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				Preface

			

			
				For the first time in the history of the Internet, traffic in paid contact has passed piracy. (Spring Traffic Report from Sandivine 2011)

				The global music industry continues to experience a major reconstruction. Illegal music downloading, brick and mortar (retail) stores and chains closing, combined with counterfeiting and legitimate competition for leisure income, has caused the record companies to investigate and also modify corporate business models. (iTunes has become the largest retail store and most physical facilities are departments rather than stand-alone brick and mortar stores. Some boutique, independent retail stores are still in existence.)

				Legal digital downloading continues to increase and the sale of physical CDs continues to decline, in most genres. Unfortunately, the increase in legitimate downloads has not replaced the loss of revenue incurred by the decrease of physical sales. It is most difficult, if not impossible, to control the Internet and its impact on the music industry. The negative effects are primarily a result of illegal peer2peer file sharing and Web sites that sell music and do not pay royalties to the copyright owners and/or content providers. (These websites are primarily housed out of the U.S.) Yet, many new opportunities for producers and artists are available. There are myriad new independent record labels, which sell their content solely on the Internet, artists—both established and unestablished—who sell their music and merchandise directly to consumers, and Web marketing and promotions (social networking), which is relatively inexpensive (e.g., YouTube videos and streaming services).

				360 record contracts have become the norm rather than the exception. 360 deals allow record labels to become partners with artists by sharing income derived from performances, music publishing, merchandising, and additional income generating ventures. To entice superstar artists to sign 360 agreements, companies offer them very large advances (e.g., Madonna and Jay-Z); new artists will be fortunate if they ever receive a generous income stream from the sale of recordings. In return for signing these agreements, artists receive an increased share of record royalties. Record sales have become a marketing tool rather than a primary source of income for most artists. It is problematical for labels to generate a profit strictly from the sale of albums. Artists rely primarily on the income derived from live performances to produce the bulk of their revenue stream. Labels want to share in this income because, from their viewpoint, the label’s marketing, advertising, and promotional efforts provide the artists with exposure, which translates into concert and merchandise revenue and income from other sources.

				Artists, managers, and agents must work jointly with labels to achieve success. Many artists have chosen not to sign with labels or with managers or agents. The Internet has allowed them to receive exposure with virtually no cost or very little cost. Social networking has become the norm (e.g., Facebook and similar sites).

				The public loves music. The guidance of a skilled music producer will always be essential to music production. A music producer’s job is analogous to that of a film director. The director brings a script to “life” on the screen. The music producer’s mission is to bring an artist’s music to “life” on a recording, in the most creative manner. Quentin Tarantino has a unique style of directing films, and Phil Spector had a unique style of producing music. Spector’s imprint is referred to as a “Wall of Sound” and is discussed later in this book. In most creative areas, this is referred to as, “Having your own voice.” Most successful artists have their own “voice,” as do creative producers.

				Music production is a craft, and to achieve a high-level of expertise requires many years of experience. The Revised Edition of this book updates information included in the First Edition and discusses the morphing music industry. Licensing, marketing, and producing music for film, television, games, Internet programs, Internet advertising, and more are discussed in this Edition. The expanded role of music supervisors, new production techniques, additional interviews with eminent industry professions, and new terms included in music industry contracts are also discussed.

				Extensive study of the subjects discussed in this book, in addition to experience and innate talent, form a “cocktail” of knowledge that is necessary to achieve success as a music producer. Unfortunately, experience and talent cannot be taught. So why write a book about music production? Subjects associated with music and music production can be taught and learned. Dissecting compositions, understanding studio technology, coaching musicians and vocalists, arranging and orchestration, musicianship, editing, marketing, advertising, and promotion can be learned. Knowledge of these subjects is essential to learning music production.

				Many music producers specialize in one or two musical areas, which may include record production, film music production, advertising music production, television music production or supervision (not only music underscoring for programs but also generic music used on news programs and station promotions), music for documentaries, corporate video music production, industrial show music production, and additional multimedia genres.

				Synthesizers and samplers, computer music-sequencing programs, and home studios, also referred to as a project studios, have greatly influenced the craft of music production. All aspects of music production can be self-contained in today’s extensive electronic music world. The project studio has become commonplace with new artists, producers, and professionals alike. Many artists and producers produce basic tracks at home and record overdubs and mix in a professional studio. Others complete entire projects in home studios. Software programs and hardware equipment is affordable; therefore, most producers and artists own home studios.

				Artists, producers, and/or arrangers may have very little artistic contact with other creatives, since they tend to live in a creative cocoon. This can be both beneficial and detrimental to one’s artistic development. Affordable technology has allowed average artists and producers a chance to be creative without incurring considerable studio costs. What may be detrimental is the probable lack of creative interaction with other engineers and musicians. Collaboration encourages a creative flow of ideas. To counter that theory, not knowing “the right way to do things” can become the “mother of invention.” In my opinion, a delicate balance between the two working methods is the best solution.

				The subjects covered in the book, in conjunction with extensive practice, will help to develop a nascent producer’s natural ability. Experimentation also contributes greatly to innovative production techniques.
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				Introduction

			

			
				Let us describe the education of our men. What then is the education to be? Perhaps we could hardly find a better than that which the experience of the past has already discovered, which consists, I believe, in gymnastic, for the body, and music for the mind.

				—Plato

				The book is divided into three parts: I, Music Production; II, Recording Technology; and III, The Music Business. When reading part I, there will be references to recording technology. Refer to part II of the book for explanations.

				Although music production is intertwined with recording technology, I did not want to begin the book by having the students read about technology. Instead I have opted to begin by covering the creative aspects of music production.

				I advocate the creative use of technology. Producers should relate to technology in the same manner as they relate to the music. Understanding the recording console, music computer technology, and audio engineering requires the same study and dedication as is required to learn how to play an instrument or to compose, arrange, and orchestrate music. Students interested solely in the technological aspect of the music business should study audio engineering as a separate discipline.

				This book is not intended to be a technological guide but rather an overview of the numerous areas of study that apply to music production. Studying music production, as well as current audio production technology, will prepare students to enter the exciting world of music production.

			

		

	
		
			
				

				The Meaning of Music

			

			
				The whole problem can be stated quite simply by asking, “Is there a meaning to music?” My answer would be, “Yes.” And “Can you state in so many words what the meaning is?” My answer to that would be, “No.”

				—Aaron Copland

				Music (which stems from the Greek word meaning dance) is generally considered to consist of pleasant sounds that are either played on instruments and/or sung. Music consists of pitch, melody, harmony, rhythm, meter, timbre, tempo, form, and dynamics. Music producers must be familiar with these elements in addition to having the ability to arrange, orchestrate, analyze songs and instrumentals, coach recording artists, and understand recording technology. Review the following definitions:

				Pitch: The pitch of a note refers to its frequency range. If the general intonation of a piece is poor, the average person will notice that the music is “out of tune.” Poor intonation, in any musical style, can be a persistent problem. Many popular musicians and singers are not properly trained and therefore may have faulty intonation. A producer has to be acutely aware of this problem and has to correct it either by recording multiple takes of a performance and editing the best parts together or by electronically fixing the problem.

				Antares Auto-tune is a software plug-in (a digital signal processor) that can be used with most computer music-sequencing programs. When the program processes a vocal or instrumental performance, the program either manually or automatically corrects poor intonation (pitch). Most popular recorded vocal performances are processed through this device. (Other companies manufacture pitch-correction software and hardware.)

				Melody: Melody is created by a succession of notes in a musical form. Random notes do not create melodies. Melody is important in popular music because it is, generally, the prime musical element that emotionally connects the audience to a song or composition. Popular songs are usually easy for the listener to sing and remember. Standards are songs that have survived for many years and are considered a part of the popular musical lexicon. In popular music, strong melodies are usually notated within a singable range and constructed using conjunct motion rather than disjunct motion.

				Harmony: Harmony generally refers to the simultaneous sounding of different pitches called chords. Harmony can be perceived as being pleasant (consonant) and/or unpleasant (dissonant). It is a matter of personal artistic perception. Harmony often provides the background support for the melodic structure of a composition. Frequently, melody and harmony are perceived as being inseparable.

				Constructing chords is not the only way to create harmony. Contrapuntal musical lines also outline harmony. Two or more musical lines moving, weaving, and interacting with each other can achieve the same musical results as listening to pitches played simultaneously (chords).

				Rhythm: Rhythm refers to rhythmic patterns, which are also called “beats” or “the beat” when producing popular music. Rhythmic repeated patterns are called “grooves” (in the vernacular of commercial musicians). The term rhythm section refers to musicians who play keyboards, guitar, drums, percussion, and bass. The rhythm section is responsible for giving the music a “feel” (mood) and a groove. Skilled rhythm section players have “good time,” meaning they do not waver from the tempo (assuming the composition is at one tempo).

				A drummer might play “behind the beat,” which gives the music more of a laid-back or funky feeling. Sometimes, drummers anticipate a beat—called “pushing”—and it might appear as though the drummer (or other musicians) is “rushing” (playing in front of the tempo), but the tempo remains steady. Pushing can create a feeling of anticipation.

