaranteed corporate clients were bankrupt,
and Petit was in the unenviable position of
relying solely on the notoriously tight bud-
gets of jazz to stay afloat. With inexpensive
personal studios below him and physically
larger studios above him getting the high-
est-end work, Walkerrecording was caught
in the middle.

“Where my studio was positioned in
relation to cheaper and more expensive
rooms, 1 didn't see the industry affording
more income or more work at my level,”
he relates. “I was also creatively limited by

what my studio was able to do in terms of
the physical size of the plant. It had beauti-
ful equipment, but it was awfully small and
I couldn’t make it larger without spending
money that I couldn’t justify.”

Petit points out that being a facility’s CEO,
CFO and star talent with world-class aspira-
tions can also be extremely problematic.
“You can't be a sole proprietor if you want
to be successful. You have to have a staff
with people who are managerial, business,
promotions and marketing, and on the ather
side are your engineers and producers. I
wanted to work creatively with all the tal-
ent, and then three days a week take off my
‘creative’ hat and just do business. Just let the
business people do the business; the large
studios are doing that, and I think that’s why
they’re surviving.”

For studio operators, the survival of the
facility may need to take a backseat to the
one thing that is even more important: the
survival of the careers themselves. “A res-
taurant owner once told me, ‘The two best
days are the day you open and the day you
close,” says Petit. “It was a tough decision [to
shut down), but I have no regrets because,
creatively, I can do the work I want to do in
nice facilities, pass the costs on to my clients
and make better recordings. It was a damn
good move to make. I don’t have to clean
up coffee anymore, and if channel 62 on the
console goes out, I don't freak: They do!”

As with any industry where advancing
technology is a major driver, the Goiden
Rule of staying in business is to maintain
wide-open eyes and minds while keeping
pace on as many fronts—both technical and
emotional—as humanly possible. “These
days, if you're still in the game, you're suc-
cessful,” Crystalphonic’s McNoldy says. “It's
doom and gloom all the time in the industry,
and some of it deservedly so, but it's not as
gloomy as the press makes it out to be. You
just can’t continue things the way they were
and sustain for the future. If you're bright
enough to open your eyes to what's hap-
pening today, you can find the signpost to
where things are going to go.

“m trying to position myself in many
different ways, not just as a recording studio,
and have my fingers in as many pies as pos-
sible. But, ultimately, 1 think diversification
and survival in the future is going to have
to be sitting down and saying, ‘What fulfills
me? How do I take that and turn it into a
business? Because it’s not just recording, it’s
about what works for you. Otherwise, there’s
no point in doing it.” ]

Dauvid Weiss is Mix's New York editor.
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While the theme of this month's issue is“Where’s the Mon-
ey?”and the emphasis is on the production community, it
behooves all audio professionals to understand just where
their “product” lands. Those who work in the 24-bit/192k
world may lament the widespread adoption of MP3 play-

back and consumer compression, but as with the advent of

the cassette and the Walkman, it cannot be ignored.

~
The Big Picture

As of the end of 2005, music sales shrunk about $2.5 billion from their
peak in 1999. What's to blame? It's easy to point at illegal file sharing, but
competition with other entertainment products (videogames. etc.) is also
taking a toll. However, thanks to healthy, new revenue sireams such as
mobile apps, the industry is starting 10 come out of the tailspin: Last yeur's
sales are only down about 8 percent from the previous year, and overall
revenues are predicted to rise o $15 billion in 2010, with the most marked
increase in the online market. For now. conventional music media (aka
CDs) still dominate the market.
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Barely Breaking Even?

Half of music consumers think $0.99 is a “fair price”
1o pay for a single and another 20 percent think it's “a
hargain.” So why aren’t online sites such as Apple iTunes
swimming in money? The answer? Big cuts go to distribu-
tion and payments (40 percent). Online music subscrip-
tions offer more profit for the distributor, but have vet
o reach mass-market appeal. Structures will evolve as
ringtones and mastertones grow even more popular and
wireless carriers become more involved.
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Music Ownership in 2006

Despite concerted efforts trom the RIAA and others,
piracy hasn't gone away. It's estimated that nearly 40
percent of U.S. houscholds online still use illegal P2P
sites 10 acquire music. And although mwsic consumers
may scem indifferent toward the value of an aceual
copyright. they are demonstrating an increased collec-
tive conscience aboul stealing music.

According to a 2006 poll, when music listeners were asked
if they cared whether the music they downloaded onto
their computer is copyrighted, they showed ambivalence:

Yes, care: 38%
No, do not care much about: 61%
Not sure: 1%

However, when asked if they considered if free downloads
unauthorized by the copyright holder is stealing, they

answered positive:
Yes: 80%
No: 16%
Not sure: 4%

AP/ROLLING STONE POLL JANUARY 2006

Raised on File Sharing

I's no surprise that young adults are the biggest adept-
ers of digital music, with the 18 to 2+t-vear-old group
being the leaders in purchasing CDs both online and
oftline, as well as burning, ripping, sharing and main-
taining  digital music collections—though tech-savvy
teenagers are not far behind.
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Music Go?

Last fall, Apple and Motorola
unveiled the ROKR, a mo-
bile phone that holds up to
100 songs and comes with
iTunes installed. The phone
is offered through Cingular
Wireless, which is planning
a separate download service
this year. As MP3-equipped
cellular phones like the
ROKR eventually surpass MP3 players in unit sales,
new questions will be raised about licensing revenue
streams, the role of cellular carriers as distributors and
the value of a song.

Music Discovery Methods

Although there are more ways than ever to learn about
new music (most notably, promotion on prime-time
television dramas), for the most part, listeners still learn
about new music via traditional methods, including FM
radio and word of mouth.

What’s the main way you find out about new music these days?

FM Radio 55%
Music channels on television, like MTV or VH1 10%
Shows on network television, like ABC, CBS, Fox or NBC 9%
Friends 9%
The Internet 4%
Satellite radio 4%
Magazines or other print publications 4%
Other 3%
None 1%
Not sure 1%

AP/ROLUING STONE POLL, JANUARY 2006

Drive Time Is King s

Lots of high-tech gadgets serve as audio devices,
from MP3 players to laptops. But consumers
still spend the most amount of time listening
in the car.

