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Your Mix-Your Way

CONTROL % .
M-48 Live Personal Mixer

Never before has a personal mixer given you this

much control and flexibility over your monitor mix. Each
musician can have their own unique arrangement of 16 stereo
groups chosen from 40 common sources. Adjust your mix using
level, pan, 3-band EQ and solo. Enhance the playing experience using

built-in reverb and an ambient mic. Expand your options with multiple
headphones jacks, separate balanced outputs and auxiliary input. Augment a
V-Mixing System by adding M-48 Live Personal Mixers to complement the M-400
V-Mixer Digital Console or use it in conjunction with other digital or analog
consoles using RSS Digital Snakes.
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The M-48 Live Personal Mixer. A breath of fresh air for live performers.
Truly professional... Truly personal.

Niicsia S www.personalmixing.com [—a——

Audio Communication

by Roland
800.380.2580

V-Mixing Systam i
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PRESENTS

Guitar Toner

RATI

6 Application-Specific Audio Plug-ins,
created in collaboration with multi-Platinum
mixing engineer Tony Maserati.

Black Eyed Peas. Beyoncé. Usher.

John Legend. Alicia Keys. Jason Mraz.
Macy Grey. Mary J. Blige. Rob Thomas.
David Bowie. Tupac Shakur. Notorious B.I.G.
They've all turned to Tony for his magic touch.
Now, you can too.

When you're ready for the hit sound, get on the
fast track with Maserati’s custom-built high
performance processing chains.

The Tony Maserati Collection is Native, and is available separately as well as in all versions of Waves Mercury.
www.waves.com




@ You Could Buy Your Music

“I’d like to express our gratitude for your support
and your business. We know that without you and your
confidence in us, we wouldn’t be here.”

Chuck Surack
President of Sweetwater Sound

sweetwater.com Shipping ° 2-year Warranty




Gear Anywhere

Computers

Sweetwater
Creation Station

We offer a stellar selection of both Macintosh and PC computers.
We'll also install the audio software and hardware of your choice,
providing you a custom turnkey installation solution for your
studio. And did you know we build our own Creation Station PCs?
These powerful machines are made to suit your studio needs,
with audio-optimized drives, "Whisper-Quiet’ operation, top-quality
components, and rock-solid reliability. Tower, rack, or portable,
Sweetwater has the right computer setup for you!

sweetwater.com
(800) 222-4700

Toft Audio ATB-32

Mixers

The mixer is the nerve center of your operation, and we know you
want the best possible unit for your money. Qur knowledgeable
Sales Engineers are here to help you find the one that's just

right for you. We carry an incredible range of mixers from

Allen & Heath, Mackie, Yamaha, and many more.

ALLENGHEATH MACKIEE. @ Ivifuolsips TASCAM

7y ©YAMAHA

Universal Audio 6176
Preamps

There’s no more important item in your signal chain than

a good preamp — and we have a huge selection of them.
Whether you want to add “color” to your sound or seek
pristine transparency, Sweetwater has the preamp that's
just right for you, from such great manufacturers as Avalon,
Focusrite, PreSonus, and Manley, to name just a few.

SoidSae togie 4 > vinEcH (il PreSonus
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Tech Support ¢

Professional Advice

Computer Audio
Production

We know
how
critical it
is to get the best
production from your
studio. That's why
we stock audio
interfaces
from MOTU, M-Audio, and

PreSonus (among many others), as well as fully
featured console-style control surfaces from
such manufacturers as Digidesign, Mackie, and
Euphonix. Sweetwater's got the right hardware
for your studio.

Digidesign
ICON
D-Control

g digidesigmn

=tuphonix

M-AUDIO MOTU {PreSonus

Bricasti Design Model 7

Lexicon PCM96
Studio Processors

At Sweetwater, you'll find exactly what you need to create some

of that elusive studio “magic,” thanks to our incredible selection

of processors. Qur huge warehouse is stocked with great reverb,
delay, and multi-effects units from Eventide, Yamaha, Lexicon, TC
Electronic, and a host of others.

Eventide tcelectronic Jexicon dbx @ vamana @

Sweelwater
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«‘_ j_f%f 3 «"\ AURORA 6-VT Variable Trim
; AD/DA Converter

Variation on a Theme
The Aurora 16-VT offers all of
the features of the industry-
standard Aurora 16 AD/DA
converter, with the addition
of Variable Trim for all 16
analog inputs and 16 analog
outputs. This allows users

to manually set the analog
input and output levels

within a range of

+8.5 dBu to +24 dBu.

Versatile Thirty-Two Channels

The Aurora 16 and Aurora 16-VT are actually
32-channel devices. All 16 analog 1/O channels

. ., and all 16 digital I/O channels are operationai at
+ all times at all sample rates, with analog-to-digital
“conversion functioning simultaneously with digital-
to-analog conversion. All in one rack space.

" Very Transparent

Audio as Nature Intended. The sound

. you put into Aurora converters, as well
as Lynx AES16, LynxTWO and L22
sound cards, is the sound you get

out of them - pure conversion.

The depth, detail and imaging with
Aurora are, well, truly natural.
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Audio... as nature intended.

The Aurora family of converters, including

the new Aurora 16-VT, provides the audio quality,
features, interface options and reliability

that you need from a converter.

Very True.

http://www.lynxstudio.com
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Canada: +1 250 658 9540

Japan: +81 3 5723 8181

Indonesia: +62 21 6583 3535

Singapore: +65 9325 4824

Mexico: +52 999 9443514

N Hong Kong: +852 2942 2186

N UK: +44 208 941 6547

USA New York: 845 692 6922

Tel: +61 2 9648 6744 Fax: +61 2 9648 6766 " USA New York: 212 242 1039

~ Email: talktous@smartav.net Website: www.smartav.net

USA Nashville: 615 300 4827
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SONAR V-STUDIO 700

The ultimate solution for music production

—
7
-
.
- Aio Now available at select retailers, visit:

www.sonarvstudio.com/mix

World Radio History




IT'S YOUR MUSIC.
TAKE CONTROL

Introducing the next generation V-Studio, the SONAR V-Studio
700 provides the ultimate solution for creative music production
through a complete offering of finely-tuned and tightly-
integrated hardware and software.

Roland and Cakewalk, two music technology leaders, have
combined the best of their engineering talent to address the
growing needs of modern music professionals.

SONAR V-Studio 700 offers the modern music producer a
variety of unique features, professional quality components and
unparalleled support that will transform the way you work.

he SONAR V-Studio 700 puts you in contro

It’s your music after all.

SONAR V-Studio 700 in
SONAR 8 Producer
= VS-700C V-Studio Console
= 'VS-700R V-Studio Interface
+ Integrated Roland Fantom VS synthesizer
+ Rapture virtual instrument

V-Link for video integration

cakewaii(

by Roland
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Representing years of research and development, the 4099 series of
condenser microphones feature supercardioid polar patterns for supe-
rior gain-before-feedback. Fully capable of handling extremely high
SPLs, - particularly important for trumpet players - these microphones
live up to their pedigree with sound as accurate as DPAs other
world-class microphones.

The 4099 Guitar, 4099 Sax, 4099 Trumpet and 4099 Violin are multipurpose
microphones. The mounts for the 40995 are meticulously designed and op-
timized for each of the four instrument families, ensuring that the finest pos-
sible audio reinforcement is achieved when performing live.

INTRODUCING THE
PERFORMANCE SERIES

4099
SERIES

The microphones for professionals
with uncompromising demands
for musical accuracy.

\\\'I/,

’/ll\\\
MICROPHONES

DPA Microphones, inc. 2432 North Main St. Longmont, CO 80501 info@dpamics.com 1-866-DPA-MICS




FROM THE €DITOR

> Who Has the Answers?

apster seems so long ago. Really. A dotcom boom has come and gone and
N come again. A computer-industry visionary snuck in and changed the mu-

sic industry. CD sales tanked, but there was hope in videogames, and later
Guitar Hero and Rock Band. Kids were sued for piracy, but the Boss could still count
on Platinum sales. But then the credit crisis hit, and it became shockingly apparent
that the recording industry was much more a part of the Big Picture than any of us
have been willing to admit.

Professional audio has long been interdependent with the computer industry and
the greater entertainment industry, but mainly from a production standpoint. As long
as music sold, the recording chain was fed. Artists booked engineers and together they
booked studios; studios bought equipment, vintage and bleeding edge; manufacturers
built the equipment out of passion and for commerce; and ads were bought in maga-
zines like Mix. When music sold, all was well.

But production is not the issue. Today it’s ail about distribution. Make no doubt
about it: The future shape of every aspect of the recording industry will be tied to how
media is distributed, and the comfortable recording-mastering-pressing-shipping pipe-
line is as old as the 45 in an iPod world.

As the Mix editors gathered at the end of last year to discuss 2009, and this issue
specifically, the overall economy was in shambles. So we asked ourselves, in this crazy
mixed-up world where “free” is considered good business and a pickup on Facebook
can do more than a $2 million marketing campaign; where we’re reading books called
Wikinomics and The Long Tail to understand music; and where Twitter can change our
sense of “must-have” and redefine hype, at least until the Next Big Thing: How does
anybody get noticed? How does anybody get heard? How does anybody get paid?

There are no correct answers, of course. We raise the issues in the following pages,
but what works in Dallas might not work in Des Moines. A producer’s distribution
tour experience in Boston might give a band an idea in Phoenix. It's scary, but it's wide
open. And whether it's a free download promotion or a paying gig, a Webisode on spec
or a song on Call of Duty 1V, distribution is the key. And the Big Answer will come from
the community, not a boardroom. Count on it.

You don’t need to look farther than your morning paper to know the media has been
slammed by the downturn. And Mix is not immune. Sarah Jones, for the past 13 years
a fixture in the Tuesday morning Mix editorial meeting and for the past year-and-a-half
the editor, was let go in April as part of an overall company reorganization.

These kind of realities hit hard, as they have throughout our industry. Sarah was
a fixture in the industry, and though she got her start here at Mix covering software
and production tools, she grew and developed an overall sense of the industry, and of
publishing, that led to her posting as editor. We at Mix will miss her keen eye, her solid
judgment and her office-filling laugh. Best of luck, Sarah.

( d}-’bm/\ &D o

Tom Kenny
Editorial Director

10 MIX MAY 2009 | WWW.MIXONLINE.COM

MIX

EDITORIAL DIRECTOR Tom Kenny tkenny@mixontine.com
EXECUTIVE EDITOR George Petersen gpetersen@mixonline.com
SFNIOR EDITOR Blair Jackson blair@blairjackson.com
TECHNICAL EDITOR Kevin Becka kbecka@earthlink.net
GROUP MANAGING EDITOR Sarah Benzuly sbenzuly@mixouline.com
COPY CHIEF Barbara Schultz bschultz@mixonline.com
ASSISTANT EDITOR Matt Gallagher mgallagher@mixonline.com
LOS ANGELES EDITOR Bud Scoppa bs7777@ao!.com

NEW YORK EDITOR David Weiss david@dwords.com
NASHVILLE EDITOR Peter Cooper peter@petercoopermusic.com
FILM SOUND EDITOR Larry Blake swelltone@aol.com

SOUND REINFORCEMENT EDITOR Steve La Cerra
CONSULTING EDITOR Pauj D. Lehrman lehrman@pan.com

CONTRIBUTING EDITORS Michael Cooper Heather Johnson
Eddie Ciletti Gary Eskow Barry Rudolph Bob tiodas

SENIOR ART DIRECTOR Dmitry Panich dmitry.panich@penton.com
PHOTOGRAPHY Steve Jennings
INFORMATIONAL GRAPHICS Chuck Dahmer

SENIOR VICE PRESIDENT Kim Paulsen kitn.paulsen@penton.com
VICE PRESIDENT Wayne Madden wayne.madden@penton.com
ASSOCIATE PUBLISHER Mark Holland mark.holland@penton.com
ONLINE SALES DEVELOPMENT DIRECTOR Angie Gates
angiegates@penton.com

DIRECTOR, KEY ACCOUNTS Joanne Zola joanne.zola@penton.com
WESTERN SALES DIRECTOR Erika Lopez erika.lopez@penton.com

EASTERN SALES DIRECTOR Paul Leifer. pleifer@aolcom
SENIOR MANAGER. LIVE & INTERACTIVE MEDIA Erin Hutton
erin.hutton@penton.com

CLASSIFIEDS SALES MANAGER Julie Dahlstrom juliedahlstrom@p

MARKETING DIRECTOR Kirby Asphind kirby.asplund@penton com
MARKETING COORDINATOR Tyler Reed tyler.reed@penton.com

SALES & EVENTS COORDINATOR Jennifer Smith jennifer.smith@penton.com

VICE PRESIDENT, PRODUCTION Lisa Parks lisa.parks@penton.com

DIRECTOR, PRODUCTION OPERATIONS Curt Pordes
cunt.pordes@penton.com

PRODUCTION MANAGER Liz Turner hiz turner@penton.com

CLASSIFIED PRODUCTION COORDINATOR Linda Sargent
linda sargent@penton.com

OFFICE MANAGER Lara Duchnick lara.duchnick@penton.com
COPYRIGHT 2009
Penton Media [nc.
ALL RIGHTS RESERVED.
FOUNDED IN1977

BY DAVID SCHWARTZ, PENNY RIKER AND BILL LASKI

Mix Magazine is affiliated with

SPARS @



. v
' -‘

‘ ” \ Y
... I Ve never Seen

a/yz%fng more
reliable — ever.
ety N - Brad Pa/ls/ey

Brad Paisley takes his Party on the road with a Shure wireless microphone system. From entry-level to professional
touring, Shure wireless systems let you move with total freedom without losing superior sound quality. With hassle-
free setup, reliable operation and legendary microphones, Shure wireless delivers worry-free wireless performance,
every time. Why settle for ordinary when you can have legendary? Check out what Brad Paisley knows.