				Meter: Meter divides the music into strong and weak beats. The rhythmic patterns aid musicians in reading the rhythmic values assigned to the notes. Meter is one of the most important compositional tools available to a composer. The flow of the music is an integral part of how meter is used by a composer. It helps a musician interpret the rhythmic intention of the composer; the misuse of meter can cause musical chaos. Understanding meter is challenging for the novice musician and requires the study of music theory, including exercises in dictation and sight singing.

				An example of meter: 4/4 time means that there are four beats per measure and the quarter note receives one beat. 6/8 time means there are 6 beats per measure and the eighth note receives one beat.

				Timbre: Timbre means tone color. The timbre of a musical instrument is the actual sound that is produced. All instruments vary in tone color. Tone color emanates from the harmonics (overtones) that construct the tone. An oboe does not sound the same as a bassoon, although both are played by blowing into a double reed. They have different overtones, different tessitura, different physical shapes, and different timbres. For instance, all B clarinets generally sound the same although each instrument has individual and unique characteristics, which slightly alters the timbre. Stradivarius violins—considered by some to be the greatest violins ever made—may cost millions of dollars, primarily due to the instrument’s timbre. The tone color is that of incomparable beauty. When instruments of various timbres play in a section, as in an orchestral setting, the result is a beautiful sonic texture. The mix of colors used by a painter is analogous to a mixture of orchestral timbres. Timbres also vary with voices. No two humans are genetically the same; consequently, their timbres differ.

				Tempo: Tempo is the speed at which a composition is played. Tempo is measured in beats per minute (bpm). Thus a quarter note =120 bpm means that 120 quarter notes are played in one minute. The tempo has a direct effect on the mood of the composition. A composition played quickly evokes a different emotion than the same piece played slowly. Choice of tempo is important to a music producer because if a song is performed slightly too fast or too slow, the musical mood is affected.

				In traditional classical music, using general Italian terms indicates tempo markings, which communicates to the musicians and the conductor the musical intent of the composer. The terms are merely guidelines and offer the interpreter flexibility rather than exact tempo indications. Following are some of the most common tempo markings:

				
						Largo indicates a slow tempo. Largo is also used to create a feeling of importance. (Terms such as largamente (stately) or larghetto (slower than largo) are attempts to be more precise in communicating the feeling of the piece. Once the interpreter knows the music, the exact tempo becomes an artistic choice.)

						Adagio indicates a slow feeling.

						Andante means slow but faster than adagio.

						Moderato indicates a moderate tempo. Moderato is often used as an adjective (e.g., andante moderato—moderately slow).

						Allegro indicates a fast tempo.

						Vivace means that the tempo and musical feeling should be lively.

						Presto means that the music should be played quickly.

				

				The above terms are merely broad tempo indications, and more precise markings are usually indicated. In modern popular music, tempos are typically determined by current trends in some forms of music. For example, in the late 1970s the average tempo of dance (club) music was 120 beats per minute; average tempos became faster with the creation of various styles of dance music.

				When hip-hop (rap) music became popular, the average tempo was 95 bpm, primarily due to the time it takes for a rapper to recite the lyrics. Most popular composers and arrangers (in English-speaking territories) use the English language to determine the tempo.

				Form: Form brings order to music; Without musical form the notes or musical phrases are not “threaded together.” For example, sonata form consists of an exposition, development, and recapitulation. Sonata form is used in symphonies, chamber music, and other musical genres.

				When composing film music composers often have to create form. The sequence of pictures restricts composers from writing in traditional musical forms. For example, a scene might change on the upbeat of a note located in the middle of a measure. That is an unnatural place to change the flow of the music. Film composers have various musical solutions to deal with these problems (e.g., changing the meter in the previous measure).Scenes are not generally edited to accommodate completed pieces of music (called cues). Some directors edit scenes to accommodate prerecorded music (cues). For instance, if a composition is exceptionally rhythmic, the director might edit pictures that “hit” each beat, creating musical and visual syncopation.

				Dynamics: Dynamic markings within a musical composition alter the overall musical mood. Without dynamics, the composition would have basically one mood and the music would most likely become monotonous. Following is a list of some of the most common dynamic markings:

				
						Pianissimo—to play very quietly; indicated in the score with a pp.

						Piano—soft; indicated in the score with a p.

						Mezzo forte—not too loud; indicated in the score with mf.

						Forte—loud; indicated in the score with f.

						Fortissimo—very loud; indicated in the score with fff.

				

				These dynamic markings have numerous variations.

				Conclusion

				Music producers, including those who are not musicians, should become familiar with the above-mentioned subjects. Melody, harmony, rhythm, meter, timbre, tempo, form, and dynamics are applied in music production. For example, music producers suggest changes in melodic and lyrical content, adjust tempos, alter rhythm patterns, and so forth.

			

		

	
		
			
				

				Chronology of Recorded Music and Music Production

			

			
				Alexander Graham Bell and Elisha Gray worked on developing recorded sound, but it was Thomas Alva Edison who invented the process. He was trying to create a telephone answering machine that could also be used for dictation. In 1877, Bell patented a machine that crudely reproduced the human voice. In the same year, he invented the first phonograph, which he operated by turning a tin-foil-covered cylinder with a hand screw. He could record audio, store it, and play it back. That was the beginning of the recorded-music industry.

				The following is a timeline of events leading up to the current DVD technology.

				1877: Thomas Edison records “Mary Had a Little Lamb,” the first recording of the human voice. Edison invents a phonograph having a tin-foil cylinder that can play for two to three minutes. Emile Berliner invents the microphone.

				1887: The flat record player, invented by Emile Berliner, is called a gramophone. That format is expected to be more appealing to the public than the cylinder phonograph. The gramophone uses zinc discs.

				1888: Cylinder recordings are sold for entertainment purposes.

				1889: The coin-operated cylinder phonograph precedes the jukebox. The average recorded time per cylinder is two minutes.

				1890: John Philip Sousa’s Marine Band records the first recordings for the Columbia Records catalogue. The first duplication process is used in North America.

				1891: International copyright agreements are initiated, but sound recordings are not included in the agreements.

				1892: Cylinders for the home and coin-operated markets are made available in the United States.

				1894: Billboard, the music industry trade magazine, begins publishing.

				1895: Edison begins mass-producing the phonograph, consisting of a horn to amplify the sound and cylinders to store it. The cylinders, however, are impossible to mass-produce. The Berliner Gramophone Company begins storing music on shellac, which is easier to reproduce and lasts longer. Wax, instead of zinc, is used to create the master recording, a process that greatly improves the quality of recorded sound. In addition, Eldridge Reeves Johnson, a New Jersey machinist, invents a clockwork motor, which enables people to play the phonograph without having to manually turn the motor. By the turn of the century, thousands of recordings are being sold. Three companies are in the forefront of the industry; The Columbia Graphophone Company and Edison’s National Phonograph Company produce cylinders, and the Victor Talking Machine Company, a Berliner and Johnson–owned company, produces discs. The Victor Talking Machine Company records the great tenor Enrico Caruso on a 10-inch disc instead of a 7-inch disc. A 10-inch disc stores more audio and can play for four minutes. Caruso’s legendary 1903 recordings are released on the Victor Red Seal Label. Other famous opera singers are recorded on 10-inch discs, which advance the popularity of the disc over the cylinder. A cylinder provides better audio quality than a disc, but a disc can be played back at a louder volume, which makes the format more appealing to the audience.

				
					[image: dingbat.tif] This was analogous to the format competition between Beta and VHS videotapes, vinyl and CD audio recordings, VHS and video DVDs, and CDs and audio DVDs. The audience supports a format based on price and features. DVDs have replaced VHS tapes as the preferred video format. Downloading digital audio will most likely replace CDs as the preferred audio format. The newest format (as of this publication) is the DualDisc, a combination CD (audio) and DVD (video) on one disc.

				

				1896: Columbia manufactures a basic cylinder player called The Eagle, which sells for $5.00.

				1900: Eldridge Johnson produces the first discs with recordings on both sides. The recordings are children’s music.

				1903: Pirated records appear, but sales are small and do not have a significant effect on the industry.

				1904: Double-sided discs become available to the public, which adds more value to the format.

				1906: The Victor Talking Machine Company releases the Victrola. Designed as a piece of furniture, the Victrola not only establishes the disc as the preferred recording format but also becomes the state-of-the-art record player for the next two decades. For years, the word Victrola is used as the generic term for any record player. Victor adapts the 78 rpm (revolutions per minute) speed as the standard. When purchasing records the consumer asks for “78s.” Many companies do not adopt the standard until the 1920s.

				1909: The term album, which refers to the format used to store pictures, is first used in connection with the release of Tchaikovsky’s The Nutcracker Suite, recorded on four double-sided discs.

				1910: There are multiple disc sizes: 7-inch, 10-inch, 12-inch, 14-inch, 16-inch, and 21-inch, which all play at 78 rpm. Some discs can hold up to eight minutes of information. Music halls and movie theaters close during World War I, making records a popular form of entertainment (many patriotic songs are recorded). The first portable record player, the Decca, is released, which also adds to the popularity of recorded music.

				1917: The first jazz recording is made. The song is “Livery Stable Blues,” by The Original Dixieland Jass Band, from New Orleans (jass is the original spelling of jazz.) Jazz, America’s original art form, becomes a national craze and furthers the popularity of recorded music.