Other MP3 player
2% 1 {eqg. Rio or iPod)
Desitop || %
I || . 3
tape/ <1%
CDﬂlgludo
1
Personal stereo or
home entertainment
center
7% Car stereo
56%
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iPod, At a Glance ="

Number of iPods Apple shipped in Q4 of 2005: 14,043,000

Number of computers Apple shipped: 1,254,000

Apple net quarterly profit for same quarter: $565 million

Percent growth in iPod sales over the previous year: 207

Number of songs purchased on iTunes as of February 23, 2006: 1 billion
Average number of iTunes songs sold to iPods: 20
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Audio Adoption

Despite reports in recent years sounding the music industry’s death
knell, it's obvious that new music channels and consumer patterns are
on the rise, creating more opportunities for revenues, with HID and
satellite radio services and podcasting showing the biggest growth
potential, Note to entrepreneurial spirits: As podcasts grow in popu-
larity and quality, “monetizing” is sure to follow.

Ringtone Explosion

It would be hard to overestimate the popularity of ring-
tones: Some project that by 2010, ringtone sales will grow
as high as $900 million—in other words, six percent of
U.S. consumer music spending. One quarter of mobile
phone owners have downloaded ringtones, marking a
fourfold increase during the past 12 months. That’s 30 mil-
lion people in the U.S. alone. By the end of this year, 95
percent of wireless subscribers will have ringtone-capable
handsets. For an idea of the audience potential, just look
across the pond: Last year, a mix of the wildly popular “Crazy Frog” ringtone
(set to a remix of the “Axel F" theme from Beverly Hills Cop) topped the UK
music charts for weeks, outselling contenders like Coldplay four to one.

Interestingly, ringtone consumers are more likely to have paid for the
tones they download, despite higher fees than for a full-length, higher-qual-
ity version of song.
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The Versatile Enginee

BY KEVIN BECKA

Today’s lean-and-mean studio economy is a scary world
for freelance audio engineers—even for established mix-
ers who in the past had litle trouble finding work. Nowa-
days, as budgets droop and D.LY. is often the order of
the day, once-busy audio pros have to find new avenues
1o the dollar. No, the major bookings are not going away;
there will always be a need and budget for big sessions.
But large-scale studio sessions are fewer and far between,
replaced by freeze-dried tracks in production and the
abundance of home studios powered by inexpensive and
ever-hetter—sounding gear.

When the phone’s not ringing, how do engineers
respond? By becoming more versatile than ever, which
means expanding their areas of expertise and, perhaps
even more importantly, broadening their focus. One an-
swer is to hbecome a full-service solution for their clients.
Being a jack-of-all-trades is the way o attract more work.
New technology powered by the Internet gives profes-
sionals the ability 1o network, find clients, work and send
files quickly and cheaply online. Some engineers have
found that being a talent scout and taking on more of
an A&R role has driven business. The bottom line is that
versatility and a wide skill set are essential.

BRANCHING OUT

“I think that there are a lot of good people who aren’t
working enough,” says Maureen Droney, executive di-
rector of the Recording Academy Producers & Engineers
Wing. Droney finds that the key is for engineers to be
more proactive in their search for work. “Now it’s becom-
ing much more desirable for labels, with their shrunken
A&R staffs, 10 rely on independent labels and producers
(o find talent,” she says. At the Recording Academy Pacific
Northwest Studio Summit in Seattle, held in early March,
engineers Mike Clink and Joe Chiccarelli spoke about
their roles in developing talent; after the panel, they were
out in clubs in search of bands of interest.

Shifiing from label work to a more indie base has
given others chances (o stretch. “I've always wanted to do
more work in production,” says Miami-based engineer/
producer Charles Dye (Ricky Martin, Gloria Estefan), who
has found that the drop in major-label work has prompted
more opportunities for him to develop as a producer. “I
was doing it in my spare time, even back in 1997, but
still had to squeeze it in between engineering jobs; I
didn’t have time to develop as a producer.” Now, Dye is
able to develop bands that can bencfit from his years of
expertise, and he’s found the time to work on his skills.
“When you're focusing on a long project as a producer,
you have time to develop.”

New York City—based engineer Dave O’Donnell (Eric
Clapton, James Taylor, Herbie Hancock, Kely Mo’) started
in 1984 at Power Station and has seen the business change
drastically since then. For him, the clients have shifted
since 2000, but work has been steady now that he’s
opened his own mix room. “It’s mostly been label work,
but there is independent stuff and I've also been doing
independent production.”

Droney, Dye and O’Donnell’s comments point to
the fact that in all transitions from old to new business
models, innovation is key. Necessity is the mother of
invention after all, and when people are forced to be
resourceful, they are usually at their best, especially cre-
ative professionals such as engineers and musicians. One
trend emerging from this dilemma is that everyon¢ who
is working has some kind of mix or recording rig they
can rent or offer to clients as part of their “package.” The
truth is, if you want to work, then you’ve got to have a
rig. As much as every engineer would like 1o work in a
facility for an entire project, the budgets will not support
it. And the one who can offer those same services, often
folded into the cost that someone would have paid for an
engineer or musician alone, will get the brass ring.

One of the more creative spins on this angle is Electric
Landlady Siudio, the brainchild of 20-year veteran engi-
neer/producer Cenzo Townshend (New Order, Blur, U2,
Echo & The Bunnymen, The Cranberries). Based out of the
UK, the studio is a rolling production rig featuring an Audi-
ent ASP24 console; KRK monitors; 24-channel Neve side-
car; Neve 1066 and 1272, and Telefunken V72 preamps; a
wide variety of outboard gear and effects; studio chairs; DI
boxes; and mic stands and cables. The rig allows him to
offer his services across the continent and gives clients the
opportunity to work wherever they'd like.

Of course, as new opportunities arise, others fall with
studios closing at a startling rate because of the downturn
in budgets and the corresponding decrease in work for
larger rooms. Just in the past six months, we’ve seen some



major rooms in New York and L.A. close or, in the case of
Sound on Sound and Right Track studios, merging their
resources. On the upside, East West has moved inta the
space once occupied by Los Angeles’ Cello studios to have
a space to expertly record their samples. Irony, indeed.