Visit shure.com today.

®
Check out Shure mics SHURE
on the Paisley Party tour

featuring songs from his LEGENDARY
album, 5th Gear. PERFORMANCE™
www.BradPaisIey.com © 2009 Shure Incorporated

World Radio History
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Your Vision. Amplified.

CAREER TRAINING FOR THE AUDIO AND FILM INDUSTRIES

www.sae.edu

CREATE YOURSELF WITH SAE

OPEN HOUSE
05/30/09 ATL LA MIA NASH SF
05/31/08 'NYC

on. visit our web site for more infogmna
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Stormy Weather

A Mix reader tells us about his most memorable live gig:

Several years ago, my brother invited me to hear Gregg Aliman play at one of the few concerts

we have in our little county each year. At the southernmost tip of the county on Solomon'’s
Island there is a plywood-covered band shell that backs up to the Chesapeake Bay, and for the

audience they put out folding metal chairs on the parking lot in front. As the

- ‘ concert began, dark storm clouds started brewing over the bay, and before

long there was lightning and thunder. The sky then opened up and dumped
on us a torrential rain; the stagehands rushed to cover the equipment and
especially wrap the front-of-house console as the rain started pummeling the
crowd, but the band played on.
Before long, leaks started coming through the band shell, and in a short
while the P.A. gave out. But the band rocked on, and I was in heaven. | was
in the second row, maybe 15 feet from the band, and with no P.A. you could

hear Gregg Allman’s organ, the drums, the horns and Derek Trucks’ guitar with better than
studio clarity and separation. (Their stage amps still worked.) They kept on rocking, even after
Gregg lost power to his keyboards, until none of them had power anymore. It was the best con-
cert | had ever attended, and that was the day I became a hardcore fan of Derek’s guitar playing.

Peter Wharton
Stags Cliff Studios

Chesapeake Beach, Md.

February Consumer
Changeover

We asked readers to tell us whether
the FCC's postponement of the
wireless band changeover from
February to june was a positive
decision, or whether it simply added
to consumers’ confusion.

[The FCC's decision] simply
added [to the] confusion; the date
has been set in place for years. |
remember buying a CRT TV back
in 2005 and seeing a sticker on
it about February 17, 2009—and
that wasn’t even the first I'd heard
about it. | think if people did not
know about it by that date, then
they must not care about TV and
therefore would not be affected by
it. Also, the fact that a lot of sta-
tions still turned off their analog
broadcast towers on February 17
just added more confusion. Even
my 8o-plus-year-old grandparents
knew about the change way before
it happened.

| guess one idea is that some

14 MIX MAY 2009 | WWW.MIXONLINE.COM

people cannot afford the converter

boxes, but | don’t see how an extra

few months will help that situation.
Chris K.

It was a bad decision that serves
no meaningful purpose other than
to appease stupid people with
their heads in the sand. An incred-
ible amount of money was spent
in the last two years to educate
people on what was going to hap-
pen on February 17, but the gen-
eral public was still confused and
delaying the date did nothing but
cost broadcasters more money
spent on electricity to power their
old analog transmitters.

Les Rupp

In response to our question about
the FCC's postponement, Marc
Hunt, who teaches video and sound
production to high school students
at the Harkness Career and Techni-
cal Center in Cheektowaga, N.Y,,
asked his junior-class students to
write about their reactions. Here are

two of his students’ letters:

I think it was a good idea to extend
the deadline. It allows companies
and people a little extra time to
prepare.

The day after the change was
supposed to take place, the FCC
received 28,315 calls on its con-
sumer hotline. According to the
FCC, 421 nationwide television
stations didn't terminate their
analog broadcasting until midnight
of February 14, 2009. There was a
lot of confusion about this. A lot
of people were unprepared [due
to] lack of knowledge, not enough
money or procrastination. in giving
more time to people, | think they
will understand the importance of
getting prepared.

| believe that [in] the shorter
amount of time that people have
now, they will understand the
importance of switching over and
prepare properly. Those people
who haven't switched over by now
are very fortunate to be given this
window of time.

Erick Lindberg

| think the FCC made a mistake
in postponing the changeover to
digital television. People saw and
heard advertisements on TV and
the radio for months preparing
them for the switch. Now by post-
poning it, the FCC is allowing peo-
ple who ignored the alerts for the
first changeover to continue to put
it off until a later date. People can’t
feel the full effect of the change
until the change is complete.

The FCC should have gone
on with the change according
to plan, and if people didn’t go
through the right preparations,
then that's their problem. Ac-
cording to an FCC news release,
421 television stations didn't
terminate their analog stations
until midnight on Tuesday, Febru-
ary 17. That Tuesday, 28,315 calls
were made to the FCC consumer
hotline in regards to confusion
about the transition. People were
unaware of how to reset their
televisions or when they should
do so. it's obvious that people
took the subject too lightly and
failed to adhere to the warnings.

The change to digital shouldn’t
have been postponed because the
people who ignored the issue the
first time are being let off easily
and will do the same for the sec-
ond deadline.

Marc Coppola It

Monitors come in all sizes, from the under-6-inch
minis profiled in March to the near-fields we're work-
ing on for June to custom wall-sized mains. Tell us
how you listen and A/B your tracks to get the most

translatable recordings. E-mail us at mixeditorial@mixonline.com.
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ON THE COVER

By Tom Kenny

Memphis Meets Music City at House of Blues

-L‘E

Angeles and Memphis. There's been no major

et's start with the news. East Iris Studios
is now House of Blues Studios, Nashville,
joining in name its sister facilities in Los

facelift, no change in the Tom Hidley design or
the artwork on the walls. The vibe—which has
attracted the likes of 3 Doors Down, Faith Hill,
Yusuf Islam and countless others over the past
11 years—is intact. There's just about to be a lot
more of it.

In this age of branding, community building
and viral marketing, you couldn’t have a more
recognizable name in the greater music industry
than House of Blues. Studio owner Gary Belz
knows this; he is one of the founders of the world-
wide entertainment/venue company and has run
studios under the licensed name since the early
1990s. Though he's owned facilities in Nashville
for nearly 15 years, and operated them under the
larger HOB Studios umbrella, Belz has never felt
the pull to add the moniker. Now, the Memphis
native says, the time feels right, and he’s going to
bring a little bit of the Delta with him.

“We in Memphis have always had a little bit of
jealousy toward Nashville,” he says with a chuck-
le. “It's only 200 miles away but a completely dif-
ferent world. Billy Gibbons likes to say that every
now and then a cloud comes over Memphis and
sprinkles this magical rain and we change music,
and then it moves on. It happened with Sun, with
Stax. And we tried it with House of Blues Records
at one time. But Nashville is the center. We lost
Elvis to Nashville, Carl Perkins, Johnny Cash. I've
done business here for a long time, and I've al-
ways enjoyed Music Row and my relationships
here with people like Tony Brown and Norbert
Putnam. | guess you could say I'm following a
long trail of Memphians.”

Belz is one of the truly unique characters in
an industry that is filled with characters. He is
a partner with his long time friend Isaac Tigrett,
who is co-founder of the Hard Rock and one of
the founders of the House of Blues. He and Isaac
continue to build hospitals and water systems
through the Sri Sathya Sai Central Trust for the
poor in India. He is a businessman with interests
in food, hotels and entertainment, and he has de-
voted much of his life to a deeper understanding
of our true role in this world through his longtime

relationship with a spiritual adviser. He knows to
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bass player), Gary Belz (owner, House of Blues Studios), Kenny

Greenburg (session guit‘nr player}, Darrell Brown (producer/songwriter)

the line item the studio equipment package he
might broker, and he is 3 member of the Clinton
Global Initiative. He thirks worldwide, but he
seems so local, equally at home at a waier sum-
mit or behind the bench as his beloved Memphis
Tigers lost in the Sweet 16. He moved to Encinp,
near Los Angeles, in 1990, but he hasn't lost his
Southern gentlerman charm.

“I'm really just a trustee of these businesses
I'min," Belz says. “When we renovated the Pea-
body Hotel in Memphis, | considerad myself the
trustee of George Peabody. Ard it's the same in
the studios. | don't sit down and engineer. I'm
more comfortzble an the hospitalty side, and
I've always just wanted to orovide the best rooms,
with the right vibe, for pecple to make music 'n.”

Belz purchased East Iris from Chuck and
Randy Allen in 199&, but it's not the first time
he’s toyed with the idea of establishing an HOB
Studios in Nashville. He and partner Allen Sides
bought a church on the Row in 1594 but seted
on the name Ocean Way Nashville instead. It
would later be sold to Belmont University.

The Allens built East Iris in 1997, and Belz
sold them the SSL gaoo) that now sits in the hid-
ley-designed Studio A, piciurea on this montn’s
cover. Belz in fact sold themn much ofthe gear the
studio is known for and beugh: the whole place
soon after. Whi'e A is a true A room, the frst
moves to expand East Iris really began around

2002 with the remaode! of Studio B.

“Studio B is where | got my start,” says stu-
dio manager Mike Faragone, who joined East Iris
in January 2002 owt of MTSU and was running
the place by the end of the year. “We expanded
the room by about 400 square feet for the 4000
E Series, and we brought in Michael Cronin to do
a proper acoustic treatment. I'm pretty proud of
this room because of its success and the way it
sounds.” B was the site of a recent Golden Globe—
nominated Trina Sheemaker mix of John Travolta
and Miley Cyrus for the recently released Disney
movie Bolt. It's a noted favorite spot for Shoemak-
er and producer/engineer David Leonard.

The Studio B remodel was soon followed by
the addition of a house next door, now home to
rooms for Mitch Dane and Vance Powell. The
buildout continues, meanwhile, on a house
across the street that will become Studio C, a
Pro Tools production room with two iso booths
that is expected to open this month. But the big
move is coming in June/|uly of this year, when the
Berry Hill neighborhaod will be shut down for the
oversized trucks to roll up and drop in Studio D
from House of Blues Memphis—lock, stock and
barrel—on the newly poured foundation right be-
hind Studio C across the street.

“I'm really doing it,” Belz says. “We hired this
guy, JC, who does this kind of thing all the time. We

continued on page 72
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Don’t Know Where to Start?

Qvintageking.com

new | used | vintage

WORLD CLASS AUDIO | WORLD CLASS SERVICE

Call us today and experience a whole new level of personalized service! Our staff of hands-on enginzers and technicians is the most
knowledgeable in the industry, providing friendy, expert advice you can count on. We offer the largest selection of new & used

pro audio in the world. Get the RIGHT gear the FIRST time!

A Designs Hammer Dual Mono 3 Band Tube EQ

The Hammer is all about gorgeous smooth top and high mids. It's just awesome.
it totally opens up the top and brings high mids forward in a really pleasing way.
The Hammer is crazy good!!! - Ronan Chris Murphy E

D.W. Fearn VT-7 Vacuum Tube Amplifier

The V-7 has an amazing depth and texture that adds a halo of harmonic richness to
any signal that's passed through it. Call Vintage King to arrange a demo today!