				1920: In the early 1920s, radio becomes a popular form of free entertainment, negatively affecting record sales. The Radio Corporation of America (RCA) mass-produces radios. The public can not only listen to music for free but also hear news and dramatic programming. The record companies refuse to allow signed artists to perform on the radio for fear that the public will not purchase music that can be heard without paying. October 20, 1920: KDKA in Pittsburgh—the first commercial radio station to receive call letters—begins broadcasting. November 2, 1920: KDKA initiates regularly scheduled programming by broadcasting the results of the presidential election. Record sales increase when recorded sound quality improves. The introduction of high-fidelity (hi-fi) sound and the invention of the condenser microphone are contributing factors. Rivalry between record companies and radio stations stops with the realization that radio airplay helps record sales.

				1926: The Vitaphone Company (owned by Warner Bros. and Western Electric) produces a product that can record sound on a 16-inch disc. The audio can be played back in synchronization with film, creating the first “talking pictures.” The disc plays at 33 1/3 rpm and stores the same number of minutes of sound as the accompanying film. The first talking picture is The Jazz Singer, starring Al Jolson.

				1929: After the stock-market crash, record sales decrease from 100 million units a year to six million; people purchase only necessities.

				1930s: The jukebox is credited with saving the music industry. During the 1930s, jukebox distribution increases from 25,000 to more than 300,000. That gives tremendous public exposure to records, thereby increasing sales.

				1930: Guitarist Les Paul develops the first recording process that enables additional music (information) to be added to an existing recorded track; the process is now referred to as overdubbing. It is the beginning of multitrack recording. Paul accomplishes multitrack recording with the use of two acetate-disc machines; each time he records to the second machine, he adds a part.

				1931: Famous opera singer Lawrence Tibbett and the great jazz musician Sidney Bechet use the multitrack recording technique. Tibbett overdubs a baritone part on his recording of “The Cuban Love Song,” and Bechet plays multiple instruments on his recording of “The Sheik of Araby.”

				1939: Magnetic tape is invented. It completely transforms the manner in which music is recorded.

				
					[image: dingbat.tif] Les Paul’s recordings during the 1940s were recorded in this manner. (Acetate is a soft substance that begins to scratch and lose quality after being played several times.) He presented his concept to record companies, but the labels did not see the practical application for what they considered to be a novelty. That process, however, was the beginning of record production.

					Paul invented delays, phasing, echo, and recording at various speeds—effects that are still used (effects processing will be explained later in the book). He also developed the solid-body electric guitar. Guitars were amplified in the 1930s because they could not be heard when other instruments were playing. Open-body guitars were noisy, and Les Paul eliminated the problem with his new invention. The Les Paul guitar is considered one of the finest electric guitars and is still used by some of the best guitar players.

					Bing Crosby, the famous singer, bought Les Paul a gift: the first Ampex 300 series tape recorder. After analyzing how the machine operated, Paul felt he could adapt sound-on-sound recording by adding an additional recording head to the three heads on the machine. Multiple “bouncing” of tracks causes a sound-quality loss each time a track is recorded to another track, and after experimenting and altering the recording process, he was able to achieve high-quality sound with minimal quality loss.

				

				1940: When the Japanese invade Southeast Asia in 1940, there is a depletion of shellac, the material used to manufacture records; the lac beetle of southern Asia is the source of shellac. That event curtails the ability to manufacture records. Shellac is replaced by vinyl—a derivative of petroleum—which has superior sound quality and is more durable.

				1948: Shellac records can hold only up to ten minutes of information while vinyl records can store thirty minutes of information per side. The vinyl disc is called the LP, or long-playing record.

				1949: RCA releases the first 7-inch recordings called singles. They hold two songs, one song per side, and the record has a doughnutlike hole in the middle. The format of singles, also called “45s” because they play at 45 rpm, is used in jukeboxes.

				1950: Les Paul and his wife Mary Ford record “How High the Moon,” the first hit using the multitrack recording process. The record remains at number one on the charts for nine weeks. Record production is forever changed. Prior to recording “How High the Moon,” Les Paul invents a way to achieve tape delay and uses the technique on “How High the Moon.” Paul’s other signal-processor inventions are still used in both analog and digital formats.

				1954: Bill Haley and His Comets record “Rock around the Clock,” the first rock ’n’ roll hit (1955) to be documented on the Billboard magazine chart. (Billboard is still the most significant and respected music industry publication.) This recording begins a new genre of popular music.

				1958: Stereo recordings are released to the public.

				1960s: James T. Russell invents the digital compact disc in the late 1960s. He wants to improve the quality of reproduced music. Because vinyl scratches, it causes an unpleasant array of pops and repeating sections when the disc is damaged. His mission is to invent a storage system that can read back the recorded information without any physical contact. Russell is familiar with digital data recording and knows that it is based on a binary system comprising ones and zeros, If he can mimic the system with dark and light, he can store huge amounts of data, not just music. The technology is accomplished by recording the dark and light bits of information onto a photosensitive platter; the data are read by a laser light and then converted into an electrical signal by a computer. Russell spends years developing the system. He patents the process in 1970, while working as a senior scientist for the Battelle Memorial Institute in Richland, Washington. Russell continues to work on the process by developing the CD-ROM, which can be used for storing and/or reading back almost any kind of computer data.

				
					[image: dingbat.tif] Some consider the first rock ’n’ roll record to be “Good Rockin’ Tonight,” recorded in 1947 by Roy Brown on the DeLuxe label. The recording was not a major hit and therefore did not have much influence on the popularity of the rock ’n’ roll genre.

				

				1982: Philips and Sony corporations bring the compact disc (digital audio) to the marketplace. The compact disc holds approximately seventy minutes of audio, is recorded at a sampling rate of 44.1, and is 16-bit. Fall: The compact disc is introduced in Europe and Japan.

				1983: In the spring of 1983, the compact disc debuts in the United States. January: Musical Instrument Digital Interface (MIDI) is introduced to the public. Two synthesizers are locked together by using a 5-pin DIN cable. One keyboard is played while the other is triggered to play the same notes simultaneously. The invention revolutionizes the popular-music business. Today, all keyboards (and rack-mounted versions, which have the same electronics minus a keyboard) and effects processors can be controlled via MIDI. MIDI information is routed to devices that play back either analog or digitally sampled sounds.

				1987: CDs (compact discs) are used to store and play back videos. Digital audiotape (DAT) players, a digital-tape-based system, are brought to the public. The Fraunhofer Institute for Integrated Circuits in Germany begins to develop the MP3 format. MP3 means Moving Picture Experts Group-1 Audio Layer 3.

				1988: Recordable Compact Discs (CD-Rs) are launched. CD-Rs enable digital information to be stored on a compact disc. CDs replace vinyl discs as the preferred consumer format.

				1990: Digital radio is introduced in Canada. Digital transmission provides improved sound quality (e.g., Internet and satellite radio).

				1991: Nielsen SoundScan becomes the most accurate system of tracking legitimate CD (as well as DVD and similar formats) sales. Each purchase is scanned, and the sales information is stored in a database. The recording charts (e.g., Billboard) become more accurate as a result of calculating accurate information.

				1994: Six major companies—Philips, Sony, Thorn EMI, Time Warner, Bertelsmann (BMG), and Universal—control the music industry, which grosses more than $30 billion annually. Each parent company owns and/or distributes subsidiary labels, which are called imprints.

				1996: DVD players were sold in Japan. The Fraunhofer Institute for Integrated Circuits in Germany is granted a U.S. patent for MP3.

				1997: DVD players are sold in the United States. Michael Robertson forms MP3.com.

				
					[image: dingbat.tif] MIDI is an independent platform that can control either analog or digital devices.

				

				1998: DVD-RAM and DVD-R (recordable DVD) become available to the public. The first 24-bit, 48 track digital recording is produced in Nashville, Tennessee. The DVD becomes the medium of choice for video, storage, and—in the near future—playing back music. Streaming audio and satellite audio are introduced.

				2000: IMAX theaters introduce the 6-channel digital sound system. The first film to use the system is Fantasia/2000.

				2004: In August, DualDisc, a combination CD and DVD on one disc is offered to the public. The record companies believe that this format will help revitalize traditional terrestrial retail sales. The global music industry continues to fight illegal peer-to-peer (P2P) file sharing and physical CD piracy. The RIAA (Recording Industry Association of America) continues to prosecute consumers who illegally download and share music.

				2011: The digital distribution of music continues to grow (e.g., Internet [downloading and streaming], Satellite and Cable radio). Cloud Storage, which offers the ability to access and store music (and other files) without having to save it on computers or mobile devices, could possibly become the preferred choice to access music. Since Cloud Storage can handle massive amounts of data, if there is a demand for high quality files, such as AIFF or Wave files, compared to MP3s or AAC files, it is possible. As the digital market increases, consumers will have the opportunity to hear the music the way it is intended to be heard.

				Conclusion

				The laws are beginning to help protect the music and film industries from users who share music files and film titles without paying for the rights to do so.

				This timeline is a brief summary of most of the seminal events that have affected the record industry to date. Many additional events could have been reported.
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				Music Production
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				An Overview of Record Production

			

			
				A record producer is responsible for the sound “shape” of what comes out. In many ways, he’s the designer—not in the sense of creating the actual work itself, but he stages the show and presents it to the world. It’s his taste that makes it what it is—good or bad.