LONG-DISTANCE COLLABORATION

Many engineers have found new and unexpected op-
portunities through Internet technologies that allow quick
and inexpensive communication and movement of data
over long distances. O’'Donnell has found that the Inter-
net has allowed him to work with people he would not
have had the opportunity to work with in the past. “I'm
mixing a record now for clients that are in Europe,” he
says. “They just send me the files, I mix it and send them
an MP3 and they listen. I've never met these people, but
they’re great to work with.” He finds that another factor
is that the time pressure is not as frantic because the
client is not paying a studio, but O’Donnell is quick to
say that he values a traditional facility’s atmosphere and
professionalism. “I still prefer to go to a great studio,” he
says. “We definitely don't want them to go away, because,
really, it’s the best place to do everything.”

Dye has also found that long-distance work is part
of his new mix of revenue. “There’s been a fair amount
of long-distance projects,” he says. “It might be from
someone in Australia, Germany, upstate New York or
wherever.” For Dye, he’s found a way to work as if the cli-
ent is right in the room, despite the far-away factor. “I've
been using the [Source Elements] Source-Live plug-in in
Pro Tools that allows you to stream directly from your Pro
Tools session to anybody you'd like,” he says. This way,
Dye bypasses the asynchronous process of bouncing a
mix, converting it to MP3, putting it in an e-mail and then
having the client download it and listen, often waiting for
a reply for an hour or more. “With Source-Live, it’s as if
they're sitting on the couch.” As an interesting aside, Dye

Dave O'Donnell is getting ¢
lot of long-distance work.

Cenzo Townshend's rolling Electric Landlady Studio can be set up wherever a client wishes.

says the thing that’s most helped him get a good product
at home is affordable acoustic treatment. “It used to be
extremely expensive to treat your studio properly,” he
explains. “But when the higher-end companies stanted to
realize there was a new marken, they created new lines of
mid- to low-level-priced products that do a good job.”

ENTER THE MUSICIANS
Part of the shift in engineer work is due to the fact that
musicians who once brought their instruments to the
studio or soundstage are now recording themselves at
home, and it’s not just direct input. Nashville drummer
Tony Morra (www.downtownbatterie.com) decided to
invest in his recording career by partnering with an
engineer friend who helped him to dial in his room and
buy the right gear. Since then, Morra has developed his
engineering chops to expert status. “As more projects
went into smaller rooms and the home studio situation,
drums were the first thing to ga. So work slowed quite
a bit,” he says. Morra found that the reaction to him
recording his own tracks wasn't always positive, but that
didn't stop him from developing as an engineer. “Some
engineers have flipped that a drummer is doing their
gig. The reality for me is that if I want to stay ahead of
the pack and earn an income as a player, it’s no longer
just about playing drums; it's about being a complete
musician and a recording technician.”
Musician/engineer/producer Jeff Bova (R. Kelly,
Backstreet Boys, Luther Vandross, Nick Lachey) moved
from a longtime base of operations in New York to L.A.,
where he has opened his own room and is doing more
and more engineering. “With programming moving more
into the hands of each individual doing their own work,
it started shifting out of the hands of the hired guns,” says
Bova about his experience in New York and his reason
for moving., Bova has a number of friends who have
also relocated from New York to L.A. because the work
is better. Like Morra, Bova has found that migrating into
engineering is a natural outgrowth of the way production
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has evolved and a necessity if he wants to
stay competitive. “Keyboards are where |
started, then programming that led into ar-
ranging and then into production,” he says.
“By virtue of working in Pro Tools, I've
become an engineer.” Bova finds that most
of his engineering work comes through art-
ists he’s producing or clients who send him
files through the Internet.

THE SILVER LINING
There are some conclusions we can draw
from this, and they’re not all negative. If

there is a big winner, it is the music.
New bands and new musical oppor-
tunities are being born by the spirit
of independence, and engineers are
right there in the mix. “Independent
artists aren't really driven to be the next
Linkin Park because it’s so hyper-unreal-
istic to think you'll be them because even
Linkin Park isn't selling like they were five
years ago,” muses Dye about what he sees
evolving from the ashes of the downturn.
“What I see happening is that the economy
has shifted the creation of music back to
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Musician/engineer Jeff
Bova relocated and set
up shop in LA.

the artist, and it’s now less about making
a product and more about making music.
The people who stick it out will be the ones
who end up on top.”

Droney believes the recipe for success
goes back to the same things that made
engineers successful in the past. “I think
that to be successful today takes what it
took back in the ’50s and '60s, when you
had to have a real passion for what you did
and you had to be tireless and proactive
about it. In the '80s or '90s, there was a lot
more leeway to get a project that had a
big budget and stumble your way through
it. There were a lot more records being
thrown up against the wall and a lot of
money out there. It's much more like the
early days in the actual fact of recording
and breaking artists.”

ACROSS-THE-BOARD CHANGES

With all this shift in job focus, where does
the newcomer fit in? Entry-level pros who
are versatile and have a variety of skills
will always be in demand. With so many
home rigs, there is an expanding market for
freelance troubleshooters and maintenance
engineers. It's not in the artist or producer’s
best interest to be the jack-of-all-trades. As
always, it’s about getting your foot in the
door. In the old model, it was as a runner;
in the new model, it might be a different
gig, but it’s the same game. Starting at the
bottom gets you access, and after that, your
own ingenuity and dedication will decide
your level of success.

As for the pro, it means hustling more,
being proactive, offering a full-service pack-
age and even developing talent. It can also
mean steering the client into a situation
where, despite the conventional wisdom
of doing it at home or on the cheap, the
old tried-and-true simply works better.
O’Donnell believes that for some projects,
booking a big room can actually save
money and make a better-sounding record.
“Some clients think a big room is too expen-
sive,” O’'Donnell says. “Yes, it costs more,
but you get it done quicker, stuff works,
everybody’s happy and they play better.”