D.W. FEARN

Telefunken | USA Ela M 260

The Ela M 260 is an exceptional sounding microphone for a wide selection of
applications that is especially well-suited for drum overheads and for

acoustic instruments of all types. @m!runxm |usa

Detroit | Los Angeles | New York City

Barefoot Sound MicroMain2
“The MM27's sound amazing! | feel like I'm listening to the music, not the speakers,
and | can hear everything from top to bottam with incredible detail.
There are no surprises when the mixes leave my studio, and they translate
extremely well to the real world."- Butch Vig
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Prism Sound Orpheus Firewire Interface

All-in-one firewire interface solution for your DAW. Includes 8 channel
AD/DA & mic preamps and "Over-killer" limitars on every channel,
along with a host of other cutting-edge features.

s

¥th 3 unique character
reminiscent of dassic
electro-optical compressors of
the goiden age, the Optograph
500 s perfect for squeezing
drums, massaging vocals and for
tracking and mixing anything
that needs to sound more
finished and more like a record.

shadow hills




TRY BEFORE YOU BUY
EASY FINANCING OPTICNS
BUY « SELL « TRADE
COMFETITIVE PRICING
STUDIO INSTALLATIONS

THEGEAR |

WEEN YOU ORDER ONLINE |

Pay Later! ‘\/Bi" Later Download audio samples at
ren Ty vintageking.com/heargear
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Solid State Logic Matrix
Matrixis a SuperAnalogue™ 16 channel, 40 input mixing console with built-in signal router and multi-layer digital workstation control. in use, it's simply the most elegant
way to be creative with your entire arsenal of analogue outboard and cutting- edge digital equipment. Let us quote you on a complete tumkey system bundle with patch
bay/cabling, DAW, outboard mic pres and egs, monitors and headphone system. We can arrange complete system install and configuration on site.
Give us a call today to discuss your specific needs. :
& I Matrix.
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Weiss DS1-MK3

The Weiss DS1-MK3 compressor / limiter / de-esser is not anlyused by top masteting 3 .
engineers, but top mixers, too! Try it on the mix bus and you won't turn back. ' HEHOS Type 69 Mic PI'E/EQ MOdUlE

New presets by Bob Katz make it “plug and play.” . Y; WON'T GET FOOLED AGAIN was recorded using 69s. These
B modules re-create the sound { remember. Straight out of the
box. It's spooky. - Pete fTownshend helios

Summit Audio ECS-410 Everest Channel Strip

From crystal-clear to tube overdrive, the ECS-410 Everest is the summit of flexibility,
precision, tone and taste. It's time to change your channel!

Tonelux Universal Console

Includes up to 96 channels, with room for eqs, mic pres, compressors, control rom
section, returns, masters and the new Shadow Mix Motorized Fader System.

Yoo, ©

888.653.1184 (USA) | 001.248.591.9276 | info@vintageking.com & vintagekingaudio
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BCURRENT

compiled by Sarah Benzuly

The Move to

Music City

;amSync's documentarv shost # Came to Nash-
ville features interviews with musicians who
zraveled to Nashville to jump-start their careers,
including Manchester, England-born song-

writer Geoff Thurman and music group Stone

i
L

Gossing. According t> direciorfeditor KK,
Proffitt, “We wanted to show artists in Nashvitle

who come here seking their forzune in the mu-

sic business. Many people real'ze that there's

They don’t call it Music City for nothing. After a successful inaugural PABGm g to7 Kiashugie Evewi | colmEy i

year in '08, we're gearing up for another great event on May ig9 and 1 but the mainstream
20, 2009. Mix Nashville includes two jam-packed days of e)pert pan- ' mecia often ignores
els, master classes, hands-cn product demos and artist performances at ‘ tnis.” The documenta-
Soundcheck Nashville—two days of studio, live, songwriting. network- \
ing, education and performance! Panelists include Chuck Ain'ay, Csaba
Pefocz, Bill VornDick, Steve Bishir, Fred Paragano, John Spencer and
many more. Visit mixonline.com/ms/nashville for programming and

panelist details. o uEmartells poirit,” Proffitt recalls,
us his story.

irs was recorded to Tas-
cam HD-P2 and Zoom

Hg4 recorders. “At one

“the batteries om one
dfour Lectrosonics [UCRq1A digital hybrid sys-

- tens] failed sc we had tc use room audio from
€ x p a n d 'I n g the AKG [C 24). | wasn't happy about it because
. you can hear a lot of room ambience, but you

E d u C at'l O n can’t do ‘another take’ iniz documentary.™

, - "Audiois the next puzzle
Full Sail University (Winter Park, Fla.; with help from MR} Architectural p]ece for‘ us Tn pr‘OWd]ng

Group) has undertaken a 2.2-acve landrrark project called Full Sail Studios
Gateway, including a multipurpose/live-performance venue, two-story :tudio 4
yincluding a mulipurpose/lve-p ue, twostory cool, affordable multime-
complex, outdoor plaza and expansion of the ilm studio Backlot. Tke Full 4
Sail Live Venue is a 22,000-square-foot, acoustically engineered faci'itz with . .
seating for 500 people featuring a moveble/demountable stage and high- d’a to Cl“ea.t]ve prOducerS,
end A/V equipment. The building that hcuses the game-production and re- : .
cording studios is a two-sto- SO you can get ImageS, Wd‘
ry, 10,600-square-foct space

where hallways with over- eol and mUSIC or Sou*nd ef_

sized windows allow guests
to observe the recording pro- 4 )

cess going on inside he stu- fECtS inone tr‘USted place
dios and acoustic iso'ation

areas. The expected comple- ff‘0m ad S’ngle aCCOUf)t.”

tion date is spring 201C.

N
F
4
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—HKelly Thompson, COO of iStockphoto, on lauaching iStockaudio
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TOP 10 STATES THAT PRODUCE/SUPPORT INDIE MUSIC

Texas
California
Tennessee
New York

Wlinois

Michigan

Mississippi
Louisiana
North Carolina ,

#ho Pennsylvania

Bookshelf

Ian MacGregor
Infrasonic Sound {
recording/electrical
engineer

Main Responsi-
bilities: engineering/

move

K

producing.artists

that I bring into the

studio, as well as |

assisting Infrasonic’s o
co-owners Pete Lyman and Jeff Ehrenberg
with their sessions. I also design pro audio
equipment, mainly for Shadow Hills Indus-
tries and Standard Audio.

Previous Lives:
+ 2002-2007, Orange Whip Recording
engineer

+ 2000-2002, Millennia Media test and as-

sembly tech

My favorite recording moment was...
watching Jason Livermore mix an €P I pro-
duced/engineered for L.A. band Dead Coun-

Music Smarts: The Inside Truth and Road-Tested Wis-
dom From the Brightest Minds in the Music Business
features the music world experiences of such heavy-
hitters as George Martin, Tom Petty, Phil Ramone,
Brian Wilson, k.d. lang, Carlos Santana and many
others. Designed as an illustrated pocket guide, Mr.
Bonzai's latest book is now available from Berklee
Press at www.berkleepress.com.

MR. BONZAI

Ehtea by Davio Schwarts

try at the Blasting Room in Ft. Collins, Colo.

I knew I was in the right industry when...I
realized I could use my experience in elec- ‘
tronics to-further my interest and progress

in being a recording engineer.

Currently in my iPod: Ruiner by A tWilhelm
Scream and Ga Ga Ga Ga Ga by Spoon.

Industry News

Pro Media/UltraSound (Hercu-
les, CA) named Greg Horn to the
position of director of engineer-
ing...Greg Laube fills the newly
created director of business de-
velopment role at Margarita Mix
(Santa Monica, CA)...Wohler
(Hayward, CA) news: Jeff Mc-
Nall, manager of national sales
and market development, and
AV Group, sole Australian dis-
tributor...New sales director for
the Asia Pacific region for Fair-

light (Sydney) is Lukas Bower...
Shure (Niles, IL) hired Fred Sicko
as sales manager ftor the com-
pany's Europe, Middle East and
Africa business unit, and added
Vladimir Arezina to its global
legal services division...The Har-
man Pro Asia (Kuala Lumpur)
office added Eric Goh (regional
sales director for South Asia),
Kit Roche (office manager) and
Raymond Tee (application engi-
neer)...Distribution deals: Char-

terOak (Enfield, CT) brought on
Ansata Computer Systems Pvt.
ttd. as exclusive dealer in India;
Fault Line (Northern Califor-
nia and Hawaii) and Mac West
Group (Southern California and
Southern Nevada) join Aviom's
(West Chester, PA) distribution
group; and Reflex Marketing
(Hempstead, NY) will harndle
sales for SoundTube (Park City,
UT) for New York Metro and
New Jersey. fli

When I'm not in the office, you can find
me...at Infrasonic Sound engineering or
roaming around L.A, looking for tacos.

:

-
:
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Planetio partners (from loft)
Vince Consolo, VP marketing; Jim
Johnson, president and chief engi-
neer;and Frank Lucas, VP sates

As we worked on this special issue
of Mix, it became increasingly clear
that audio businesses that will
get roticed, heard and paid today
are those that offer value-added
services to help artists navigate
the ever-changing music busi-
ness model. Jim Johnson, one of
three partners in Planetio Studios
(Palatine, .}, knows that—even

beyond the record-
ing/production facili-
ties and services he
provides in his Carl
Yanchar—designed
studio—his clients
need an advocate.

“My partners,
Frank Lucas and
Vince Consolo, and
| have been playing a
long time and we've
made a lot of con-
nections,” Johnson
says. “One of the main things we
do with our clientele is help them
after the fact—once the recording
is done. We do everything we can
to get them shows and help them
network with promoters and man-
agement and booking agents and
other bands.”

Johnson moved to the Chi-
cago area from L.A. several years
ago because he enjoyed the Sec-
ond City's focus on quality play-
ing. The studio business that
serves as Johnson and his part-

Lillian Bertin of

Living Things in the
Bertin Family Cav-
orns studio
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Planet1o Studios—Services Set Chicagoland Facility Apart

ners’ home base is situated in
the lower level of a 10-story office
building. The 2,800-square-foot
space includes a MIDI recording/
pre-production suite in addition
to a main recording studio that in-
cludes a1,600-square-foot control
room and a live room with two iso
booths. “When | moved here from
LA, this was one of the first stu-
dios | worked in,” Johnson recalls.
“It was called Studio 53 back then
and there was an SSL console and
two 24-track tape machines.” In its
current incarnation, Planetio of-
fers a Neve 8108 board, Steinberg
Nuendo Version 4.2, and B&W,
Dynaudio and Genelec monitors,
among others. (A complete gear
list is at www.p1ostudios.com.)
However, it's the extra help
Johnson and company give their
clients that makes the studio a
unique bargain for local bands.
“We want to help further their ca-
reers. Most studios just take your
money, and they don't care what
happens after that, but we try to

lﬂ Famllg Caverns

get them the best recording pos-
sible and then try to help them get

it out there into people’s hands.”
That help includes managing
some of the bands he records, and
arranging showcases and opening
gigs. He notes the near-success
story of former clients Sleeping
Shelby, whom he recorded before
helping them build their fan base
and grab attention by appearing in,
and winning, the local Bandemo-
nium battle of the bands. Sleeping
Shelby also appeared at regional
indie music convention Mobfest,
and Johnson entered them in a
contest to open for a Bon Jovi
concert at the United Center. Win-
ning that contest, Sleeping Shelby
performed (for free) in front of an
arena full of Bon Jovi fans. John-
son was disappointed when the
band “imploded,” but he remains
committed to going the extra mile
to stimulate his clients’ careers
and create great relationships

with local bands in the bargain.
—Barbara Schultz

Living Things is a hard-driving but hook-heavy rock quartet of three
oddly named brothers—Lillian (lead vocals, guitar), Eve (bass) and Bosh
(drums) Berlin—and their guitarist friend Cory Becker. Lyricist Lillian
Berlin writes a lot of overtly political and socially conscious material,
but underneath that veneer they're a solid band with echoes of everyone
from the Stones to T. Rex to Iggy Pop in their sound. They've put out
two albums: The first, Ahead of the Lions, was recorded by Steve Albini;
their latest, Habeas Corpus, was cut at Hansa Studios in Berlin, Germany
(ground zero for classic David Bowie and lggy records), with producer
Michael Ilbert (who mixed the first disc).