				—George Martin (producer of The Beatles)

				Record Production

				The skills of record producers vary. Some producers, such as Prince, are able to arrange music, play multiple instruments, sing, and engineer. They are referred to as “quadruple threats.” Others might not possess any of these attributes, but they have “good ears”—an uncanny ability to choose artists (and projects) who will achieve commercial success. Even with limited musical training they can appropriately communicate with performers and engineers to achieve their creative goals. Speaking in artistic rather than musical terms is a common technique: “The bass line is too dark” or “The keyboard part sounds too happy” can be descriptive enough for artists who need to communicate with producers.

				Record producers are essentially music critics and amateur psychologists. The term music critic is used to describe people who comment on or review recorded music and concert performances, but music producers, also critics, have the opportunity to improve musical works. The effectiveness of their criticism depends on the relationship producers establish with artists. A producer’s goal should be for the artist (at the least) to experiment with the producer’s creative suggestions; some ideas will work and others will not. Generally, there is an amicable compromise.

				Most musicians and singers are highly sensitive. The manner in which producers communicate with artists is the key to achieving positive results. Autocratic producers are usually ineffectual. Accomplished producers are hired because of their creative vision and expertise. Therefore, a producer must appear confident and create an atmosphere of mutual respect and friendship with artists. If a producer does not pose a strong “artistic vision” to an artist, the artist will eventually lose respect for him or her, and the relationship will ultimately deteriorate.

				Most successful artists and producers have unique creative imprints—the artist’s or producer’s “voice” (individuality). A singer has a unique voice; a writer also has a unique voice, as do music recording engineers, arrangers, musicians, and others who are directly involved in the creative process. Talent is an indescribable phenomenon, which cannot be taught but can be developed. Producers coordinate the overall recording process, and the manner in which producers communicate with the various personalities has a direct effect on the success of the final recording.

				The process of creating recorded music is analogous to giving birth. This “product” (an industry term) is the creator’s child, and just as mothers protect their young, artists and producers protect their artistic visions.

				
					[image: dingbat.tif] Béla Bartók would not teach music composition because he felt that composition was not teachable. John Corigliano, an accomplished contemporary composer, feels that composition is teachable.

				

				Conflicts between artists and record-label executives have existed since time immemorial. Most label executives view an artist’s work as something that must be commercially viable, although still reaching the highest level of artistic achievement. If an artist’s sales do not generate a profit, most labels will eventually terminate his or her contract. In the past, major labels routinely nurtured and developed artists over long periods of time, but today that is a rarity due to the financial commitment necessary to achieving commercial success. Labels are costly to operate, and profits are expected beginning with the first releases of new artists. If the label truly believes that an artist has a bright future, the label may release 2 albums before terminating the contract due to insufficient sales.

				Internet piracy (and physical piracy) has had an enormous financial effect on the global music industry, and labels have become ultra-cautious about making financial commitments to artists. That is why the preface compares the state of the music business on a worldwide basis to the settling of America’s Wild West. Basically, the Wild West was a lawless society, and so is the Internet.
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				Author’s Opinion: The business of music and the piracy of music directly affect music producers. If consumers refuse to pay for music, there will be no need to hire music producers. Obviously, this is an exaggeration, but not far from the truth. Successful producers can command large advance payments (often recouped against royalties). Labels will not risk paying large advances when it is difficult to forecast the chances of financial recovery. That is a very serious problem for folks interested in pursuing a career in the music business. It has become a worldwide epidemic. There have been attempts to help curtail piracy; iTunes (developed by Apple), Amazon.com, and other legal digital downloading services have lowered prices and afforded consumers an opportunity to download individual songs or instrumentals and to create personalized compilation albums. Some record labels (e.g., Universal Music Group) have lowered CD prices; the price of downloads now varies. For instance, in place of the one-price model, iTunes now offers a three-tiered pricing system. Consumers who illegally download and share recordings are being fined and prosecuted in the courts. To date, this model has not been effective and no new business paradigms have solved this colossal, global epidemic.
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				Record production is analogous to film directing. A film director is responsible for the overall look and mood of a production; a record producer is responsible for the overall sound and creative quality of a music production.

				Most record producers specialize in one style of music (e.g., pop, Rhythm & Blues, classical, country, jazz, rock, and so on). Before specializing, a student should learn the basic music techniques that apply to all musical genres. We will dissect the elements of a successful production and describe the tools used by producers to achieve artistic and commercial success. Physicians complete a basic medical education before training in a specialty; music producers should take the same approach by receiving a solid musical education and then pursue a specialty.

				Some successful producers do not have formal music education. Music education expands a producer’s musical scope, and from a technical standpoint, helps him or her verbalize artistic suggestions in musical terminology (e.g., “Go to bar 32, change the B to a G, and play bars 32 and 33 staccato”). The ability to communicate in musical rather than abstract terms can be an advantage, especially when producing film music, jazz, or classical music.

				
					[image: dingbat.tif] Reported by the RIAA (Recording Industry Association of America)

					One credible analysis by the Institute for Policy Innovation concludes that global music piracy causes $12.5 billion of economic losses every year, 71,060 U.S. jobs lost, a loss of $2.7 billion in workers’ earnings, a loss of $422 million in tax revenues, a loss of $291 million in personal income tax, and $131 million in lost corporate income and production taxes.

				

				Successful music producers have an innate talent analogous to that of a gifted performer. Musically educated producers understand music theory and recording technology. Successful producers must also feel an emotional attachment to the music. They communicate with artists in artistic terms—as well as in musical terms—and do not necessarily approach music from an intellectual perspective.

				Some producers cannot verbalize creative thoughts musically; they express themselves in various ways, such as “Make that synthesizer sound less dense” or “Make the flute sound yellow and sunny.” That is not an unusual means of expression. In fact, trained producer-musicians who want to express an abstract feeling without sounding overly technical or sterile also speak in abstract terms. This often makes communication with artists more accessible. Listening to music or viewing a piece of art evokes similar emotional reactions. A painting may appear soft and peaceful to a viewer, and a piece of music can project the same feeling to a listener. Complementary relationships between artists and producers are paramount to achieving artistic success.

				The goal of a producer should be to enhance an artist’s creative vision through inspiration, and also to remain true to an artist’s artistic identity. Some producers may make creative choices that could bring instant success but are not necessarily appropriate choices for the long-term development of an artist’s career. Developing a career is an arduous task, involving not only creative choices but also business choices. This book addresses various techniques that will help achieve these goals.

				If an artist is not an arranger, the label will most likely hire a producer who has a substantial background in arranging. The producer’s job is to mold the backing tracks that both complement the creative vision of the artist and sound marketable. Quincy Jones’s productions of Michael Jackson’s albums showcase a “creative marriage” that became a benchmark for popular-music production (for example, Thriller).

				Record producers must have the ability to critique arrangements. After selecting the songs to be recorded, critiquing arrangements is the primary function of a record producer. A producer must guide an artist and/or arranger. Arrangements are crucial to an artist’s success. The instrumentation, the rhythmic feel, the harmonic structure, and the background vocal arrangements all contribute to the success, or lack of success, of a recording.

				It can be problematic for artists to critique their own work. To remain objective is difficult after repeatedly listening to a music track. That is one reason many artists hire producers. Artists also choose to coproduce with producers.

				
					[image: dingbat.tif] Backing tracks are the instrumental tracks (and background vocal tracks) accompanying a song or a melody of an instrumental track.

				

				Most artists enjoy collaborating, if they are able to find synergy with a collaborator. The chemistry that develops between a producer and an artist can be compared to the partnership that evolves between a husband and a wife. After a period of time they begin to trust and respect each other’s opinions. If both parties are not respectful to one another, the relationship is most likely doomed. Artistic relationships are sensitive, since dealing with artistic matters is generally subjective.

				Some production and musical elements are not subjective. For example, if a percussion part is out of time (not playing in the “groove”) with the rest of the track or distortion is heard on the bass track, the problems must be repaired. The average music production is collaboration between an artist, a producer, an engineer, and an A&R (Artists & Repertoire) representative from the label. Making unilateral artistic and technical decisions does not work in a collaborative endeavor. Picking that right team is essential to achieving successful recordings.

				For collaboration to be successful, a producer must share the same artistic vision as an artist. When an artist signs a recording contract, the label makes both an artistic and a financial commitment to the artist. The most important creative decision—other than choosing the music to be recorded—is the selection of a producer. The one common element shared by all successful music producers is a great love of music. It is this love and passion for the music that enables producers to communicate with artists.

				Trying to explain the craft of music production is difficult because it is intangible. A music producer applies his or her artistic expression in an unusual manner. A painter takes a brush and strokes a canvas; a music producer is telling the artist how to take the brush and stroke the musical canvas. Of course, that is an exaggeration. If it were a literal statement, the producer could maneuver a robot and achieve the same results. Communication and mutual respect are necessary for success.

				Producers are selected in various ways. Most established artists choose producers in conjunction with an A&R label representative.

				
						Established artists often coproduce their albums with a producer.

						Many artists co-write with producers and co-produce the song(s).