Whatever the situation, finding the elu-
sive answer starts with possessing a broad
body of expertise and new and innovative
ways to apply it. B

Kevin Becka is Mix’s technical editor.
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Credit Where Credit's Due

BY MAUREEN DRONEY

For producers, engineers, musicians and
songwriters, proper crediting is the life-
blood of a creative career. It's how the
world knows what you've done, and it can
mean the difference between a ringing
phone and a silent one. Correct credit-
ing also facilitates royalty payments and
determines eligibility for awards—includ-
ing the GRAMMY?® Recently, as the music
industry began reinventing itself and its
way of working, both improper crediting
on liner notes and the lack of crediting
on downloaded music have become im-
portant issues.

Back in the '70s, '80s and '90s, exten-
sive liner notes—with lyrics, credits and
acknowledgements—were the norm. Dur-
ing those decades, the music business was
less fragmented, and compiling accurate
credits was relatively easy. Fewer people
were generally involved in a project, and
their roles were usually more defined:
artist, musician, producer, engineer, as-
sistant engineer/tape op. In the studio, the
assistant engineer handled project record-
keeping. Often, a production coordinator
(paid for out of the album budget) also
kept track of information.

BAD! IMPROPER CREDIT
Today, we have much more data, much
less time and job descriptions with lots
of hyphens; i.e., musician-producer-en-
gineer-Pro Tools operator. Credits, now
often hastily assembled after the fact by
someone not intimately involved with
the project, are prone to errors, omis-
sions and incorrect job descriptions, of-
ten leading to confusion down the line.

A credit on a recorded piece of music
is the permanent record of each individ-
ual's contribution; the thought put into it
should reflect that. Someone who merely
presses Play and Record on a DAW
doesn’t merit the same title as someone
who has worked for years to learn the
art and craft of engineering. Likewise, a
friend of the artist who provides moral
support doesn’t deserve equal billing
with the producer who chose songs,
handled the budget, rehearsed the band
and produced the vocal.

“The credit information in the liner
notes provided with the CD, LP or single
package is what we rely on to verify
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GRAMMY nominees and award recipi-
ents,” comments Diane Theriot, The Re-
cording Academy®'s senior VP, awards. “If
a producer, engineer or songwriter is not
properly credited, or is left off the credits,
his or her recognition in the GRAMMY
Awards process can be directly affected.”

So whose job is it to make sure each
audio pro on a project gets proper credit?
Generally, an album’s producer has over-
all responsibility for the project, including
submitting credits to the label. The artist
also has input. While it's optimum to
clarify your role at the beginning, that’s not
always possible. A song or album can go
through a lot of permutations as it makes
its way to final release, and a participant’s
role may change in the process. Confirm-
ing your title with the person in charge,
be it coordinator, producer, executive
producer or artist, is a good idea, but even
that may not be enough.

At Nettwerk Producer Management,
production coordinators are responsible
for confirming that credits for the compa-
ny’s clients are in order. Nettwerk’s Martie
Muhoberac says, “The actual terminol-
ogy for the crediting is delineated in our
clients’ deal memo [for producers and
mixers receiving a royalty], and at the end
of the project, the coordinators follow up
on that. For non-royalty-receiving clients
[such as engineers receiving a fee], we
send correct spelling and credit info to the
A&R department and artist management,
and usually ask for a label copy or other
confirmation that our client’s credit will be
correct. It’s standard practice for us that a
coordinator doesn’t close the project’s file
until he or she has seen the label copy
and confirmed that both the credit and the
spelling of everyone’s name is correct.”

Those not fortunate enough to have
coordinators working for them would
do well to be politely proactive to get
confirmation from the person in charge
on any given project.

WORSE? NO CREDIT

The widespread lack of crediting on
downloaded music is a larger and per-
haps even more serious issue. How will
anyone know that you've worked on a
song or album that has no accompanying
liner notes?

“With the steady shift of music sales
to online delivery sources, it's impornant
that online services supply a source
for credits, as well as lyrics and liner
notes,” says Miami-based producer/engi-
neer Eric Schilling. “iTunes is one of the
services that has started to supply this
information in the form of PDF booklets
{called digital booklets], which is a step
in the right direction.”

Producer/engineer Joe Chiccarelli
adds, “There’s that ‘wow’ moment when
you first hear a track and check the
liner notes to find out who produced
a particular track or who played that
great bass part. It's a thrill to discover a
new sideman or producer who makes a
truly unique musical statement. Without
access to that information, some record-
making magic is lost.

“Just as producers require in their
production agreements that labels use
‘best efforts’ to include credits in CD
packages and trade ads,” Chiccarelli con-
tinues, “producers may have to legally
ask that labels use best efforts to set
up sites where credits are viewable for
downloaded releases. Artists may also
have to demand sites where credits are
available to fans so they know who the
bandmembers are, as well as who was
responsible for writing lyrics.”

Including digital booklets on some
iTunes offerings is indeed a step in the
right direction—now it needs to become ]
standard practice. Meanwhile, the integra- |
tion of metadata into CDs and streaming
audio has made it common for “Now |
Playing” song titles and artists’ names |
to be displayed on radio receivers and +
CD players. Couldn’t those displays also 4
provide a Web address where the rest
of the information—credits, lyrics and
more—can be found? Of course it takes
time and money to provide this informa- 1
tion. Everybody knows that these are tight
financial times for the music industry. But
for those whose career success depends
upon recognition of their contributions,
it's time to start lobbying for the inclusion !
of credits as a standard practice. m

E

Maureen Droney is the executive direc-
tor of the Producers & Engineers Wing of |
The Recording Academy.
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Live Sound Assets

BY KEITH CLARK

First, the good news: Worldwide ticket sales for concerts
and special events reached $3.1 billion in 2005, an in-
crease of about 11 percent from 2004 (courtesy Pollsiar
2005 Concert Industry Business Report). The not-so-good
news: The actual number of tickets purchased decreased
about 6 percent, meaning that the larger overall sales
figure for last year probably has more to do with higher
ticket prices than with audience attendance.

It's not news to owners and management of SR com-
panies that theirs is still a competitive business environ-
ment. The figures above demonstrate, in a very general

N

-

sense, the touring market’s complex and “at odds” nature,
yet SR companies do more than just supply a rig and crew
for top-ticket shows. Are there revenue growth opportuni-
ties for live sound equipment/service companies?