Living Things also have their own studio, nicknamed the Berlin Fam-
ily Caverns, in their ancestral home in a woodsy, rural area outside of
St. Louis. The control room— which is equipped with a Quad 8 Ventura

console, and Neve BCM 10 and Neve Melbourne sidecars chained to-
gether; KRK and Yamaha monitors; and MCI 8, 16 and 24-track
recorders—is in the basement of the house; tracking takes place
in various rooms upstairs that are tied in by audio and video to
the basement. The band records its demos there and even did a



- - DeFord Scores Indie Thriller

Randy DeFord of Oak Road MultiMedia

Filmmaker/musician Randy DeFord of
Oak Road MultiMedia (Monticello, Ind.)
has been in the studio scoring the latest
independent film from 25 North Film-
wurks, Goss Acres. DeFord composed
an opening theme that is reminiscent of
1g860s horror movies for the film, which
he says is a crime drama/thriller.

DeFord uses a Dell 4600 Windows:
based workstation running Power Tracks
Pro 12.0 MIDI sequencing. He generated
all of the sounds for the theme using
vintage Roland GS64 and €-mu Proteus
1 sound modules. Final mixes come from
a Mackie Onyx 1640 analog mixer and a
Peavey Addverb III for reverbs. He moni-
tors via Alesis Monitor 2s.

“The [opening] song
combines classical gui-
tar with strings and
punctuations with harp-
sichord, timpani and low
Taiko drum patches,”
DeFord says. "The song
modulates about mid-
stream and brings in
standard drum kits to
keep the pace, and then
adds high-octave strings
to reinforce the low, me-
lodic orchestration.”

DeFord says that to
create the right mood,
he needed a soprano siren-quality voice
for melody tracking with the strings;
this was provided by singer Julie Pow-
ers. "A dual vocal was tracked for the
introductory melody, and then a high
soprano part was used after the modu-
lation to get the siren qualities need-
ed,” he says. “One of the trademarks
of the '60s-type horror films was their
use of high female voice. Star Trek was
another theme that utilized a high so-
prano voice that's become a trademark
for that original series. The qualities of
human voice could not be tracked with
synthesis or sampling. I had to have
that human element to emulate that
era, and Julie created that.”
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second ﬁﬂj-lengt}l LP for Island/Def Jan
dios (Burbank, CA). Avary and CJ Eirikssc

album, and Ocean staffer Albert
Mata assisted...Rourketown Studios
(Northridge, CA) has taken delivery of
a custom Sterling Modular console in-
stalled by Vintage King. The hybrid con-
sole features both a D-Command Control
24 and a discrete Tonelux console...In-
dia.Arie recorded and did a video shoot
for Walmart Soundcheck in Studio A
of Avatar Studios (NYC) with producer
Charles Gant, engineer Anthony Ruo-
tolo, and assistants Justin Gerrish and
Fernando Lodeiro. In Avatar Studio B,
Vampire Weekend self-produced tracks,
working with engineer Shane Stonebeck

and Gerrish assisting,..Engineer Oscar

~in Christina Aguilera’s
personal studio.

Ramirez has been working with Christi-
na Aguilera, writing and recording mate-
rial in the artist’s private studio (Beverly
Hills, CA). The facility is based around an
SSL AWS goo+ board, and SSL reports
that eight channels of XLogic mic amps
and dynamics modules were recently
added to augment the 24 channels avail-
able on the console.

Send “Sessions” news to bschultz@mixonline.com

The Rocket Summer, front: Jordan Lott. Back, L-R: Bryce Avary,
Brian Dong, CJ €iriksson, Greg Ruoff, Albert Mata.

by Blair Jackson

full song on the new album at home—the catchy
“Shake Your Shimmy.”

Where did they get their recording knowl-
edge? “t learned everything | know from our first
record with Steve Albini,” Lillian Berlin says. “We
had made some demos before the first album,
but we didn’t really know what we were doing.
After we got our deal, we went to work with Steve
and spent about six weeks with him at his place
and it was like going to recording school. Then,
we had a little money from touring and Steve
suggested we buy some stuff, so we bought a
couple of tape machines from him, and when we
got home we set it all up and started recording
on our own. He was a great teacher!”

Tne group began recording Habeas Corpus at
home, but they were dissatisfied with the results
and eagerly moved to producer lbert’s Berlin base,

where they stayed for more than eight months.
“It was actually cheaper there than here,” Lillian
Berlin says. “But it also totally affected the writing.
We basically scrapped the songs we brought over
there and wrote new, better ones.”

The members like to record live, together,
which poses an interesting problem in their
mult:floor home studio when they're engineering
themselves. Who runs the board? “That's the
gymnastics of it,” Lillian Berlin says with a laugh.
“We roll the machines, one of us jets upstairs and
there’s always five minutes of blank tape before
we play a note!” And that hasn't encouraged
them to go tapeless? “Funny you should men-
tion that,” Lillian Berlin replies. “We just got a
Pro Tools HD setup recently and discovered that,
yeah, it’s a lot easier and cheaper to do that!”

Other favorite pieces of gear in the Living

Things’ studio includes Neumann U47 and 67,
Brauner VM-1 and an assortment of RCA ribbon
mics, and Neve 1073 mic pre’s. “It's a comfortable
place to work,” Lillian Berlin says. “We can play as
loud and long as we want, and nobody cares.” 1l
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GETTING NOTICED
GETTING HEARD

GETTING PAID

ix years ago, in Mix’s May 2003 issue, our cover asked the question, “What Can Save the Mu-

sic Industry?” There was much fretting and consternation about peer-to-peer downloading, the
precipitous collapse of the major record labels, the inferior sound of MP3, the near-evaporation
of the great middle market in recording studios and the general malaise that seemed to be seeping into
every corner of the business like some sinister gas released from a super-villain's high-tech arsenal. And
that was five years before what has become the worst economic downturn since the Great Depression.
But a funny thing happened on the way to abject despair and sure ruination: A lot of people
figured out ways to survive, cope and even thrive. The music industry changed—evolved, as it always
has—and a lot people learned how to confront and even embrace the new realities of the Internet/
digital age. Sure, there were casualties along the way (with more to come) and plenty of collateral dam-
age, but by working smarter and being more open to alternative business
models—some of which seem to fly in the face of traditional ways of
working and making money in the music industry—many have discov-
ered ways to navigate through the rapids on their way to calmer waters.
There isn’t much point in rehashing what went wrong, who's to
blame, etc. We just need to understand that we're in a different world
now. For better or worse, the days of seeking out the lucrative album deal,
landing a big recording advance, taking your sweet time to make an al-

bum and then going on a long, possibly money-losing promotional tour

at the label's expense are pretty much over. Do not be fooled (or seduced) by the enormous sums being
paid by corporate giants like Live Nation and others to secure “360 deals” (albums, touring, merch, etc.)
with the likes of Madonna, Jay-Z, U2 and others—those are out of reach for 99.9 percent of artists. For
the rest, it's going to take creative thinking on the part of bands, managers, marketers, record labels and
others to succeed in the new music economy.

Join us now as Mix takes a closer look at some of the strategies being employed in different
strata of the rapidly changing music business. Barbara Schultz examines how the role of producers
is changing to incorporate extra musical realms such as career development, promotion and other
aspects once considered the domain of record companies. David Weiss looks at ways artists are
squeezing more income and exposure out of live performances through downloads, Webcasts and
broadcasts. Bud Scoppa uncovers some of the new secrets of “Getting Paid” in what is increasingly
a world where “free” rules. And in this issue’s “Mix Interview,” [ chat with Wired’s Chris Anderson,
author of the nouveau economics best-seller The Long Tail and a fascinating February 2009 Wired

cover story on the value of “free.”—Blair Jackson
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By Blair Jackson

Wired €ditor's Book The Long
Tail Sheds Light on the Changing
Music Business Model

Chris Anderson has become
famous for coining the term “long tail” to
describe a recent economic model in which,
even though we live in a culture obsessed
with and dominated by the blockbuster mov-
ies, music and books that account for around
8o percent of all sales in those categories,

there is also big money to be made these

days from the staggeringly large number

of niche and “failed” products that come
out every year. Yes, Walmart has become
the largest seller of music and DVDs in the
world, but it carries only about
10,000 or fewer CD titles at
any given time—just the hits,
really, of today and yesterday—
because the space they have
available in their retail stores is
so limited. But Anderson uses
the example of such modern

businesses as Amazon.com,
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eBay, Rhapsody and iTunes to show that when
the storage of physical items is no longer an
issue—for Amazon and eBay because they are
aggregators; for Rhapsody and iTunes because
their product is digital information—then al-
most everything, in theory, can potentially be
made available for sale, and it turns out there
is a market for just about everything, no mat-
ter how obscure. A given book or album or
song at the long end of the “tail” (in Ander-
son’s model) might sell only a few copies a
year, but when you multiply that by the huge

I understand
that everybody
wants to know
what the silver
bullet is; they
want to know
the secret for-
mula that works

for everybody.
—Chris Anderson
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number of titles along the “tail,” it adds up to
a significant number.

Anderson first outlined his hypothesis
in an October 2004 article in Wired, and ex-
panded upon it in his thought-provoking 2006
best-seller called The Long Tail: Why the Fu-
ture of Business Is Selling Less of More. In the
book, he offers a cogent and detailed analysis
of how the tremendous global growth of the
Internet and the concomitant rise in digitiza-
tion of music, movies and books are changing
economic assumptions and democratizing

both information and commerce. We
are no longer limited by the tyranny of
the brick-and-mortar sellers, who make
their buying choices based on whatever
is most popular; now, with a few mouse-
clicks, we can hunt down just about any-
thing we want, read multiple, unfiltered
opinions about whatever it is online
and, in the case of downloads, have it
immediately.

And then there is free. Between You-
Tube, MySpace, media Websites and
untold numbers of peer-to-peer music
“sharing” sites, there are hundreds of
thousands of hours of music and videos
available at no cost on the Internet. This
has, of course, had a tremendous impact
on all media—from the traditional music
business to newspapers—and we are just
beginning to understand the ramifica-
tions of this development. It has spelled
doom for many businesses—but will it
also be an opportunity for others, just as
the “long tail” has been? Chris Anderson
is on top of this trend, too: In 2008, he
wrote a fascinating cover story for Wired
titled “Free! Why $0.00 is the Future of
Business,” and that is also becoming a
book due for release this summer.

In mid-March, we talked with An-
derson about some of the issues in The
Long Tail and Free and how they relate to
the music business. [ wish I could say
he had encouraging words for music in-
dustry pros, but that is not the case.

If there continues to be a decline in income
Jor both artists and studios because of file
sharing and a general devaluation of record-
ed music—and making records becomes just
a loss-leader for bands to make money per-
Jorming live—what will be the incentive for
crafting a great studio album?

That's a rhetorical question, [ presume.
Obviously, if the studio album is viewed

World Radio Histc

as a promotional sampler, a taste of what you
do musically, which will monetize or not mon-
etize some other way, then obviously you want
that taste to be as good as possible.

When I hear that argument, though, I think of
Revolver or Sgt. Pepper: Here's what The Beat-
les did after they stopped playing live. But in to-
day’s climate, if they couldn’t then go out and
play the material live, how would they make
money off of it?

I see where you're going. You know, I'm resis-
tant to try to apply one-size-fits-all models to
the music industry. I'm resistant to tell any-
one in the music industry what to do. [ can’t
save the industry.

All I can really do is tell you what's hap-
pening from an economic perspective. I was
in bands for most of my 20s; I get this. Your
magazine is writing for industry profession-
als, right? Well, industry professionals are
probably like two percent of the people who
are in music one way or another. Most peo-
ple who are in the “music industry” are ama-
teurs; they have day jobs. They do it for fun,
for expression, for the sheer joy of it. "Twas
ever thus.

I'm a “long tail” guy. [ don’t care about
the head, and I know lots of people do, and as
a consumer [ like the head, but from an eco-
nomic perspective I don’t focus on the head.
What you're talking about is mostly the head.
There’s more to the industry than that. And I
also think that most of the non-hit musicians
were failed by the old models. They weren’t
signed to labels, they weren't distributed in
the stores, they couldn’t afford the great stu-
dios, they weren’t making the epic albums in
the first place. What the new system has go-
ing for it, of course, is it's easier to do more
of those things yourself so you're no longer
dependent, in quite the same way, on getting
that deal and working in a big studio, and
there's certainly not the same stigma associat-
ed with being on an independent label—what
does that even mean now?—or putting out
and marketing an album yourself. So, yes, it's
different, but is it worse? Not for most musi-
cians. They don’t need the old system.