						If an established artist’s career is floundering, a label might insist on choosing one producer or multiple producers. Because labels make substantial financial investments in artists’ careers, they are rightfully protective of the risks.

						Artists often fail to notice that record labels are businesses. Internet piracy, physical piracy, and the ever-changing music business paradigms have made label executives even more aware of their financial responsibilities. The financial waste that routinely occurred in the not-so-distant past has virtually stopped. In many ways that has benefited artists. When record labels financially advance money to support artists’ careers, it is generally recoupable against artists’ royalties. Young artists are not normally aware of this until reviewing their royalty statements. “Why am I not receiving any royalties?” is the age-old artists’ response. The problem will be discussed in Part III: The Music Business.

						The label might offer new artists a choice of producers. It is rare for new artists to self-produce or to hire whomever they desire.

				

				In all styles of popular music (pop, R&B, hip-hop, etc.), record labels might hire multiple producers to work on the same album. Many producers are songwriters and arrangers, and they tend to write and arrange the tracks they record. Some producers submit an almost completed master demo, which contains a pilot (demonstration) vocal. Demos, or demonstration records, are minimally produced recordings designed to showcase a song. That enables the label and the artist to hear—basically—the “sound” of the finished product. The singer replaces the pilot vocal, the artist and the producer overdub additional parts, and the producer and engineer mix the final track.

				That is not the procedure normally used with rock bands. Rock bands usually write and arrange the songs they record. Many rock producers are also engineers, which enables them to achieve sonic excellence in addition to providing a “fresh creative ear.” That is not to suggest that band producers do not make substantial contributions to the entire production—quite the contrary. Band producers have as much influence on the creative outcome of a production as producers working in other musical genres.

				Many music engineers have become accomplished producers. Engineers are critical listeners, analyzing both technical and creative issues. Many have worked with gifted musician-producers and, through osmosis, learned to think like musicians. Talented engineer-producers have a natural musical ability coupled with engineering skills.

				The sonic quality of a recording contributes greatly to an artist’s success. For example, the “Wall of Sound” (cavernous sound) created by producer Phil Spector became his trademark. His creative concept involved an ambient sonic image, created by the engineer. Microphone leakage (the recording of instruments not directly in front of a specific instrument) and the use of room ambience created the uncommon sonic concept, which has been emulated by many engineers and producers.

				
					[image: dingbat.tif] With hip-hop music, artists generally hear a rhythm track, and if they are inspired, they write and record the rap, in some instances adding background vocals. The creative process is based upon a visceral reaction to the “music bed.” In the heyday of Motown Records, the producers and songwriters worked in a similar manner. They recorded rhythm tracks, and various artists auditioned until they found the ideal fit. Occasionally the lyrics and the melodies were not written until the producer chose an artist. They wrote a portion of a song and listened to several artists sing it. That provided the songwriters with the opportunity to tailor the remainder of the song specifically for the artist.

				

				Some successful producers have unusual backgrounds. Dance-club DJs are an example. Club DJs have developed a reputation for remixing records. They utilize the original production elements (e.g., vocals and synthesizer parts) in addition to adding new parts, such as replacing the original drum and bass parts with new parts and new sounds. (The purpose of a club mix is to make the original track more danceable.)
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				In the past 25 years, remixing has become a specialized field and requires a dedication to the music. Club music is trendy and changes rapidly. A remixed version of a song completed 6 months prior to its release could be outdated by the time it is available to the public. Producers specializing in dance music must be aware of the current popular rhythm patterns, tempos, drum, and synthesizer sounds that are in vogue. Remixers’ productions must remain contemporary.

				Sometimes remixers begin the production process by using only the vocals from the original recording session and develop a completely new arrangement (feel and tempo) for the backing track. Remixers who are not synthesizer programmers or musicians generally hire a programmer and communicate their musical vision. Playing examples, the ability to express musical thoughts to a programmer, can sometimes be sufficient to achieve the desired results.

				Most DJs are not musicians. DJs play and mix records (in a club or at a radio station) in a unique and creative manner. Some trend-setting DJs—Junior Vasquez, for example—attract 15,000 patrons when playing in a club. Some of them become excellent producers.

				Labels are willing to pay large fees for the services of DJs who are tastemakers. Sales of club records (CDs, downloads, and vinyl) are relatively small compared to the sales of mainstream CDs or downloads, which are designed to attract a commercial-radio, Satellite, cable, or an Internet audience. Some popular club records have crossed over and become top 10 pop singles, resulting in greater sales. Many remixed versions of songs have become the primary versions played on the radio. Club records usually contain four or five different remixes to accommodate the variety of musical styles played in clubs. When the principal radio mix is beginning to lose airplay, some labels release a remixed version of the song, which can generate a new awareness to the record.

				Marketing records in dance clubs is appealing to labels for several reasons:

				
						Dance clubs have traditionally been a relatively inexpensive method to market and promote recordings.

						Club hits can garner radio play, and radio performances generate sales.

						A label might think that a track (song or instrumental) has the potential to become a hit recording but the feel, or rhythmic groove, of the original production is not conducive to dance clubs. In this scenario a remixer(s) is generally hired to give the track a new feel that will not only spawn club play but also, the label hopes, expose the artist to a new audience. Many club records have become successful pop hits, in addition to being licensed for use in commercials, television programs, and feature films (pop, in this context, is being used as a generic term, encompassing most forms of popular music).
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				Conclusion

				Various production techniques are explored throughout this book. With experience, producers eventually develop a personalized approach to music production. It is advisable to study each technique in depth. To be a successful producer requires a clear artistic vision and the knowledge of how to achieve that “mental picture.”

			

		

	
		
			
				2

				The Creative Concepts of Production

			

			
				There is two kinds of music, the good and bad. I play the good kind.

				—Louis Armstrong

				Producing music is making choices!

				Note: Throughout the book, the term popular music is being used as a generic term for all genres of commercial music.

				The Production Process

				The production approach to most styles of popular music is basically the same. Music producers are responsible for:

				
						Production concepts

						Arrangement concepts

						Song selection

						Coaching singers and musicians

						Audio engineering

						Mixing and mastering

						Music videos (not always a producer’s responsibility)

						The business of music production

				

				Overview

				Producers should listen to and become familiar with popular recordings in the style of the music they are planning to produce. Listen carefully and analyze production techniques. The most difficult choice producers of popular music encounter is whether to mimic the music heard in the current “marketplace” or to venture into new creative territory. Generally, the answer is somewhere in between.

				Producing records that emulate current hits creates certain inherent problems. The production values (sound) of the recordings could be outdated by the time the new production is released. The lack of originality makes artists less attractive to labels even if the recordings sound like hits. “Cookie-cutter” records are sometimes successful and can be profitable, but artists who are not unique generally have brief careers.

				Artists and producers want their recordings to sound distinctive, but originality cannot be manufactured. Many artists who may not be considered artistically original still have successful careers.

				Barbra Streisand and Celine Dion have recorded immaculately produced records, and their voices are exceptional and distinct. But are the records original? There are many fine singers who are surrounded by well-crafted arrangements, but Barbra’s and Celine’s extraordinary voices, choice of songs, and impeccably produced recordings have made them superstars. (Also, they are both extraordinary performers and their concerts engender record sales.)

				Frank Sinatra, arguably the greatest male pop artist, is unique. The sound of his recordings also established his distinct identity. Sinatra’s choice of songs and arrangers (Nelson Riddle, Billy May, and others) created a sound that continued throughout his career. If an audience was able to listen to a Frank Sinatra arrangement minus his vocal, the listeners could easily identify it as a Sinatra arrangement or an arrangement emulating his style. Steely Dan and Sting are also unique artists. They have established musical identities, which should be the goal of any artist.

				A distinct artistic identity is also characteristic of successful producers. Most producers find a creative niche. Singers and musicians usually specialize in one musical genre. The same is true of music producers. They produce music in one or two styles. That applies not only to record production but also to other forms of music production such as library music, film music, and so forth.

				The primary motive to produce a project should be a love of the music. If a producer is not fond of the music, the creative process will be laborious and the results, most likely, uninspiring.

				The ability to “listen” is a prerequisite to producing music. Listening is a skill that requires development. The art of listening refers to the ability to analyze the component parts of compositions, arrangements, and productions, from both a creative and musical perspective. Gain an understanding of why the emotional content and the complexity of a piece evoke emotional reactions from listeners. (Listening in this context refers to any style of music––not just forms of commercial music.)

				Music producers enhance artists’ musical visions by helping them effectively communicate their emotions to the listener. Music producers are also usually musicians, artists, composers, arrangers, and/or engineers. Diverse backgrounds prepare them to analyze and critique music.

				Critiquing one’s own work can be difficult. Therefore many artists hire co-producers. A rock band might be more comfortable with an engineer-producer; an R&B artist may want to work with a producer who is also an arranger and a synthesizer programmer. A producer’s background should complement the artist’s needs.