Recent in-depth discussions with diverse SR provid-
ers, all of whom have spent decades carving out a living
in live sound and related professions, indicate that there
are plenty of prospects for growth. Fixed installation
(churches in particular) remain promising, and there are
myriad other ways of growing revenue.

First, though, it's important to understand that the live
sound market doesn’t comprise just one type of com-
pany; rather, it runs the gamut, from the very large, major
touring companies that primarily serve the mainstream
concert market to very small regional companies that
take care of virtually any audio need within a limited geo-
graphic area. And then there are companies of every size
in between. Add in companies that specialize in certain
types of work, such as corporate or theatrical, and it’s a
wide swath indeed.

It’s also important to note that there has been increasing
fractionalization within the entertainment industry in gener-
al. Years ago, who would have thought a monster truck rally,

pro wrestling match, roller derby, etc., would demand con-
cen-caliber audio (as well as video and lighting) to bolster
the “wow factor” of their productions. This trend has been
nothing but great for live sound providers, creating more
opportunities to keep their systems and people busy.

TAKING STOCK

Although there are numerous paths to take to realize
revenue growth, an SR provider should first look at what
the company already provides. Michael MacDonald,
president of Pilot Business Strategies (Thousand Oaks,
Calif.), a consulting firm serving audio companies, sug-
gests capitalizing on existing strengths. “Look at the core
issues of importance in all shows requiring live sound
reinforcement; for example, what's going on right now
with wireless systems, where there are emerging and
quickly escalating challenges,” he says. “The manage-
ment of RF operation, particularly at larger events, is an
area that seems pretty obvious. These events are soon
going to require a structured management effort, where
all RF users on-site will have to register their systems with
someone qualified to administer this effort, police it and
provide specialized services like spectrum management.
Many live sound companies are quite capable of filling
this need, and it will provide a good return.

“And it becomes even more important when you go to
an international level, where governments could soon be
charging wireless users for access to portions of the fre-
quency spectrum,” he continues. “A shrewd RF manager
could save a lot of money in these situations, minimiz-
ing the number of wireless channels needed and then
managing it well.” MacDonald mentions another niche
that’s usually “stock in trade” for most sound companies.
“There’s room to carve out a profit by providing system-
tuning services,” he says. “Night after night, live sound
companies are out there tuning systems, and they learn
to do this quickly, efficiently and correctly. On the other
hand, systems contractors commission a system maybe
once a month or so, and as a result, sometimes they aren’t
nearly as proficient or effective at [system tuning]. So live
sound providers can look to leverage their system-tuning
expertise in support of contractors because they already
have the trained staff and equipment in stock. This could
be potentially lucrative, say, charging a fee of $1,500 to
$2,000 for the standard tuning of a single system.”

At the same time, some aspects of concert sound work
predicted to boost revenue opportunities haven’t quite
panned out as anticipated; for example, the recording of
live shows. Ralph Mastrangelo, VP of Clair/Showco-Nash-
ville, says, “It’s a little easier to record live shows in a cost-
effective manner now, but it would be a stretch to call
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that a revenue stream. Rather, it’s more of an additional
service of value that we can offer clients, and because
this is a service business, i’s important.”

Jack Boessneck, executive VP of Eighth Day Sound, a
large touring company based in Cleveland, Ohio, echoes
the point that smart growth can be attained by first look-
ing inward. “Realize what assets you have now. Run a
SWOT [strengths, weaknesses, opportunities and threats]
analysis of your current business and translate that into
complementary areas, working to leverage what you al-
ready do well to areas that might have a need.”

FINDING NEW REVENUE STREAMS
After running a thorough “company examination"—deter-
mining core assets and clients—many sound companies are
taking their current strengths and “tuning” them to possible
new clients. Gary Gand, ca-owner of Gand Concert Sound
(Northfield, 1Il.), advocates creative thinking: “AH around
any live audio company, there can be dozens of venues
that need sound, but a lot of times, they don't know they
need it.” For example, he points to the Chicago Botanic
Garden near his shop, which has grown to be a world-class
organization, occupying more than 100 acres of property
and hosting fund-raisess, guest tours, lectures, receptions
and even weddings. Yet management hadn considered
the possible advantages of sound reinforcement to enhance
many of these events until Gand approached thein.

“I stopped by one day and pointed out that they have
a lot of needs for sound systems, and eventually, they
came to agree with me,” he notes. “This process started
with a small, portable rental system and has grown to
several portable systems that they now have available
on-site. We've sold them these systems, but it could just

as easily be a rental ded and perhaps even accompanied
by an additional staff/service agreement. The point is that
we realized some growth by recognizing the need for
sound of another local organization.”

Some tips? “Identify a potential facility and then get
out your legal pad and list out all ®f the possible uses that
facility could have for sound and ways they can benefit
from adding sound reinforcement,” Gand advises. “Fhen
approach the management armed with your information.
Regarding possible facilities, be creative, open your mind.
Museums, parks, community centers, roller rinks, bow}-
ing alleys, the local Litlle League—just keep your eyes
open as you drive around town.”

So how about getting into fixed installations? After all,
there’s a church on every corner and tons of commercial
facilities that could benefit from a bit of Gand’s creative
thinking when it comes to sound, right? Well, not so fast. It’s
true that memerous sound companies have made successful
forays into fixed installs, but it's not as simple as it might
appear. Although many of the larger touring companies
now also provide installation services, these operations are
often set up as a different department led by individuals
with long-term experience in systems contracting.

In other words, the install business can be its own
world, far removed from live sound. For example, most
states in the U.S. require some form of license and bond-
ing to qualify for work in the permanent install business,
points out Bruce Main of Vector Corp., a manufacturers’
representatve. There are state codes to follow and, ofien,
local ordinances, as well. Inspections are a norm. Labor
issues are very different. Ditto union issues. Insurance is
yet another concern, not to mention a different financial
model, where a single project can tie up valuable capital

www.mixonline.com * May 2006, MIX 88



._I.hm_innnn_Assnls

for months on end.