What, if anything, do you take away from the
Radiohead experiment of putting out an album
and then letting people pay whatever they wanted
Jorit?

I take away that it worked well for Radiohead.
I understand that everybody wants to know
what the silver bullet is; they want to know
the secret formula that works for everybody.
There is no secret formula that works for ev-



erybody. It’s just like if you asked, “What kind
of blog works well?” There is no formula. Ev-
ery blogger has to figure out their own path,
their own way. It’s the same way for bands. It
used to be possible that if you were fantasti-
cally lucky, you could just let the system handle
all the business nonsense—get signed and let
the pros do the work. That’s just not the case
anymore. Every band has to be their own busi-
ness manager and create their own marketing
and figure out what’s right for them and their
audience. I know it’s tiresome. I know it’s not
what they signed up for, but it's the only way.
So the Radiohead example would not work with
everybody.

I hear that for your new book, Free, you want to
allow people to read it for free online. What do you
think that will do?

I don’t know exactly. I think it will be a fun ex-
periment. The aim is to maximize its reach.
Free lowers the barrier of entry to zero so more
people will sample the book one way or anoth-
er. [ believe in the physical book. The difference
between books and music is that the physical
book is, for many people, still the superior
form; especially to read 80,000 or 100,000 or

more words. For most people now, though,
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the CD is the inferior form. They don’t want
it in that form; they want it on their iPod, so
if they buy a CD, they have to rip it and then
they have to transfer it and it’s a hassle. Free
works in books terrifically because the free digi-
tal form is a sampler for the paid physical form.
Free works in music, as well, where the free
digital form is marketing for the paid experien-
tial form—the concert. But the downside is that
people have to go on tour, which is a hassle. Not
everybody can, not everybody wants to, etc. In
a sense, free works better for books because ev-
ery author can use it, whereas free music only
really works for touring bands.

Concerts are where we have the least control, as
an audience, especially when it comes to pricing.
Bands are trying to make up for losses in album
revenue by charging more for tickets. So you have
all this free stuff on the Internet, which is great,
hut the concert experience is becoming increasingly
available only to an elite.

Yeah, could be. That would be bad. The whole
concert world is not there yet. We still haven’t
figured out ways to promote concerts properly
and we haven't figured out ways to keep the mo-

nopolists out of it. It's disappointing how unre-
formed the concert business is. The StubHubs

ADC1 USB

of the world were a huge advance because that
added at least some democracy to the process.
Before, it wasn’t price that determined if you
could go, but could you take the day off work
to stand in line or to speed-dial a number? So
now with the StubHubs of the world, you can
at least pay your way—money can talk. But as
you say, it limits who can go to a show, which,
of course, is a bad thing.

It seems completely corrupt to me—the way these
online companies get tickets before the general pub-
lic, and then they charge these exorbitant prices. To
me, it feels worse than the days when a few scalp-
ers would be outside a venue peddling high-priced
tickets.

I can see that. It probably is corrupt. It’s bro-
ken. But there are lots of industries that are
broken right now. I have confidence that con-
certs—unlike a broken industry like the CD in-
dustry—are still an incredibly important part of
the music industry and will probably only grow
going forward. There’s nothing wrong with the
product; it's the industry around the product,
and what will change that is for people’s buying
habits to change—to not pay the high prices,
or for bands to figure out other ways to reach
more of their fans.
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TV, Webcasts, closed-circuit...

All those things. The bands that succeed are go-
ing to be the ones that figure out the best way to
reach their fans.

The way that songwriters have traditionally been
paid is sort of an early version of micropayments,
where you get two or three cents from your song
being played on the radio. But now you have a
world where there are zillions of Internet radio
stations competing with terrestrial stations. Cou-
pled with the trend toward not paying for mu-
sic at all, this has left songwriters as particularly
vulnerable.

Well, aren’t Internet radio stations supposed to
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chris anderson

1 Enterprise

be paying royalties?

Sure, but my understanding is that many of them
don’t, and it’s tough for ASCAP and BMI to police
that and regular and satellite radio.

So how can they enforce that they get royalties?
I don’t know. My sympathies are mixed on this
one, I think the royalty rates are kind of too high
for Internet radio. I wish artists could opt-in or
opt-out. Everyone who puts music on MySpace
for free has pretty much decided that they'd
rather give the music away and reach an audi-
ence than be paid for it. [ wish there was an easy
way for them to enable Internet radio stations to
distribute their music for free, as well.
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This whole conversation has been based
on the assumption that musicians want to be
paid. Are you sure that's true? I know some
musicians want to be paid. But I think there
are a lot of musicians who would really just
rather be heard. Being forced to pay for mu-
sic, whether it's the Internet station or the
consumer, interferes with being heard. I think
people should have a choice—do you want to
be paid or do you want to be heard? Because
it is a choice.

Well, getting heard is a crapshoot in itself.
Absolutely, but your odds of being heard are
improved if you lower the barriers to entry.
How can artists learn the ropes of where to go and
how to get heard?

Again, it's like asking how can bloggers learn
the ropes. Participate. See what other people
do. The idea that you can be an “artist,” iso-
lated around your art—it’s a lovely idea, but it
just doesn’t work anymore. Somebody in the
band has to be the marketing lead. They have
to build the presence, maintain the presence,
they have to do community management, they
have to do the e-mail list. You've got to have a
business head. If you want to be a commercial
band, then you are entrepreneurs and you're a
startup company, and no one’s going to do it for
you; you've got to it for yourself.

No Doubt did something fascinating the
other day: If you go to one of their concerts, you
can get their entire back catalog for free. This
is a pretty good incentive to go to one of their
concerts.

With so much free stuff out there, has the relative
success of iTunes and Rhapsody surprised you?
They’re not selling music as much as they're
selling convenience. It's a time-money calcu-
lus. If you're young, you've got more time than
money, so you're more likely to use peer-to-peer
more. If you're older, you've got more money
than time and you will pay for convenience. So
to me, iTunes and Rhapsody are simple con-
venience: “I can’t be bothered to track things
down on peer-to-peer, and 99 cents here or
there, or $14.95 a month is just not meaningful
to me compared to my time.”

Is there anything that you said in The Long Tail
that has been changed by circumstances of the
market since?

Not really, but there were a lot of misunderstand-
ings about The Long Tail, which I attempted to
deflect in the book, but which were misunder-
stood anyway. The first was this notion that I
was announcing the death of the blockbuster,
which is not true. It's the death of the monopoly
of the blockbuster. The second is sort of my own



fault because of the subtitle we put on the book.
Fundamentally, The Long Tail is about culture.
It’s true that you can build businesses around
the long tail [concept], but most people won't.
Most of the long tail's effect is just cultural diver-
sity and variety, and | think everyone assumed
they could make money on the long tail, which
is not the case. Only the aggregators really make
money in the long tail. You can build an audi-
ence in the long tail, you get more choice as a
consumer in the long tail, but by and large the
long tail is dominated by nonmonetary forces. I
wrote it as business book, so it's my own fault if
people read it entirely through a business lens.
But it’s a business book because culture books
don't sell. [Laughs]

So is Free a tangent from The Long Tail?
Somewhat. The chain of logic goes like this: In-
finite variety—which is what The Long Tail is
about—was enabled by unlimited shelf space.
Unlimited shelf space is only possible when
shelf space costs nothing. Free shelf space cre-
ated a cultural revolution that we're all enjoying
today. What else can free do? So that’s what the
new book is.

How much of all this is generational?

Alot!

I'm a baby boomer. I've never downloaded
something peer-to-peer. I still love CDs, but I've
certainly benefited from the long tail of e-com-
merce. 1've gotten incredible things from Ama-
zon and other places I thought I'd never find.
It's not entirely generational, but it’s heav-
ily generational. Basically, everything I do di-
vides readers into two camps. There’s people
over a certain age—I'm not sure what that
age is; maybe 30—and they're like, “No way.
This is complete bullshit.” And there are
people under 30 who say, “Duh! You wrote a
book about that?” My kids can’t believe what
an idiot I am for writing a whole book on
“free.”

My teenagers haven't really explored peer-to-
peer, which I personally think is to be admired,
so they buy from iTunes or, actually, they prefer
the sound quality of CDs, as do I. And they'd
never listen to music on an iPhone. But then,
when I think about this issue historically, we lis-
tened on shitty transistor radios, and commer-
cial cassettes were pretty bad.

That's right. MP3s are worse quality than
CDs—I guess. 1 can't really hear the differ-
ence, to be honest. 1 suppose that disquali-
fies me from talking about music because

I'm such a cretin. Unfortunately, I'm often
listening to music on headphones on air-
planes, so I'm not really the guy to be tell-
ing the difference between MP3 and WAV.
[Laughs]

When you go around the country speaking, do
you find that people are desperate for solutions
to all this?

I think some people are desperate for solutions.
I find the words “music industry” to be really
limiting. When they say “music industry,” what
they really mean is record labels. And frankly
I don’t have an answer for the labels. Maybe
they’re going to go away. It happens. But when
you look at the rest of the music industry—the
artists themselves who are by and large able to
get an audience—it's okay for them. The fans
get extraordinary exposure to the diversity in
new music. The touring, the licensing, the mer-
chandise—in some ways it's never been better.
For the labels it’s never been worse. [ don’t re-
ally feel music needs to be fixed. 1 don’t think
there’s anything wrong with it. | think there’s
something wrong with the very narrow slice of
professional, classic distribution of music. Ill

Blair Jackson is the senior editor of Mix.
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By Barbara Schultz

t's 12:15 p.m. on March 27, 2009. Remember this so you won’t
blame Mix magazine if everything in this feature is old news
by the time our May issue is printed {around April 30). The
music business—all business—seems to be changing that
fast. Within months, we all saw “social networking” transform
from trendy buzz words to an essential promotional tool, along
with viral marketing, “freemiums” and “tweeting.” In some ways,
the entire music-business model has turned upside down. How
many times have you read in Mix’s live sound section that an art-
ist or band is “touring in support of a new release™? Yet that’s nat
necessarily what's happening. More likely, an artist is giving away
new songs online, or at least streaming them, te drive paying cus-
tomers to their shows—the one source of revenue and in-the-mo-
ment musical joy that no one can really experience online. even
if the concert is streamed live worldwide. You den’t see Michael
Jackson rolling in the money from a farewell double-album—yet.
For newer acts especially, the process of artists accumulating

a fan base and promoting music to the poini where the parties
involved can quit their day jobs has changed completely. So it fol-
lows that for music producers—those musician/therapist/par-
ent/business manager/advocate types who have often played for
points—it’s a new world. We talked to a handful of ultratalented
producers in our industry who
have addressed the morphing
model by stepping up their
involvement in their clients’
careers, doing every job from
artist development to putting
together Dbusiness plans to
producing on spec. Not sur-
prisingly, most of these guys
were already wearing a lot of
hats when file sharing started

James McKinney

rocking the boat.
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For Newer Artists,
Producers Who
Multitask Can Make
All the Difference

The Producers
Carmen Rizzo is a two-time Grammy nominee whose talents as
un electronic musidian, mixer, remixer, composer andfor produc-
er have contributed to recordings by Seal, Coldplay. Alanis Mor
1ssette, Paul Oakenfold and many more. He also co-founded the
world-beat/electronic-fusion group Niyaz and co-produced the de-
but release from the collaboration Lal Meri (Six Degrees}.

Producer/engineer/mixer Branden Mason began his ca-
reer at Bearsville Studios, and along the way has worked on
recordings by Norah Jones, Tim McGraw and Ricky Martin.
Other clients include New Order, David Bowie, the Secret Ma-
chines, The Zutons and his latest focus, rock 'n’ rollers Loomis
& the Lust.

An R&Bfurban-music producer/keyboardist/composer/ar-
ranger/vocalist, James McKinney has performed with luminar-
ies such as Stevie Wonder, Rachell Ferrell and Kenny Lattimare,
as well as discoveries like Eric Robeison and Annaya Gregory.
He runs independent label New Moon Recordings, and co-pro-
duced/co-wrote the 2009 Grammy-nominated performance
of “Loving You” (Music) by Wayna and Kokayi

Nashville-based producer/guitarist/label exec Paul Worley is
a two-time Grammy winner for his work with the Dixie Chicks.
His many other production
credits include Big & Rich,
wham he signed as a new act
to Warner Bros. in ‘02 when
he was VP of A&R there, and
smash Capitol artists Lady
Antebellum.