				Attorneys do not learn how to practice law in law school; they learn how to think like lawyers. Attorneys learn law by practicing law! The same is true for music producers. A music producer may not possess the ability to arrange or perform music, but a producer who has studied music production and who understands musical structure can successfully guide artists through the recording process. Competent producers must be able to analyze compositions, performances, and technical issues in addition to guiding songwriters, artists, and arrangers within the confines of an overall creative concept. A combination of musical and technical skills is required to achieve success.
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				Author’s Note: Listening to the work of skilled producers is the best tutorial. Although taste cannot be learned, absorbing the techniques used by successful producers unlocks new avenues of creative thought.
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				Producers who want to achieve successful artistic and personal relationships with artists must become amateur psychologists and understand artists’ motivations and artistic temperaments. If they do not believe in the artistic integrity of an artist, it will be difficult to achieve success. Artists and producers must agree on artistic visions and goals. This does not mean there will be no differences of opinion. Relationships should be based on mutual respect and willingness to compromise. Creative conflicts often produce positive results.

				Listen to the songs, rhythms, and sounds in contemporary hit recordings. Production techniques continually change, and new trends evolve. Cutting-edge producers are aware of changing trends and have the ability to quickly analyze and attempt to predict future trends. The popular-music business is analogous to the fashion-design business. Each year the styles and trends completely change or morph into something new, yet remain based in tradition. Musical evolution keeps the public’s interest. Popular-music listeners are fickle, and audiences’ tastes rapidly change.

				
					[image: dingbat.tif] In some musical genres, such as hip-hop, R&B, and pop, multiple producers are employed, which has proven to be a successful formula. In other forms of music, such as rock and jazz, there is usually one producer.

				

				Not all genres of popular music are trendy. Contemporary jazz (Kenny G), traditional jazz (Diana Krall), and traditional rock (Aerosmith) remain popular musical styles. Their listeners do not expect their recordings to follow current trends. Those genres rely less on technical wizardry and overly produced contemporary popular music. The latest drum sound and newest reverb or digital delay is not necessarily used when producing classic-sounding albums. Listeners want to feel as though they are in the room with an artist. They expect a well-produced recording and artistic integrity.

				Pristine engineering and immaculate production remain a constant in all forms of recorded music.
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				How Do Trends Affect the Music Business?

				Trends are often the catalysts that encourage entrepreneurs or producers to start independent labels. Trends initiate in various locations. For example, many new styles begin in dance clubs. The island of Ibiza (off the coast of Spain) has become a summer haven for college students. A genre of dance music called Chillout began in Ibiza. It is interesting to analyze how a musical genre(s) spreads from such a small territory.

				European club DJs were hired to perform in Ibiza dance clubs. The DJs brought new recordings back to their countries, and a new style of music was born. Radio eventually began playing the music because sales resulted from the club play. If the public reacts to radio play and sales continually increase, a domino effect occurs, with other territories following the trend. Imitators oversaturate the market, the trend evaporates, and the labels and the public await the next trend.

				Dance clubs are places to uncover inventive music. Artists and producers generally experience creative freedom on small dance labels, and they can afford to take risks. Creative freedom enables new music to surface and develop.

				Trend setting is easier to write about than to achieve. Trends are also difficult to predict.
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				In the competitive atmosphere of the professional music business, success is usually linked to a complete commitment to a project. Producers must address the minutest details of production. The phrase “Dot every i and cross every t” certainly applies to music production. Attention to details is essential, but the feel of the music is more significant. A production will most likely not be a commercial or artistic success if each song (instrumental) does not have a distinct mood (ambience). Music evokes a visceral response from listeners, and it is a producer’s obligation to help artists achieve that objective. If a production is immaculately produced but lacks emotion (feel), listeners will not react.

				Production Concept

				Developing a production concept is the most crucial stage of the production process. A production concept is the framework of an album. Many composers write a sketch before completing a composition; most authors write an outline before writing a book; film directors hire storyboard artists to sketch each scene in a cartoonlike drawing prior to shooting a movie. Record producers outline a creative and sonic image (concept) before recording an album.

				What is the music going to “say” to the listener? The choice of songs (instrumentals) is the first step in developing a production concept; the second step is for the artist and producer to agree on a sonic image. The production concept has to incorporate the artist’s physical image, which will most likely be included on the album cover and in the music videos. The music must reflect that image. How does the artist plan to project his or her image within the music? Such concerns have to become one combination of ideas.

				An album that sounds romantic and intimate illustrates a production concept. Thus a producer might choose reverberation settings (such as a small-room reverb) that virtually transport the audience from a living room into an intimate nightclub setting; using a small ensemble rather than a large orchestra also helps to achieve intimacy. Psychoacoustics plays a considerable role in the musical relationship between artists and the listeners. The audience has to connect with the artist’s vision. (Psychoacoustics is the manner in which a listener perceives a musical environment.)

				Some artists strive to create recordings that simulate their live performances. Capturing a live performance in the recording studio is the paramount objective of some producers. To accomplish that, artists perform “live” in the studio. Following the recording of the “basic track,” they will generally record a series of overdubs to enhance the “live” performance. For instance, the rhythm guitar might be doubled to add power of the original part. This provides the engineer/producer with the ability to pan one guitar to the left and the other to the right thereby creating a stereo image; solos and percussion might be added, and so forth. Artists overdub additional parts and repair mistakes made during the live recording. The objective is to capture the same energy achieved during concert performances. Producers might choose not to overdub numerous additional parts since artists cannot reproduce all of the parts during live performances. The sound would be inconsistent with the overall ambience of the group.

				Many producers record one instrument at a time. A common technique is to program a track on synthesizers (and samplers) and subsequently replace the synthesized tracks with live musicians or combine live musicians with the synthesized tracks.

				Once an artist and a producer agree on a production concept, it is the producer’s responsibility to remain focused throughout the recording process. A production concept is analogous to a corporation’s mission statement. If the concept of the production is not adhered to, the album will not sound cohesive. It could sound like myriad tracks with a lack of musical focus like a compilation album consisting of songs or instrumentals from various genres, such as a heavy metal track followed by an R&B track. This example is an exaggeration, but close to a listener’s perception of the album.

				
					[image: dingbat.tif] Most studio effects are able to be reproduced during a concert. The audience is generally disappointed if artists do not basically reproduce their recordings during their live performances. Frequently when an audience member is asked, “How was the concert?” the response is, “They sounded just like their recordings.” That is the ultimate compliment from a fan.

				

				Producers and Artists

				If the foundation is not solid, the house will fall! Building an album is analogous to building any structure. When a newly built home is purchased, the builder offers a basic model, and upgrades are available. Upgrades depend on the buyer’s taste and budget. The same basic concept applies to designing an album.

				The songs are the foundation of the majority of popular-music albums. Creating a well-crafted arrangement and/or a pristine production will not enhance a mediocre song. If the songs are not commercial or artistically interesting, the album will fail. Song selection continually changes until the final material is agreed on. Artists’ original songs are replaced, rewritten, and/or edited. The building process emanates from a creative concept. If artists choose to record “covers” (songs that have been previously released), or if a song has already been a hit, the new arrangement must differ substantially from the original version. There is no purpose in releasing “cover band” versions. Although retaining the basic feel of “I Heard It Through the Grapevine,” Michael McDonald’s recording is slower and differs enough from the original, by Marvin Gaye, to make it an outstanding cover of a classic recording. McDonald’s first Motown album was extremely successful.

				Producers and/or A&R executives search for unique artists. Originality is the main ingredient in the recipe for superstardom. In this context stardom is not defined in the traditional sense of mere fame but refers to the distinctive characteristics of great musical personalities. Mick Jagger, Barbra Streisand, Aretha Franklin, Luciano Pavarotti, and Leonard Bernstein are formidable examples.

				Producers should appreciate artists from both a musical and personal perspective. Understanding one’s artistic personality helps a producer explore an artist’s musical psyche. Most substantial artists have a mission, which is to bring a musical message to the public. Music is the defining factor of an artist’s psychological structure. If an artist does not “live the music,” it would be unwise for a producer to devote the time and energy required to create a successful production.

				Design a production concept after gaining a thorough understanding of the artist. Most important is that an album has a consistency of sound. Each track should sound as if it is part of a collection. Creating an overall mood for a project provides a unified quality. Each song/instrumental should be connected to the others either by a general lyrical concept, sound design, instrumental combination, or alternative method that sews the project together. Artists who achieve longevity have an identity and a producer’s job is to enhance their musical images. Producers guide artists’ recording careers.

				
					[image: dingbat.tif] Mick Jagger, of the Rolling Stones, is a songwriter and a dynamic performer. Streisand, Franklin, and Pavarotti are vocal icons in their respective musical arenas and have all become benchmarks for other performers. Leonard Bernstein was a master conductor, composer, and educator.

				

				The artistic motivation of an artist is of primary concern to a producer. Commitment and a unique artistic vision are the driving forces behind most successful artists. They have a musical vision and also the ambition to pursue a career. Creating the best music is always their primary motivation; financial rewards follow.
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				A global hit reaches millions of listeners in a very short period of time. Downloading, terrestrial radio, Internet radio (including streaming), cable, HD, and Satellite radio, videos, mobile music downloads, and broadcast and cable television stations provide instant access to music. Public awareness can be achieved quickly with intensive airplay and touring.