This is not to say that pursuing installation
business is impossible; rather, it’s best to walk
into the situation with eyes wide open. The
pro audio industry is full of horror stories
about successful live sound companies that
have been decimated by pursuing the per-
ceived nirvana of install riches.

“Our company has separate rental and
install departments and they really don't
overlap except for some minor equipment
issues. The rental guys never set
foot on actual install projects; the
customers, politics and time frames
are totally different,” Gand says.
“Unless a live sound company is
very liability-tolerant with good
insurance and smart people who
really understand the contracting
world, 1 really don’t recommend
getting into it.

“However, and this gets back
to taking advantage of what a live
company already does well, 1 do
advocate offering additional services
to the more traditional install customers,”
he adds. “So instead of walking into a local
church and trying to pitch them on a new
installed system for their sanctuary, instead
offer to sell or rent them equipment that will
supplement what they already have or that
allows them to go in a different direction.”

GET INTO THE CLUB GIG °
A continual trend in the SR world is local
nightclubs installing higher-end, state-of-
the-art pro gear—sometimes as high end as
the consoles and PA.s carried by stadium
tours. A business-savvy SR company could
advise these club owners on the proper
gear to install, especially when the acquisi-
tion must suit a club’s troublesome acous-
tics and limited budget.

Large-scale touring company Rat Sound
(Oxnard, Calif.) joined the installation market
by focusing on clubs that host live music acts.
“We're seeing what I call a ‘Hard Rock Café
approach’ propagating these venues, where
they’re wanting to offer much the same types
of systems we send out for touring,” notes
company co-founder Dave Rat. “There have
been a lot of new technology developments
that these venues want, and there’s pressure
from artists and management to stay com-
petitive with what’s on tour and in compet-
ing clubs. And that’s where we come in with
our expertise with this gear and technology,
along with an understanding of what is liked
by bands and sound engineers.”

The company offers what Rat terms
“parked” touring systems, which can be
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put into place within the venue much like a
portable system, but includes items such as
arrays flown in accordance with installation
codes. It's a best-of-both-worlds approach,
and one where upgrades don’t require ma-
jor structure and infrastructure changes.

“If you need to work on an amp rack,
just unplug and roll it out, or replace it with
another one. If a band wants to bring in its
own system, just unplug the house system
and move it out of the way,” Rat explains.

MRESSIONAL ==
PERATES

“It's also no problem to patch additional
elements into the system—that’s what we
all do on the road.”

On the regional live sound level, there
are more fairs and festivals to serve than
ever before. Positioning for contracts for
any of these events largely comes down to
one smart practice: networking. Identify the
organization’s key players and/or sponsor-
ship groups, go to their meetings and fund-
raisers, and start talking.

“Your quality of work is the only adver-
tising you should need to do,” states Teri
Hogan of Mico, Texas-based provider Sound
Services. “Serve people well, provide the
best sound you possibly can each night out,
and you reap loyalty of repeat customers in
addition to word-of-mouth endorsements
among potential clients.”

Eighth Day Sound’s Boessneck picks up
the thread: “Do your customers read the
paper? Do they look at the Yellow Pages?
And even so, are they going to call you
based on an ad? Or is the better answer to
get out there and meet the right people face
to face and sell your services?”

Hogan notes that her company has seen
an increase in corporate audio work via a
liaison cultivated with an area A/V company
specializing in the corporate market. “We're
also doing more fairs and festivals,” she adds.
“One of the specific areas where we've been
adding a new festival each year is the Celtic
music market, which has become huge in
our region. Early on, we were contracted
to handle a few shows, did them very well,

and as a result, came to be recognized as
specialists in understanding how to handle
this type of music. We've worked hard to
meet the specialized needs and expectations,
which has resulted in being at the top of the
list for supporting the growing number of
Celtic events.”

ROOM TO MOVE

We opened this discussion with some large,
relatively unrefined numbers on last year's
ticket sales, but let’s take a more fine-
tuned look to see where the market is
headed. At Pollstar's annual Concert
Industry Consortium (CIC), held this
past February in Las Vegas, keynote
speaker Michael Rapino, head of
concert promotion giant Live Nation
(formerly Clear Channel), pointed
out that only 29 percent of the U.S.
population attended a concert in
2005, with only 4 percent of that
group attending two concerts and
just 2 percent attending three or more
concerts. He also pointed out that
only 1 percent of U.S. consumer entertain-
ment spending went to concerts.

“The good news is that concert con-
sumer spending is miniscule compared to
total entertainment spending, so there’s a
lot of room to grow,” Rapino noted. The
question for live sound providers is how to
help encourage this growth.

David Scheirman, a 30-year concert tour-
ing industry veteran who now serves as VP of
tour sound for JBL Professional, believes that
the answer comes primarily from what sound
professionals should already be doing as
opposed to miraculous business plans. “We
need to ensure that every show we serve has
the appropriate sound level, spectral balance
and coverage throughout the listening area,
appropriate to the program, content, listening
space and the expectations of the audience,”
he says. “Every show we do is vital, and re-
quires care and attention to detail to give the
audience the best they can get. Or, we can
treat every show as a chore, let our egos get
in the way and contribute to a nationwide
trend of not wanting to go to a show again
because it didn’t sound very good.

“The fact is that the public regularly gets
a better audio experience from their home
systems, in their cars and at movie theaters
than they do from a live show,” Scheirman
says. “Who’s fault is that, and who's going
to do something about it?” |

Keith Clark is a freelance writer/editor spe-
cializing in pro audio. He can be reacbed
at keith.b.clark@comcast.net.
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Tools of Engagement

BY MEL LAMBERT

Audio hardware and software manufacturers do not exist
in a vacuum. They are as much a part of the industry as
the talented artists who tweak, abuse, stretch and “play”
their offerings, and as such, they respond to myriad influ-
ences that permeate the marketplace. Manufacturers in-
habit the supply side of the equation, and while they often
merely respond to the demands of engineers, producers
and artists, other times they react proactively ahead of a
demand, coming up with solutions where nobody even
knew there was a problem, let alone a new solution. In
this sense, pro audio is just like any other industry.