The Front €nd

Anybody can make a record
now, but the business of getting

music out there and making



sure listeners take notice and maybe pay for it is changed. How has
this affected the way you approach new work?

Rizzo: It's important for someone like me to choose records care-
fully that I can truly get [more] work from. You want people to say,
“You worked on that record? I love that record,” and want to hire
you. | can remember many years ago | mixed a Britney Spears
song for a producer, and I thought, ‘Shit, will I be getting calls for
this kind of work?” Thank god the song was not on the album...

For so long, you got a call from a record company, you
showed up, worked and they paid you in 60 days. It was almost
like you're a plumber; that doesn’t happen anymore. | made the
conscious choice a long time ago to carve out my reputation
and take chances on music I like rather than just work for hire.
It has paid off. You have to go out and find the work. You want
repeat customers.

Mason: For the most part the model of label A&R developing
talent isn’t really in place anymore, so the producer has to do the
A&R part. You try to find an artist that’s really comfortable on-
stage with a sound that’s well-established in their own minds—
then you can get down to the heart of crafting and presenting the
artist’s vision in the studio. This begins to take shape during pre-
production. It's important to make sure you're not searching for
each song’s basic concept when you get into the studio because
you need to turn records around pretty quickly today.

Last summer, I came across a fantastic rock 'n’ roll band from
Santa Barbara [Calif] called Loomis & the Lust. They found me
through my manager, Joe D’Ambrosio. They wanted help to take
their music to the next level. They sent me demos, and I shared
advice about how they could develop their sound: try a different
tempo here, rewrite the bridge to this song. Once we got to where
it seemed like we had an album together, I went to Santa Barbara
and stayed with them for a few weeks, to continue working on the
songs. That all happened before we went into a recording studio.

McKinney: I'll always take a chance on artists | believe in. If |
think the artist has a future, I will A&R the whole record, even as
far as developing a business plan for the record, developing the art-
ist, production, all the way through art direction for their release.
A producer has to do everything in their power to make sure the
release represents their best work.

Worley: Our business, as a business of only providing produc-
ing, engineering or owning a
studio—any of those creative
services—is dying. Now we
have to be much more en-
trepreneurial in our thinking
about whom we choose to
work with. Look at them as an
act, and say, “Is this the kind
of act that is going to succeed
and have a career, regardless
of whether or not they are

Carmen Rizzo

signed by a major label?” I'm
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doing a lot more work at discounted rates upfront, and even for

free upfront, to be involved with people I think have a furure.

The Value of Free
We're all trying to make use of promotion methods such as viral mar-
keting—giving music away to create buzz and reaping the rewards of
a larger fan base. Radiohead gave an album away, which generated so
much interest that they made a great profit. Nine Inch Nails did a simi-
lar thing last year. What is the strategic value of “freemiums™?

Rizzo: | think it’s important to give some music awav, but [ don’t
subscribe to the Radiohead idea of giving away a record for free. |
believe in giving the fan something like a free download of a song.
| personally—and I've been saying this for years—think the future
is a subscription-based fan. Meaning, let’s say you're Radiohead
and you've sald countless records, and you have 1 million loyal
fans, and imagine you don’t
need a record company. You
just have a small office where
you mail out your product and
your fan pays, let’s say, $30 per
year. And for that fee, they gel
a physical CD, a digital down
load of the album, a T-shirt. a
discounted ticket when they
come through your town, and

-y

a newsletter. =
Brandon Mason

E

Mason: | think that as long

WWW.M.XONLINE.COM | MAY 2009 MIX 33




Getting the Il Noticed

as the music is self-released, we're using it as a
marketing tool to get people to shows. Of course,
we're selling CDs and merch at shows and on-
line, but generally the music should be available
for free to listen to, streaming on their MySpace
page. [With Loomis & the Lust], we're using re-
corded material to promote the live shows. We
would like to get the record to a label so that
songs can be sold to a wider market, but “free”
right now is a promotional tool and a marketing
tool to generate interest and create fans, and to
generate excitement that we can take to the re-
cord companies.

McKinney: I'm more in favor of streaming
or sampling than giving away a record. I love
the viral marketing effect that [social network-
ing sites] have because you can make the music
available without giving it away. Also, the whole
fear of file sharing never really bothered me
much. When | was growing up, we had tapes
and we made tapes for friends and it wasn’t a
big deal. I don’t think it's different now. It has an
impact that people burn CDs, but to have music
available for people to listen to and become fans
is very important because what I want for my
artists is real fans who will buy a whole album.

Worley: Early on, I believe in giving 100 per-

‘\

cent to start any business. If you're a young act,
give your music away early on: Give it away on-
line, give it to your fans. The data is showing that
ifyou become popular, people will come back and
pay for the music that you gave them and more if
they feel that you have something to offer.

Here's an example: There was an artist—
this is about two years ago—and he wasn't a
straight-down-the-middle kind of artist, so the
label was wrestling in their minds over how to
promote him. His manager said, “Let’s just go
out on the road and stir something up.”

So he went back to Athens [Ga.], where
he’s from, and the manager started stirring
up interest and was able to go back to the la-
bel and say, “You need to come down and see
this.” So the label guys rode down to Georgia,
went to see him at a club, and it was a dream
come true: They saw cars and pickups and
hundreds of kids milling around the parking
lot, and they go in and it's packed. It was an
incredible show.

So they went up to the manager afterward,
and said, “How did you do this?” And the man-
ager hemmed and hawed, and said, “Well, we
kind of spread some music around and got peo-
ple familiar with the music.” And the label ex-

ecutives said, “What music?”

They had been giving away the label’s mu-
sic in that marketplace to get people excited to
come to shows. At first the label executive was
irritated. He said, “You're giving away my mu-
sic? You have no right to do that!”

But it got everybody excited, and he’s been a
very successful act, with very successful records,
and the largest sales market, percentage-wise, was
that market where the music was given away.

Facebook Fans
Social networking sites were trendy when they were
introduced; now, they're just part of the fabric of so-
cial interaction and music promotion. What's the
best way to use these tools?
Rizzo: I have thousands of *friends” on My-
Space. How many of them are really fans? I'm
not sure. But you have no choice in servicing all
social networks, as well as your Website. This is
the only way you can market yourself for free.
But you should also not fly the flag too high of
your play counts or how big your fan list is, be-
cause you have to take it with a grain of salt.

But everyone uses this now. Even the majors
and the heavy indies, with the few in-house staff
they have, that's what they’re doing: viral mar-

"With the Recoils, I'm really
enjoying the balances, especially
the low end which holds up at
low volumes as well as foud.
When | isten lo the recordings
elsewhere, I feel the results are

I was suspect at first, but ater
a few minutes with the Recoils
1 realized how much difference
they made. Especially on the
low end. I'm keeping these.
They work.

"My nearfield speakers sound
belter on the Recoil Stabilizers
than they did without them. The
bottom is solid, the vocals are
clear and my speakers don' fall
down. It's a great product.”

I trust my ears and how stuff
hits me. Because | work in the
same place all the time, |
immediately know when things
get better. I'm excited again!
The Recoils look cool, are well
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a more focused low end and
more definition of where things
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They're are an inexpensive
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“The imaging and solidity of
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keting on the Web. I tell new artists it's not easy,
but you can do the same thing yourself.

Mason: People don’t turn on the radio to hear
new music anymore; it's passed from person to
person. That's the new radio. Somebody sends
you a song with the e-mail heading, “Check this
out.” Or people spend hours clicking from one
link to another, finding some new music to fall
in love with. So social networking is an impor-
tant way to generate interest.

McKinney: Not only do fans get to stream
the music and listen to it as many times as
they like, they can also see what the artist is do-
ing—find out where they're playing, get more
information, read their blog—and these are fan-
building things, which are very valuable.

Worley: I think that as a new artist, you get
involved in [social networking], and you do it ac-
tively, and you get good at it, and you talk to peo-
ple who want to reach you on the Internet. You
make yourself available. That’s where you collect
your fan base and your data. If people engage
with you, try to give them something, whether
you're just talking to them or giving them mu-
sic. But get them involved in your culture, and if
you can, get their phone number or their e-mail
address. Then you've got something of value.

1 have to say that | am very “The Recoil Stabilizers are

Live Rutles

With artists giving more and wmore recorded music
away and counting on revenue from a live perfor-
mance, where’s the money for producers today?
Rizzo: One point that needs to be made is that
producer points are almost useless these days,
in my opinion. Getting paid on the back end
is often hard to collect. If you're the producer
of, say, a Beyoncé record, then this doesn’t re-
ally apply, but for 90 percent of producers out
there, it’s essential to get paid up front rath-
er than get paid on the back end and hope it
makes money.

Mason: When [ decided to get into this in-
dustry, | wasn't interested in only being locked
up in a studio with clients to make records. |
wanted to be involved in developing artists from
the ground up, and then continue to provide
guidance and support for the project after pro-
duction is finished. it's very rewarding on a cre-
ative level, and it means [ have a financial stake
in more aspects of their career.

McKinney: As a producer and a label owner,
I have to make sure that the investment always
fits the business and the budget of the record. |
always look at going beyond just being the pro-
ducer to being an investor and a middleman.

I have groups like Fertile Ground out of Bal-
timore, an independent group that has put out
maybe six CDs in the past 10 years and has sold
well over 100,000 CDs, a lot of them at live shows.
Same thing with Eric Roberson. He's constantly
on the road and keeps putting out a new record
every year, and sells hundreds of thousands of
records as an independent artist. So the record
and live shows are not separate for me as an in-
vestor; they go hand in hand.

Worley: I'm not just a producer; artist devel-
opment is what I do. I always intend to be in-
volved in my artist’s culture, not just their studio
career. If I'm going to take on a client, 'm tak-
ing them from the ground floor up and giving
them the benefit not just of my recording ability
and my collective years of wisdom; 1 also want
to be involved as a manager and as a publisher. |
might not be into all these things for every artist
I work with, but at least some of these things, so
if I develop their career I have an opportunity to
participate in the income and the career the art-
ist is making. Il

Have any of your projects benefited from the model
of giving music away as a “freemium’? Send your
stories to mixeditorial@mixonline.com.
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Gettin

Paid

By Bud Scoppa

o0 you're struggling to make a living doing something

you're good at and enjoy, but it’s like the Wild West out

there, where most of the laws have yet to be written and

it appears that nobody is in control. With the assump-
tions you made when you decided on a career in music as out-
dated as yesterday’s papers, you need a new map 10 set you off
in the right direction—to figure out where the money is. But that
map doesn’t exist.

The traditional music business model, which is based on the
selling of physical product. may be irreparably broken. but at the
same time music is everywhere: streams, downloads, rningtones,
ringbacks, videogames, music games, video jukeboxes, video on
demand, Webcasts, podcasts, widgets and more, as well as the
traditional media of radio, TV, movies and—oh yeah—CDs.

In the sixth edition of their reference book, Music, Money
and Success, attorneys (and brothers) Jeff and Todd Brabec de-
vote 30 pages simply to laying out the various areas now in play
in the constantly expanding digital realm. “In this new world,”
they write, “you have a combination of the old rates, concepts
and laws applying in some cases, with other areas being subject
to the negotiation of completely new rates based upon new busi-
ness models, laws, negotiations, court decisions and developing
industry practices.”

Is your head spinning? Join the club. Not even the best and
the brightest have figured it all out.

What haven’t changed are the basic components: the song
and the recording themselves. But how much revenue can they
generate, and for whom? This is where it gets complicated. In
new media, recordings—and the songs they contain—can be ei-
ther downloaded or streamed, with separate licenses and royalty
rates for each. Audio works fall under the category of mechanical
rights, just as they do in the physical world, while streams, like
radio or TV airplay, fall into the area of synchronization rights.
Downloads and streams can be either audio-only or audio/visual.
Mechanical only applies to audio works; once you put a visual
behind a recording, it falls under the synchronization right. And
when a copyrighted work is used as a ringtone, in a videogame
or in some other nontraditional form, additioral layers of com-
plexity come into play.

“Everyone’s wondering where the income is coming from
and how do I survive®” says author Jeff Brabec. “You've gotta
know how the business works to know where it’s all coming
from. You don’t want to miake a bad deal, that's for sure.”
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There Are More Outlets Than
€ver for Intellectual Property,
But Where's the Money?