				In the 1950s, when folk music was at its peak in popularity, folk artists communicated through music. Many rock ’n’ roll bands and hip–hop artists are also passionate about delivering messages to the listeners (sans preaching). Dedication to the music helps artists achieve success. Mature audiences generally react to artists’ creative achievements and they remain loyal fans. Billy Joel, Elton John, Steely Dan, Paul McCartney, and James Taylor are superstars partially because of fan loyalty.
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					[image: dingbat.tif] The great jazz trumpeter Miles Davis continually explored new ways to transport his musical message to the public. He was never creatively stagnant. Sinatra had an image, which emanated from his music. Most great artists are the music they perform. Music cannot be separated from an artist’s psyche. Many artists have “something to say” and their music provides a forum for expression.

				

				Production techniques and recording technology keep evolving, but the basic premise of recording––capturing a performance––will never change. Capturing a performance does not necessarily refer to emulating a live performance (vocal or instrumental) in the studio. It means to capture an artist’s and producer’s creative objectives. For instance, a synthesizer programmer may spend months creating a track; the process involves myriad musical parts that eventually collide to form one musical composition. The final composition is not merely based on the selected sounds (synthesized and sampled) and the compositional form but also includes the creative use of technology. Composers might use reverberation, delays, equalization, compression, and so forth, as essential components of a composition. A flute note might have an eighth-note delay written into the score, or a bass might trigger a 50-millisecond tap echo. Signal processing can also become part of the ambience created during a live performance; it helps generate a sonic image.

				The evolution of music production is directly related to music technology. As technology became more sophisticated, so did the creative use of technology. Just the simple ambience that can be created with the proper use of reverberation can transform a recorded piece of music into an emotional experience. Since music is, arguably, the most sensual art form, having the ability to manipulate recorded music into virtually any imaginable sonic atmosphere is possible; purchasing the software to do so is financially affordable for most musicians.

				One of the greatest gifts both artists and music producers possess is the ability to create without financial restrictions. The music that can be created and recorded in a bedroom could previously only be accomplished in a technically sophisticated and costly recording studio. When the creative urge strikes an artist, the process of documenting the music must happen immediately. A songwriter can record with a small digital recorder; a symphonic composer can notate on score paper or on a computer notation program such as Finale or Sibelius. Now, any artist can immediately document his or her work in a computer-sequencing program. When the creative spirit appears, a programmer can use a laptop computer and not only experiment with the sonic quality of a production but actually hear what it will sound like by listening to instrumental samples of real instruments or by creating synthesized sounds. The incredible development of real orchestral samples has afforded composers and orchestrators an opportunity to hear their compositions prior to hiring musicians, if that is the ultimate goal. They simply play the notes on a keyboard (or another instrument that can trigger MIDI), which triggers the sound of the real sampled instrument. (The notes can also be typed into the program.) Synthesizers and samplers are also manufactured as virtual instruments (analogous to a physical instrument), which are stored on a computer’s hard drive. With a computer-sequencing program, an electronic keyboard, and virtual synthesizers and samplers, almost any recording can be accomplished on demand.

				Contemporary popular-music productions customarily follow trends. Listen to the musical elements used in hit recordings, and analyze the marketing approaches used to market successful recordings. In the music business, music and marketing are inseparable. If an artist produces a musically viable album and the public is not aware that it has been released, there will be relatively few sales. Success in the music industry is based upon 50% artistic achievement and 50% business acumen.

				Study the overall production concepts of successful albums. Listen carefully to the compositions and the production qualities. Try to analyze analogous elements that are found in various styles of music such as rhythm patterns, bass sounds, and the use of signal processing.

				
						Why does the song (instrumental) selection build an organized artistic concept? Most successful albums are designed as a project and song selection is the key to success. The songs (instrumentals) are chosen to fit together like the pieces of a puzzle, although “fitting together” is not meant to imply that all albums are designed as concept albums.

						Concept albums are intended to work as a story. The Who’s Tommy is a concept; there is an explicit relationship between the lyrics of the songs, even if there is no definitive storyline. The lyrics may contain an emotional thread that ties them together.

						Is there a synergy between the lyrics on the album? Society changes, and mores change, and the lyrics of popular songs usually mirror those changes. Contemporary popular music reflects popular culture. Some lyrics have substance while others are designed as unadulterated entertainment. For instance, hip-hop music reflects a lifestyle—a subculture, such as Southern, East Coast, or West Coast hip-hop.

						Listeners relate to lyrical content. At the beginning of rock ’n’ roll, the lyrics were trite, but the music and culture helped promote civil rights by obliterating musical racism on U.S. radio stations. During the Vietnam War, many lyrics reflected an antiwar sentiment. The perils of love have consistently been the most popular subject of lyrics.

						Singer-songwriters have a definite point of view. Lyrics that reflect popular culture in an entertaining manner have to echo current popular thought, or attracting a youthful audience, the primary consumers of popular culture, will be difficult. For instance, Britney Spears or Justin Bieber must record records with cutting-edge production values, but the lyrical content of the songs should also appeal, primarily, to a young demographic. (Britney Spears had to morph from a young artist to a mature artist without losing her core fan base.) Usher sang about being unfaithful, and Eminem rapped about family problems and growing up poor. The fans can relate to the lyrics.

						Producers have to address these issues when designing albums. Artists without a point of view are probably not worth producing.

						Does the sonic quality remain constant throughout the album? An overall sound is vital to achieving sonic cohesiveness. Some artists develop a sonic identity (e.g., The Beatles, Coldplay, and Linkin Park). The audience expects to hear an identifiable ambience. Artists, producers, and engineers all contribute to creating a sonic identity.

						How is the album going to be marketed and advertised? The music dictates the most suitable approach. If an album has a theme, the record label will design the advertising, marketing, and promotions around the concept. (This subject is addressed in the business section of this book.)

						An artist’s music and stage performance are the most significant ingredients of the image-building process. Music videos reflect an artist’s image, and advertising (photos and graphics) and public relations (interviews) project his or her image.

						Usher is an example of an artist who wants the public to perceive him as being “cool” and entertaining. Alicia Keys sings, plays the piano, writes songs, and projects a contemporary image. Her style of music will most likely afford her a long career that will continue after her record sales decline.

				

				To arrive at a viable album concept, producers and artists must agree on artistic goals. The following questions should be taken into consideration:

				
						What message does the artist want to deliver? The choice of songs should be an affirmation of an overall concept. If the concept is to record The Greatest Love Songs, the lyrics should suggest a variety of emotions so the listener remains stimulated throughout the album; the lyrical messages can vary but remain related to one another. A concept album A Tribute to Frank Sinatra could include songs recorded by Sinatra (a compilation) or recorded by new artists recording Sinatra classics. A title can instigate a diversity of conceptual ideas and can be the primary tool for building a production concept.

						Achieving an overall musical design for an album is a producer’s most crucial consideration before recording begins.

						Should the emotional-technical ambience of a recording be intimate or spacious? Is the listener going to be mentally transported into a small nightclub, to Carnegie Hall, or to a large stadium?

						The choice of a studio and an engineer affects the sonic atmosphere of the album. Large studios, such as studios designed to record orchestral music, produce a spacious ambience created by natural reverberation that is carefully calculated during the design of the studio. Studios designed to record rhythm sections, or smaller instrumental ensembles generally have a less ambient studio room and the natural sound of the recording has less reverberation. (This is not to imply that a small studio cannot have natural reverberation.) Ambient effects are added during the mixing process with the use of signal processing (e.g., reverberation, delay, and equalization).

				

				Successful producers are detail oriented. This can sometimes be misconstrued as being too compulsive or too restrictive like areas of a production that some may feel are not significant. All areas of production are essential. Calculating delay and feedback, compression ratios, the selection of echo and/or reverberation, the model of a guitar used on a particular song (e.g., Fender Stratocaster or Fender Telecaster), the programmed sounds of synthesizers and samplers, the microphone selection, the choice of an engineer and the selection of musicians, and many other facets of the production process are substantial concerns of producers. Producing is a musical and technical potpourri.

				Arranging

				The sound of the arrangement. The arrangements are crucial to the success of a project. A hit song will not be a hit record if the arrangement does not complement the music and lyrics. Producers guide arrangers and help shape and select the most inventive creative path. Arrangers are composers. They “set” and enhance a basic composition. An arrangement may be referred to as a “surrounding composition” since the arrangement surrounds the basic song (instrumental) structure.

				
					[image: dingbat.tif] Many rock bands prefer to record in large studios to attain a sound similar to the sonic atmosphere of a large concert venue.

				

				
						A band has a sound; their arrangements are the sound of the band. If an arranger(s) is hired, the producer has to be concerned that the arrangements throughout the album have a consistent sound. The artist and the producer must agree on the ambience of the arrangements. The grooves and basic instrumentation should be similar throughout an album. Naturally, there are exceptions, e.g., The Beatles enhanced instrumentation used on the Sgt. Pepper’s Lonely Hearts Club Band album.

						To achieve a coherent sonic image, use essentially the same instrumentation, musicians, engineer(s), and studio(s) throughout the recording of an album. That is not always possible and most likely not probable. The executive producer is responsible for overseeing the overall sound of the project and has to coordinate all the musicians and singers to achieve a sonic image.

						Does the arrangement complement the lyric? Does the mood of the arrangement surround the lyric? Some lyrics can be musically accented, which will enhance the impact of a song. Experienced arrangers instinctively address these concerns; it is a basic skill of professional arrangers.