Audio Equipment Makers
Must Strike the Right

Balance of Science and Art,

1
Economics and Innovation ‘
|

But in many ways, the audio industry is different from
others in the tech sector. Where else do the “users” pay
a premium for 50-year-old technology while they balk at
a $499 price tag for the most sophisticated multi-effects
software plug-in? Where else do facility owners lovingly
refurbish a single classic console module 1o feed last
month’s newest CPU upgrade? Where else would an art-
ist insist on a 50-year-old mic over the latest re-creation
tuned in a brand-new factory?

Yes, our hybrid hardware/software world is relatively
unique, and as such, manufacturers face constant challenges
in assessing where, when and how to bring a product to
market. While boutique hardware manufacturers face vastly
different development paths from their software counter-
pants, they deal with some commonalities determined by
the costs of raw materials, wages and other business costs.

The pro audio market in North America can be es-
timated at approximately $2 billion. With such revenue
potential at stake, how does a company secure its fair
share of the market? Despite what we might think to the
contrary, ours is a highly competitive industry that combines
a unique admixture of artistic creativity with Economics 101.
And the rules of engagement are dramatically different for

dissimilar product offerings. A company focused primarily
on software products has a different financial profile than
a company that innovates hardware systems. In general,
developing software is a front-loaded but continually evolv-
ing process, with user feedback and platform enhancements
making it imperative that the firm stay ahead of customer
demand. Development times can be quick and the costs of
production far less than for hardware.

Hardware systems, on the other hand, requirc a sub-
stantial commitment of work hours and investment dollars,
usually involving a quantum development toward a brand-
new offering—a process that can take years rather than
months—and then the implementation of updates to keep
it cost-competitive and ahead of the direct competition.
Major upgrades need to be planned carefully because, with
longer lead times, any prediction about required features,
functions and target pricing needs to be as accurate as pos-
sible. Software can be revised in just a couple of weeks and
shipped/downloaded just as easily.

PRE-PRODUCTION: R&D

with the increasingly rapid pace of technological change,
whether in hardware or software, a strong foundation in
R&D can spell the difference between surviving as a manu-
facturer and shutting the doors.

Eventide has evolved from a 35-year-old hardware-
only company to one that offers a mixture of dedicated
DSP-centric products and TDM plug-ins, which were cre-
ated 1o support the company’s users who had migrated to
Pro Tools and other DAWSs. Currently, R&D accounts for
approximately 25 percent of the firm’s gross profit. New
hardware can take up to two years to develop from an
initial idea; enhancements are innovated more rapidly,
but the process needs to be appraised carefully. Eventide
continues to manufacture its products in the U.S.

TC Electronic, the U.S. distribution division of the mul-
tinational TC Group, defines procluct feawres for the North
American market. Like Eventide, TC offers both hardware
signal processors and plug-ins; by coincidence, this divi-
sion also enjoyed a 30 percent turnover growth during last
year, with close o $90 million per annum from approxi-
mately 450 employees. Of critical importance, company
sources stress, is the fact that virtually all of the firm’s
software and firmware has been written in compiled code
to run on Motorola DSP chips and engines. This “Write-
Once/Use Many Times” design concept means that once
the code has been optimized and de-bugged, it can be
transported reasonably easily from one intended platform
to another—a major cost-savings in R&D and support staff.
(Eventide and other mixed-use manufacturers support a
similar strategy; in fact, TDM-format plug-ins use Motorola-



complaint DSP instructions to do their magic.)

Tuming to the heavy-industry sector—the console
manufacturers—there is little doubt that DAW-based offer-
ings are signaling the demise of medium- and large-format
mixers, though analog systems continue to offer sonic
benefits that might prolong their appeal to a well-heeled
client base. Today, it’s all about control. Both Euphonix and
Solid State Logic are reaching deeper into the workstation
arena, the former with a protocol that allows System 5
control surfaces to communicate with Steinberg’s Nuendo,
Merging Technologies’ Pyramix and comparable high-end
DAWSs. SSL now offers AWS 900 controllers for not only
Digidesign under HUI emulation, but also for other DAW's
that support the Mackie/Logic protocol.

As part of its migration strategy into the project studio
market with AWS 900, XLogic rack units and Waves plug-
ins, SSL leveraged its platinum heritage and looked for
ways to improve workflow by combining analog process-
ing, monitoring, foldback, talkback, setup recall and DAW
control. More than 150 AWS 900s have now been sold, and
the company concedes that R&D investment is significant
and growing, as witmessed by severai product introductions
during the past year, with more to come. The company’s
new owners are said to be focused currently on remaining
entrepreneurial; it is estimated that as much as 20 percent
of SSL’s yearly profits—worldwide sales are expected to hit
$20 million this year—is allocated to R&D.

Euphonix embraced a long-term strategy in engineer-
ing its EuCon protocol for console/workstation bidirec-
tional control. DSP Cores of large-format digital consoles
comprise embedded high-speed EQ, dynamics and mix-
ing algorithms, plus I/O functionality—not too dissimilar
from a DAW'’s topology. So why not use a DAW as the
back end for an existent console surface?

Developing the EuCon control protocol swallowed a
significant amount of Euphonix’s R&D budget. However,
once innovated, EuCon’s major strength is that with accel-
erating support from software vendors, it brings a growing
number of products together into the audio workflow—
DAWs, for example, in addition to controlling remote mic
preamps. The firm also spends substantial amounts of its
revenue—estimated at close to $30 million per annum—on
engineering development, including large-format network
servers and SAN interconnectivity as part of its vertical prod-
uct line. Networked systems enable its products to connect
a user’s choice of platform, workstation, I/O and software
in a configuration that suits the user’s needs.

THE HYBRID MANUFACTURER
Many of the more traditional hardware companies were
quick to plunge into the software market. Nowhere is this

approach more noticeable than in the flood of recent prod-
ucts from industry heavyweight Digidesign.