“There doesn’t seem to be an ineredibly high expectation on
the part of a lot of bands about the whole ‘get rich’ thing any-
more,” says ASCAP’s Tom DeSavia, a former A&R executive.

“Now, it’s, ‘How do I make a living salary> How do I survive?”

“A musidan wanting to ‘make it’ is going to have to com-
pletely change their conception of what it means to ‘make it’ in
2009 versus 1995, artist Amanda Palmer asserted during a panel
at SXSW. “Being a superstar is conipletely diluted nowadays...
I’'m spending a lot of time connecting with fans, and | don't feel
as much of an artist as much as a promoter of Amanda Palm-
er. All of this instant connection has taken the place of making
art. An idea that might have translated into a song before might
now go into my blog instead.”

“Looking at young artists, the ones that have vision and drive,
and for whom the major-label deal is not the Holy Grail, are go-
ing to succeed.” said Michael McDonald of Mick Management
during the same panel. “If the definition of success is to make
a living, and degrees of how comfortable a living, that needs to
be the goal.”

Useful Information

According to BMI new media guru Richard Conlon, TV is now
the primary revenue generator on the performance-rights side,
having overtaken radio. And while new media presently repre-
sents less than two percent of the pie, it's growing rapidly and
generating revenues at a multiple of that percentage. Almost all of
the usage is from streaming via subscription services like Rhap-
sody, MusicNet and Napster; ad-supported major portals like
MSN, Yahoo! and AOL,; social sites like Facebook and MySpace;
and mobile services including cell phone radio, ringback tones
and audio/visual. Breaking down A/V, about one quarter of all
streams are music-intensive. All of these areas are growing.

“At BMI. I think we’re very well positioned for a usage-based
economy and a service economy,” says Conlon. “We don’t care
about selling products or manufacturing discs. We care about
monetizing use, and use is what's gonna happen, whether it's
subscription or ad-supported or bundled services with I1SPs.”

Hybrids Get Good Mileage

The days of butting all your eggs in one basket are over, accord-
ing to New York—based manager foe D’Ambrosio. “In these de-
manding times. the lines have blurred and people have to do
other things.” he says. “Since 1 went on my own eight years ago



to represent producers, engineers, mixers, composers, arrangers
and writers, the lines between those roles are gone. We now get
paid for the job.

“On my dient Teny Viscontfs high-profile projects, the money
is there te hire his engineer. But with ether artists he's working with,
he's happy to engineer and mix himself. He also arranges, plays bass
and sings background vocals, but he's not yet taken a writing credit.
If he introduces a line, he doesn't think it's proper to take a full writ-
ing credit. On the other hand, Jay Newland, who built his reputa-
tion producing, engineering and mixing tracks on Norah Jones’ first
record, is being asked to sit in on writing sessions. He's not Kara
DioGuardi, but he absolutely contributes a lot to songs and has been
encouraged by record companies to sit in with writers and be a part
of the process. But he came back te me, God bless him, and said, ‘I
don’t want to take a credit unless } can contribute."”

The Performance Rights Act. a piece of legislation that would
require radio stations to pay a fee for the music they play—which is
the case in other countries—is now being debated on Capitol Hill.
It would compensate labels and artists, musicians and backing vo-
calists, and also, if they obtain proper letters of direction, produc-
ers, mixers and engineers who are contract royalty participants.

If you're a producerjengineer like Newland, you might want to
think nrore seriously abeut, when it’'s appropriate, getting a piece of
the songwriting action. “I wouldn’t put it that way,” Jeff Brabec replies
with a laugh. “You can if you want to. But so many producers are real
contributoars, also. Song ownership is a valuable source of long-term
income. and ane which is not touched by the record company.”

We'e used to seeing the P-E-M credit; will we start to see a P-
E-M-S credit?

Old-School Vs. New-School

As for the traditional record business, most observers feel it's only
a matter of time before the whole thing crashes down; one person
I spoke with predicts that a number of major labels will be gone by
this fall. In the meantime, the labels’ attempts to recast artist con-
tracts as revenue-shasing deals, with the record companies taking
a piece of the touring and merchandising, have been greeted with
disdain by many artist managers.

“They want to share in that revenue, and they don’t want to help
you build that revenue—which is antithetical to sharing in that reve-
nue,” says D’Ambresio, referring to the labels’ abandonment of tradi-
tional artist development. “Ata managers’ panel | attended at SXSW,
all of them said, “We're no longer focused on CD sales; we're focused

on merch and live shows. But our artists need to make new music

to play at their shows for their audiences.’ And one manager said,
‘We're not burying the record labels, but we really don't need them
as much as wedid.’ I don’t know if that’s really true. They don’t need
the old model, but I think you still need a focused team to bring their
expertise to a project. Even though it’s diminishing, the major labels
are still the only ones with the power to break records.”

That may be true, but the breaking of records has less and less
ta do with establishing and maintaining careers in the brave new
world. While a handful of indie bands, including the White Stripes.
Death Cab for Cutie and The Decemberists, have accepted offers
from major labels to make the most of the career momentum
they'd established on their own, others have turned down lucrative
offers from majors in favor of sticking with indie labels, which gen-
erally split net revenues from sales of physical and digital product
with their artists on a 50/50 basis after expenses. They include Ar-
cade Fire, Spoon and M. Ward on Merge; Sufjan Stevens on Asth-
matic Kitty; and The Shins and Iron & Wine on Sub Pop.

Son Volt, which recorded three albums for Warner Bros. in the
’90s, recently made a 50/50 deal to release new album American
Central Dust on indie label Rounder. “That’s the way it seems to be
going,” says bandleader Jay Farrar of the equal-split arrangement,
“as opposed to the old model. where the record company was like a
bank, throwing a huge loan at you. Ultimately, this way works bet-
ter for everyone involved; it's more of a shared responsibility.”

Meanwhile, Prince, Radiohead and Nine Inch Nails have aban-
doned the major-label system to go it alone, retaining ownership of
their master recordings, and the members of Metallica have inti-
mated that they may follow suit.
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€verything But the Kitchen Sync
The good news for the rest of us is that nontra-
ditional means of kick-starting and conducting
careers—and potentially making money—are
plentiful these days.

Says Todd Brabec, who recently left ASCAP
after 37 years to devote his time to teaching and
speaking, “Just consider all the new uses that
have come up, like greeting cards, interactive
dolls and toys, even musical door chimes. There
are a lot of licensable situations out there.”

Jeff Brabec picks up the thread: “Novels use
lyrics from songs and pay for that use. These
are all publishing and songwriting areas ver-
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Life in the Fast Lane
Selected Works of Stephen
St.Croix

Stephen St.Croix inspired, provoked
and educated Mix magazine’s
readers for 18 years in his one-
of-a-kind column, “The Fast
Lane.” As an inventor, musician
and engineer, St.Croix offered his
audience a wealth of knowledge
and vision, as well as a Harley-
riding rock-star attitude. Now, two
years after his death, the editors

of Mix have selected the best of
St.Croix’s columns,
presented with never-
before-seen photos,
notes and drawings
from his personal files.
This book takes "The
Fast Lane” beyond
the pages of Mix and
lends new insight into
the life and mind of
Stephen St.Croix

To order your copy, go to www.mixbooks.com
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sus the record label area. That's why this article
is important with respect to the song aspect be-
cause so many producers are songwriters.
“Videogames have obviously become a
major source of income for writers, music
publishers and record companies. The labels
have a real asset in the master recordings.
But the great thing about the publishing
business is that we’re not tied to one partic-
ular master. Mechanicals have gone down,
but other areas are increasing. So the music
publishing and songwriting aspects are still
hanging in there, and in some areas are actu-

ally going up.”

Selected Works of
Stephen;StiCroix
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Sound to Picture

Referring to the oft-stated contention that “TV
is the new radio,” Tom DeSavia notes that Sara
Bareilles and Ingrid Michaelson are among the
previously unknown artists who have broken big
from having their songs used in prime-time se-
ries. “Until the last few years, the biggest request
we got from bands we were courting was, ‘Will
you showcase me® That was our carrot on the
stick. Now it’s, ‘Will you do a show for music su-
pervisors for me¥ or, “Will you showcase me at
Sundance or Tribeca in front of filmmakers and
music supervisors?” With the contraction of A&R
at the labels, music supervisors like Alex Patsa-
vas, Gary Calamar and Lynn Grossman have
become the new cool A&R people. They're the
audience bands want to get in front of, and that
is a way to generate real income.”

“Nothing pleases me more than to see a new
artist that I've discovered get some screen time,”
Calamar says. “At the same time, the biggest pri-
ority is finding a piece of music that works for
the scene and adds to the drama, humor, emo-
tion, action in a significant way. I'm finding
music all over the place. | keep my ears to the
ground. I read a lot of music magazines, blogs,
MySpace, iTunes. And KCRW, of course. [Cala-
mar hosts The Open Road, airing Sundays from
9 p.m. to midnight on the NPR station, with ar-
chived shows streaming on KCRW.com.] I seem
to be on everybody’s—and their brother's—
mailing list. Yesterday, | was walking down the
street and a car stopped and the driver handed
me a CD. I'm open to well-known or obscure
artists. Obscure artists are, of course, generally
easier to work with budget-wise, which is always
a key factor.”

Calamar points to his use of Sia’s “Breathe
Me” to play over the climactic moments of the
Six Feet Under final episode as “the most dra-
matic case of turning someone’s career around”
in his own experience. “Sia’s label was about to
drop her and had decided not to release her al-
bum in America. I knew her from her work in
Zero 7 and had been playing the track on my
KCRW radio show.”

As for the remuneration: “There is a fee
that is paid to the record label and the publisher
to license the song,” Calamar points out. “De-
pending on their deal, some of that money will
hopefully trickle down to the artist. Of course,
the exposure will help bring out more people to
their live performances, which is probably the
most significant area where artists are getting
paid these days.”

“At ASCAP,” DeSavia points out, “we can ac-
tually say how much money you'll make if you



Resources for Producers and €ngineers

The Recording Academy Producers & Engineers
Wing advocates for equitable compensation on
behalf of recording professionals. in our back-page
Q&A this month, Maureen Droney, senior director
of the P&E Wing, discusses her organization’s cur-
rent projects, including research into new streams
of revenue, development of compensation models,
development of a recording metadata collection tool
to facilitate proper crediting and payment, and sup-

port for the Performance Rights Act.

Droney also wrote a feature on the use of meta-

data and file management, key components in track-

ing and recovering payments owed to producers
and engineers; read it at mixonline.com/studios/
business/digital-track-sheet. For general information
about the P&E wing, visit www.producersandeng
ineers.com; for answers to specific questions, e-mait
p&ewing@grammy.com.

start of music videos or videogames.
You have to have an ear out for the
next big thing and the money will
come.”

Another viable medium for in-
come and mega-exposure is the TV
commercial. It's safe to say that the
use of Coldplay’s “Viva La Vida” inan
Apple iPod campaign was as signifi-
cant a driver of exposure and subse-
quent sales on the album of the same
name as any other individual factor.
In recent months, the little-known

have a song used in a series, if it's the theme
song, if the show gets syndicated. That perfor-
mance income is making up for the lack of me-
chanical royalties. ASCAP used to be seen as
the bank and an afterthought; it's amazing to
see how important we’ve become to the lim-
ited industry. It used to be an ancillary source
of income; now, it’s the primary source, except
for touring, if you're lucky. It’s a totally different
world.”

DeSavia notes that composer Michael Gi-
acchino jumped from videogames to scoring
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TV series like Alias and Lost, as well as movies
like The Incredibles. Similarly, Shawn Clement's
CV includes TV series Buffy the Vampire Slayer,
several videogames and the upcoming feature-
film Quantum Quest. “I'm a big fan of getting
yourself out there, whether Facebook or Twitter
or directories,” Clement said in the March issue
of Mix. “There is film, TV, videogames, Webi-
sodes, cell phone content—endless opportuni-
ties for the working musician who is open to a
lot of new things. Now there may not be a lot
of money at first, but there wasn’t money at the
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indie band Chairlift got a huge boost

from having their song “Bruises”
used in an iPod Nano campaign, which resulted
in a deal with Columbia Records.

“In the old days, no self-respecting band
wanted to have a song used in a commercial,”
says DeSavia. “But then Led Zeppelin started
shilling for Cadillac and it all became okay. And
then, when U2 did the iPod commercial with
‘Vertigo,” everyone saw what it could do for re-
cords. Here was a heritage band that all of a sud-
den had a big hit single. More recently, Wilco
had multiple songs used in a VW campaign.

continued on page 72

i i the
udio recording at
lég%rs':a?vatory of Recording
Arts & Sciences.

r in audio recording, you need
mitted to your

cording Arts and Sciences teaches you

ment in eight world-class
o succeed. You'll earn

EAW Smaart, Waves, and
at helps you follow

RN 23
[

¢
Y 4

WWW.MIXONLINE.COM | MAY 2009 MIX 39



Beyond

By David Weiss

Live Streaming, Next-Day Downloads

Mean More Revenue, More Pressure for

s the global economy speeds headlong to Doomsday,

someone should get the memo to the live concert indus-

try. Other indicators in the music business seem to be
just down, down, down, but the latest statistics on concertgoers
tell a different story.

When Live Nation, the world’s largest producer of live events,
reported its 2008 fourth-quarter earnings, the numbers were both
surprising and encouraging: promotion of almost 7,000 events
with more than 13,000,000 attendees. For the whole year, the
total was more than 22,000 events with more than 52,000,000
ticketholders. Bath the quarter and the year overall represented
double-digit gains over 2007 With the likes of Madonna, Coldplay,
the Jonas Brothers, Nickelback and AC/DC all on tour in 2009,
live sound may stay on the healthy side.

One of the ways that Live Nation acts, and thousands of oth-
er artists performing live every day, create such impressive buzz
and revenue stems is from integrating evolving technology plat-
forms. Touring and merchandising can represent lucrative reve-
nue streams by themselves, but more and more bands, labels and
promoters realize that any show that’s not captured on audio and/
or video, and subsequently made available via the Web, broadcast
or other means is a wasted opportunity to increase revenue and/
or exposure.

A touring artist since the formation of his band Less Than Jake
in 1992, drummer/Paper and Plastick record label founder Vinnie
Fiorello has seen the expectations of live audiences evolve signifi-
cantly. “Audiences are not only looking for the immediacy of being
entertained, but because of advances in the Internet and the ability
to cherry-pick the entertainment that they have, they’re looking for
something after the fact,” he observes. “Not only are they going to
see Less Than Jake at the [Baltimore venue] Ram’s Head tonight,
but they'll be looking on YouTube for live updates, live feeds and
videos. It's a very interesting position to be in as a band because
you not only have to be prepared to play live, but have what you
play live immortalized for people to see after the fact.
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Concert Sound Business

“As bandwidth becomes faster, people are looking for video.
When all you had was a 56k modem, all you could get was audio.
Now that you have a fast enough connection to stream video eas-
ily without any hookups, 15 to 17-year-olds are looking for video.
If they like South Park, 90210 and Less Than Jake, they want to be
able to pull that up at the drop of a hat. There’s a vast amount of
entertainment out there from a few keystrokes. As a band, you
have to keep up with that, provide it or be left behind.”

Hank Neuberger, president of Springboard Productions
Inc., takes this attitude on the road for artists such as Smash-
ing Pumpkins, Prince, Lenny Kravitz, Dave Matthews Band and
scores more. Specializing in digital media production for broad-
band, broadcast, mobile, IPTV and Blu-ray DVD, Neuberger's
team is on hand to ensure that every desired means of distribu-
tion is covered once a gig's last note has sounded.

Says Neuberger, a Grammy"-winning producer, “Just like [
was doing in the recording studio, now I'm working with video
and audio in a live setting where the audience is. I'm just making
sure that our mission extends the impact of the artist and doesn’t
get in the way of it on the path to these multiple formats.

“Every production is literally different, and what impacts the
decisions we make and the communications we have with FOH
and monitors are the deliverables, or the final windows of exhibi-
tion: Is it broadcast? s it Webcast? Is it satellite radio? Is it down-
loadable video ar audio only? Is it for movie theaters? There are
so many options now, and they all require different solutions.”

Neuberger and his team of video and recording engineers
communicate closely with stage managers, and front-of-house
and monitor engineers before deploying their technology to the
concert site, which could include separate multitrack Digide-
sign Pro Tools recording systems either in Fiypacks or on trucks,
truck-based HD video production and a variety of hard drive- or
disk-based storage solutions.

“It’s all in the pre-production,” he confirms. “If the pre-pro
is good, if everybody is in touch and communicating, it makes



all the difference. The reason that’s critical is that we're going to
need to not only agree on real estate for camera positions, but
also how we're going to capture audio, because, generally speak-
ing, the FOH position is not ideal for capturing multitrack audio.
The FOH’s Number One priority is to give the best mix possible
te the live audience in the room, so I generally opt for a separate
mobile recording solution that does not get in the way of the live
audience or distract anyone working on behalf of the artist from
their mission. In a festival, we always take the live FOH 2-mix
and have that on our desk as our primary backup. Sametimes
there are effects that the traveling soundman knows that only ex-
ist on FOH. We rely on the FOH expertise at every show.”

Once Neuberger knows who and what will be where at the
gig, staying organized is critical. “At a festival like Coachella or
Rothbury, we might shoot and record multiple stages on mul-
tiple days that can total as many as 60 or 70 different bands. Mul-
tiply that times the multitrack and a number of cameras—having
your storage plan for prelabeling your tapes, DVDs, your Pro
Tools hard drives and video hard drives is essential. Then know-
ing where they're going to go if there’s an edit is key, as well.
Typically, the more you can get done onsite when everyone is in
the same place, working on the same project is the best, but, of
course, there are parts that are going to happen after the show.”

While Neuberger and his team travel from show to show to
make gigs and festivals as download-ready as possible, there's
also a new breed of club appearing that is built with after-show
availability in mind. One such example is New York City’s Le
Poisson Rouge, which planned ahead for maximum-quality live
recordings—often available the next day online—by enlisting re-
cording studio designer John Storyk of Walters-Storyk Design
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Group to shape the space.

“There’s an awareness on the part of our public that concerts
are recordable in very high quality, and they can often be made
readily available,” says David Handler, who co-founded the 800-
capacity Le Poisson Rouge along with Justin Kantor and opened
in 2008. “That was our priority in working with John because he’s
predominantly a studio designer. Likewise, our decision to have
5.1 surround was not only to accommodate film screenings, but
contemporary music that is made that way.”

Handler points to a series of Rickie Lee Jones concerts at Le
Poisson Rouge as an example of the workflow. Her shows were
recorded onsite, mixed and mastered immediately, and then
made available for paid download the following day. Guests who
had signed up and paid in advance received a file in their inbox
the next morning. Le Poisson Rouge has also begun a relation-
ship with the site www.amiestreet.com, an independent mu-
sic download site for distributing live recordings of Le Poisson
Rouge concerts.

“We're working on partnerships for live concerts, working
artists and labels with whom we already have a relationship, and
when our artist plays, it’s available on Amie Street for download,”
Handler explains. “It does require quite a bit of interaction in
terms of rights and license to record and make material available.
The best relationships are ones where communication is good.
We're coming to artists with this opportunity, and they are more
often than not wholeheartedly into it.”

Handler notes that the genres of acts in his club that are
most receptive/proactive in the downloadable-recording de-
partment are indie and electronica acts, followed surprisingly
closely by the next generation of classical artists that often play
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at Le Poisson Rouge. “In a sort of Darwinian
way, those who embrace it will reap the reward
for it, and those who don’t have to endure what
comes with that.

“Human beings playing in front of you are
a more and more valuable commodity as ma-
chines take over you in more ways. The idea of
the live show is fascinating, and in the digital
era where record companies have to reinvent
themselves, live is leading the way in providing
value to the listener.”

Right on the frontlines of this crossfade be-
tween the live and recorded experience are en-
gineers like Jason Marcucci, who is the chief
engineer for New York City’s Dubway Studios.
Just as importantly, he’s a frequent live sound en-
gineer for Apple’s in-store iTunes concert record-
ings, VH1 Soul Stage and Palladia (MTV’s HD
channel) broadcasts, as well as the person who's
often responsible for the subsequent mixes.

Marcucci has observed that coincident with
the growing importance of the live show broad-
cast, Webcast or download is many bands re-
duced willingness to take chances with their
sound or playing onstage. “Bands are increasingly
sensitive of how the live performance comes off:
I've found more bands trying to sound more like
their record live than it used to be,” he observes.
“What I think has changed is that, after the fact,
bands don’t want to be seen as having any flaws
in their performances. With a lot of modern rock
bands, it's not just somebody at a Grateful Dead
show capturing everything and feeling okay with
it. They’re screening the mix, making sure the vo-
cals are in tune and that nobody screws up.

“I'm not sure if it’s a good thing or a bad
thing, but you find yourself really making it like

FOH engineer Philip Harvey stays in the moment
during a live mix.
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a record in the mix. You
shouldn’t be surprised that
you have an A&R guy at the
show really listening to what
you're doing, and maybe lat-
er telling the band how you
did. I'm usually instructed
to listen to the record, and
try to get close to that.”

Can you say “increased
pressure on the engineer”?
Marcucci points out that this
means he may be expected
to—practically on the fly—deliver the same mix

control

live (and/or replicate it later in the studio for
scheduled release) on a set that may have taken
weeks to mix in the studio. “The goal should be
like I've been the sound guy for a year and know
it really well,” he says. “I usually get everything
from talking to the band/management and lis-
tening to the record. The way to get ahead is to
do your homework and know the way the band
wants to sound. And what I'm finding mostly is
that they want to sound loud, big, maybe a little
more aggressive than they are, but with cues to
the record all over the place.”

Out of near-everyday necessity, Marcucci
has learned to interface clearly with the video/
multimedia team and be on top of their needs
and terminology. “Sometimes I send out time-
code and they lock to me, sometimes I've had to
slave my rig to black burst [a blank video signal
also known as “video sync” or “house sync”] or
video reference, and sometimes I send timecode
out to just a slate. I've definitely had to know
how to do all three scenarios.

“The essential things to know for video
are, one, make sure you're on the carrect sam-
ple frequency and timecode frame rate, which
has been discussed prior to setup with the vid-
eo personnel. Usually for video it's 4§ kHz, but
confirm that just in case they're working with a
weird camera. I've heard horror stories where
people are not on the same sample frequency so
the digital video is not matching with the audio.
You can expect big problems for yourself if that
happens.

“And, two, know how to slave your recorder
to the recording video reference. If you can slave
your recorder to sync to that, or do the opposite
and know how to send it on, you'll be akay. With
your recorder—Pro Tools, Logic, RADAR—the
manual should talk about sync issues. And fry it
out before the day of the gig!”

For plenty of other live sound profession-
als, however, the standard situation remains one
where spontaneity is still paramount and tech-

Hank Neuberger {left) and TD Russ Rodriguez at Coachella video

nical demands are almost wholly focused on
the live show alone. Philip ]. Harvey has found
that touring with the likes of the White Stripes,
The Raconteurs, Modest Mouse and many oth-
ers remains relatively uncomplicated. “Before
1 did any studio recording, my mantra was, ‘I
love live because there’s no Rewind button,” he
says from a North Calolina road gig with Mod-
est Mouse. “There’s the moment: Here it comes.
There it goes! It was either the best, the worst
or something in between. No do-overs. There’s
magic in the live moment, and that’s exactly why
people go to shows.”

Still, Harvey has a vision for how to be as
flexible as possible for his clients, traveling with
a MacBook Pro, Logic and a Metric Halo 2882
170 unit, plus a FireWire hard drive. “I'm trying
to have multitrack recording as part of my pack-
age for a band or a tour,” he says. “I've set myself
up to say, ‘I can record and mix FOH.’ So the ob-
vious question is, ‘Can you mix what you just re-
corded? Having enough time to do that on tour
is the rough part. Most of the time, | mix in the
hotel room on a set of Meyer HD-1s that travel
with me. I get a foundation of a mix together on
headphones, then check them on HD1s in the
hetel room and in the venues.

“I think there will be a growing demand | for
cancert audio recordings]. Even if the quality isn’t
as great, that magical night that a fan spentin front
of their favorite band—they want to relive that ex-
perience. We're going to see more and more fans
with expectations of next-day downloads.”

Even for people who seem capable of
covering every technological front, however,
there’s no one formula for staying ahead of
the constantly evolving systems for recording
and distributing live music. “Things change
constantly—there are people doing things on
the set that you want to know about,” Spring-
board’s Neuberger states simply. “You have to
learn something new every day.” HF

Davrid Weiss is Mix’s New York editor.
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