Despite appearances to the contrary, Digidesign is a
hardware-driven company; stand-alone Pro Tools soft-
ware accounts for less than 10 percent of the division’s
annual take. Even in its early days, close to two decades
ago, Digidesign developed hardware that could optimize
performance of its core audio editing technologies and
connect to the outside world. In fact, until April of last
year, with the launch of LE and M-Powered systems, cus-
tomers could not purchase Pro Tools by itself. In addition
to dedicated DSP cards, converters and I/O units, through
the range of Control/Command interfaces, the firm now
offers ICON and VENUE turnkey production systems with
integral mixing and recording. The numbers are impres-
sive; the company estimates that more than 100,000 Pro
Tools—powered DAWs have been sold worldwide, with
more than 1,000 ICON systems sold in two short years.

“System” is an important word at Digidesign, and
one that has been 2 major factor in product planning in
reaction to continually changing market demands. ICON,
prior to its launch in April 2004, was in development
for close to 30 months; maintaining focus on where the
market would be two and a half years into the future,
what features it would require and what would be an
acceptable price/performance ratio with the result being
just what the market wanted.

VENUE was designed as a highiy application-specific
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version of the Digidesign DSP for live per-
formance; reliability and minimal latency
were considered critical features. Even the
core mixing engine needed to be revisited
to ensure that signal processing reacted
instantly to front panel adjustments without
muting and other funnies.

Digidesign also suppons the efforts of
third-party plug-in developers, which bring
valuable expertise to the innovation program
and underscore the product’s integrated,
system-level concept. A team of four full-
time engineers supports external developers;
such an investment of close to $500,000 per
year obviously has proven worthwhile, even
though it might be difficult to quantify a tan-
gible return on the investment.

While plug-in software from Eventide is
based on the firm's hardware and can be
purchased for a fraction of the cost, inherent
problems of PC reliability and latency—par-
ticularly for live performance and on-air
broadcasting—help ensure a viable market
for its family of Harmonizer-brand effects.
Hardware boxes pack such a wealth of ef-
fects that in the case of the HS8000FW, the cost
per effect is less than $4. Eventide expects to
grow its TDM business by executing a simple
strategy: to continuously develop and add
new plug-ins to its Anthology bundle while
keeping the bundle’s cost constant.

TC Group, meanwhile, offers Power Core
PCIl-compatible cards and FireWire-attached
add-ons to enhance the performance of its
TC6000-derived plug-ins, which are also
available in TDM versions for Pro Tools.
Power Core provides a VST/Audio Units
environment with powerful copy protection
and supports a variety of host applications,
including Steinberg Cubase, Apple Logic Pro
and MOTU Digital Performer.

SOFTWARE ASCENDANT

Founded in 1994, BIAS is an example of
a company that kept faithful to its original
vision for sample-editing software. This com-
pany, which enjoys annual sales of some
$10 million and employs 20 people, remains
committed to the Apple platform. Although
in the past three years the company has
released eight plug-ins that run on both Win-
dows XP and Mac OS X, its flagship product,
Peak Pro, continues to operate solely on Mac
systems. (Peak was one of the first audio
programs to run under OS X, and it will soon
be shipping as a Universal Binary application
for new Dual Core Macs.)

In terms of growth potential, BIAS cites
two avenues of advancement. Protecting
software can be problematic, but so far,
hardware keys have prevented unauthorized
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piracy of its pro products'. OEM offerings with
video NLEs such as Canopus Edius offer one
value-added opportunity. Bundling has also
secured added sales revenue; the Peak Pro
XT package sells for $1,199, and includes
applications that would cost $2,000 if they
were purchased individually.

Another software-only developer, Cake-
walk brings in between $10 and $20 million
a year—reportedly comparable to German-
based Steinberg. The firm's SONAR brand
has been a market leader for half a decade
and was the first DAW to run native 64-bit on
PC platforms. While management has looked
at hybrid software solutions using dedicated
DSP cards or external engines, there is a
continuing belief that a software application
running under an appropriate operating
system—064-bit Windows and/or Dual Core
Macs—can match or exceed other options.
And piracy will always be a potential prob-
lem; the firm spends development dollars on
copy protection and secure online delivery.

Like Cakewalk, Sony Media Software
offers a range of applications, from profes-
sional-evel tools for video, audio and DVD
production to products for home studios. The
company’s origins are in Sony Pictures Digital
Networks, which, back in mid-2003, acquired
Sonic Foundry’s desktop software assets
division for $19 million. (The original digital
streaming and live-event aspects remain
under Sonic Foundry’s control.) At that time,
Sony lacked a significant presence in the pro
audio and prosumer software market—aside
from Oxford plug-ins—so the arrangement
worked out well. SMS' estimated yearly sales
are now around $30 million, breaking down
to an annual growth of about 30 percent in a
crowded market. That type of growth can be
attributed to three complementary elements:
strong leveraging of the Sony brand, a con-
tinuing commitment to marketing to ensure
high visibility and regular enhancements to
the Vegas, Sound Forge and ACID applica-
tions, as well as its line of loops, samples
and other libraries of digital content. The
company’s strategy involves repurposing the
higher-end, more expensive programs for the
prosumer and MI markets, where cost can be
kept necessarily lower because of proven,
scalable technology and successful R&D.

DON'T FORGET HARDWARE!

Let's face it—our industry loves knobs and
meters. One company that has focused
exclusively on hardware is Manley Labora-
tories, which currently employs more than
50 people and spends six to eight percent
of its revenue on R&D. Innovate, to this
analog-centric firm, means developing new

concepts for mixing, microphone and signal-
processing products; it means leading more
often than following. Its key design mantra
is “Be First, or Be the Best.” Put simply, it
has a cost formula for setting retail prices
of a new product, which will result in a
wholesale price that makes it profitable; the
higher the quantity sold, the faster it recoups
a return on R&D investment. (After all, upper
management reasons, it is unafraid to market
expensive devices if high costs are required
to cover build costs.)

In terms of new improvements to older
products, the company might re-lay a PCB
to make it easier and cleaner to fabricate,
engineer an improvement or add user
features. To retain customer loyalty, Man-
ley rarely increases retail prices and some
products have been available for 10 years
or more. The company’s management en-
deavors to extract higher efficiency out of
its workforce rather than hire more people
or outsource manufacturing,

Another important issue concems the
way manufacturers can get product lines to
their customers; factory-direct is appropriate
for high-end products, but low- to medium-
cos