						Does the arrangement complement the lead vocal? Consider the sonic quality of the lead vocalist before writing an arrangement and before choosing the instrumentation. An arrangement for a powerful voice will differ from an arrangement designed to complement a softer voice (e.g., Sade as compared to Aretha Franklin). These subjects are discussed in detail in chapter 5.

				

				Producers must monitor each section of a production to make certain that it does not stray too far from the desired sonic concept. Since most albums are recorded over an extended time period, producers should continually listen to rough mixes, analyzing the above-mentioned concerns.

				Song Selection

				Producers and artists usually begin an album by selecting songs. If the budget permits, it is best to record more songs than will actually be used on the final album. Song demos (basic productions of songs) that sound appropriate for a project or also sound suitable during rehearsals will not necessarily be included on the album. It is wise to have replacements. For example, a song might not fit the final creative concept of the album. That might become a dilemma for a producer, an artist, and the label because a song that sounds like a radio hit could be out of character with the remainder of the song selection. Therefore, it is wise to keep the song for a future project rather than risk ruining the album’s overall sonic image. The final song selection has to work as a unified collection rather than a grouping of individual tracks that do not musically relate to each other.

				The source of future compositions is a primary concern of label executives and producers. Artists who are also songwriters are appealing to labels. Labels prefer not having to rely on independent songwriters or music publishers as a source of material. Artists who can write radio-friendly songs are sought after.

				
					[image: dingbat.tif] A rough mix is a mix used for review.

				

				Artist-songwriters are not necessarily “hit” songwriters. Many artists insist on writing their own material, although the songs are not commercial. Some artists have ruined their careers by refusing to record songs written by other songwriters. Most successful popular artists record any appropriate song that has a chance to top the charts. (It is foolish not to record songs from outside sources, since hits attract concert promoters who hire artists. Besides, one hit song generates album sales. Most record labels are willing to sell one song from an album via Internet stores, such as iTunes and Amazon. This has become a paradigm for Internet sales.)

				Many producers are also songwriters. They sign artists who will record their songs. Successful relationships have been built between producer-songwriters and artists; the songwriter and the interpreter. A stellar example is Dionne Warwick, who recorded multiple hits by singing the songs of Burt Bacharach and Hal David. It is analogous to a comedian’s relationship with a joke writer. Some comedians write their own jokes, but many rely on independent writers to supply them with jokes and routines. The comedian becomes the interpreter.

				
					[image: dingbat.tif] The terms song and instrumental are used interchangeably.

				

				Producers are responsible for editing songs (instrumentals) and arrangements prior to recording. That is done in collaboration with artists. Most new artists need help with song formats and arrangements. For example, an introduction may become 4 instead of 8 measures; the second chorus could be sung 2 times instead of once. The editing process is crucial to the artistic and commercial success of the final product. Skilled producers have an innate ability to detect creative flaws and experiment with various ways to repair them. It is a form of coaching, consistent with the importance to success of mutual artistic respect between producers and artists.

				Coaching Singers

				Producers coach singers. A producer must “get a performance” from an artist. That is a complex subject, and there are no concrete methods for guiding artists.

				
					[image: dingbat.tif] When a producer discovers an artist, he or she usually signs the artist to the producer’s production company or the producer’s record label. A production company usually “shops” the album or single tracks to various labels for distribution, or it has an exclusive deal with a label to distribute all of the company’s productions. A label has a distribution deal (physical and digital) through either a major label or an independent distributor(s).

				

				Producers develop their own system of working with singers; the modus operandi differs from artist to artist. Personal relationships affect the interaction between producers and artists. Trust is the crucial element. If an artist does not have confidence in the producer, the project is doomed to failure. This subject will be discussed, in detail, later in the book.

				Coaching Musicians

				Coaching musicians, whether band members or studio musicians, requires the same skills as coaching a lead vocalist or solo instrumentalist. The psychological approach producers take with the musicians (and background singers) is vital to drawing out the best possible performances from artists. Creating a comfortable ambience in the studio relaxes performers, and in such an environment they will most certainly deliver better performances. A musician must have confidence in and respect for the producer or it will be difficult for the producer to coach an artist into achieving a stellar performance.

				Certain styles of music sound best when programmed on synthesizers (e.g., trance music) while other styles sound best performed by live musicians (e.g., rock or traditional jazz). A producer may choose to combine live musicians with synthesizers or select the most appropriate instrumental combination to complement a song. When possible, it is advisable to experiment. Experimentation can produce new sounds and combinations. If a producer coaches and encourages a programmer to be inventive, a fresh crop of ideas may take a music track in new directions.

				
					[image: dingbat.tif] Producers have to be concerned with all aspects of the business of music when conceiving an album. In addition to a cohesive sonic image, the cover design and graphics should mirror the musical content. In retail stores, albums are displayed (racked) in categories—rock, R&B, world music, and so on. For marketing purposes, the record company targets the proper audience; therefore, the overall sound of the album should be within a musical genre. That is one of the keys to strategic popular-music marketing. An artist must focus on his or her image, which, hopefully, will appeal to a targeted demographic.

				

				Engineering

				Recording engineers who specialize in music are responsible for the sonic qualities of albums. Recording engineers are artists. Some have studied music, whereas others developed musical skills through the process of osmosis. They listen carefully and work with skillful producers and musicians. Experienced engineers operate recording consoles, both hardware and software. SSL and Neve consoles interact with computer audio programs, such as Pro Tools.

				Effects, such as reverbs, delays, and compression, enhance the recorded music tracks and become an intrinsic part of the final sonic image. Psychoacoustics plays an important role in a listener’s emotional response to recorded music. For instance, a delay behind a lead vocal adds depth to the sound of the vocal; a long reverb on a snare drum creates a shooting effect through the track and adds power; a tap echo can add a rhythmic delay to a sound. When creating a recording, which is a permanent representation of a composition, the effects become––in some cases––equal in importance to the other components of the arrangement. Using effects properly is an example of the creative use of technology. Effects are discussed in a later chapter.

				Mixing

				Creating the final sonic image is called mixing. A musical sketch has been completed, the colors have been added (orchestration), and the individual components are ready for assembly into one complete unit.

				Mixing is an art form that is both a technical and creative process. At this phase in the production process, producers and artists ought to agree that the basic tracks and vocals (or instrumentals) are acceptable, and the necessary overdubs (additional parts) have been recorded. Signal processing, such as equalization, compression/limiting, panning, volume levels, and the balancing of these elements, all contribute to the final sonic image. Mixing is the artistic blending of these elements. Each of these components is discussed in the technology section of this book.

				Many albums are recorded in multiple studios. Because of the differences in sound, some producers and engineers choose to mix in one studio, which helps to create sonic continuity. Since it is commonplace for multiple producers and engineers to work on one album, mixing in one location can sonically “glue” a project together. An executive producer oversees the process of the production. (This concept might not be practical.)

				In the chapter devoted to the mixing and mastering process, in addition to the information previously mentioned, the following elements are discussed:

				
						The importance of a sonic concept

						Signal processing

						Monitor selection

						The control room

						Console selection

						Attention to detail during the original recording sessions

						Live tracks that can be fixed only by rerecording, for which the cost might be prohibitive

						The placement of the lead and background vocals in the mix

						The sonic relationship between the lead and background vocals

						The artistic reasons for this relationship

				

				Arrangements are affected by the vocals. If the vocals will be loud in a mix, an arranger has to design the rhythm track so that it can also be prominent in the mix without masking the vocals. One technique is to write the arrangement so that the frequency ranges of the instrumental parts do not conflict with the frequency ranges of the vocals. The same is true of strings, horns, or additional instrumental parts. Carefully placed fills (e.g., snare-drum fills) can be prominent in the mix if they surround the vocals and do not cover them. More will be said about this in the chapters devoted to arranging, mixing, and mastering.

				
					[image: dingbat.tif] Some engineers only mix and do not record. Some producers do not mix but rely on mixing engineers. The record label may choose the mixer in consultation with the artist and the producer. It is not unusual for several producers and engineers to mix one song. Multiple mixes might be included on one album; most often the additional mixes are dance mixes, e.g., Katy Perry.

				

				Mastering

				Mastering is the final creative and technical process before manufacturing. The mix (stereo or surround sound) receives its final sonic manipulation in the mastering lab (producers usually oversee mastering sessions). Mastering is a synthesis of art and technology, and mastering engineers are artists. Although the final sound of a recording is created during the mixing process, the mastering engineer is responsible for technical excellence (e.g., no distortion or digital error, and the track levels match throughout the album), and the final equalization process, which should not drastically change the overall sound of the mixes, adds a final sonic gloss.

				Mastering can be either advantageous or detrimental to the final sonic quality of a production. For instance, an excess of compression can eliminate the dynamics in a music track; overemphasizing the higher frequencies can create a piercing sound. Many factors can either detract from or greatly enhance the final sound. A producer usually attends the mastering session or approves the mastering before the album is manufactured.

				The choice of a mastering engineer and a mastering studio is as essential to the recording process as the other creative and technical choices typically made by a producer.

				Music Videos

				A music video is a visual representation of a song or instrumental composition. Not only must a story be told but the director also has to capture the artist’s image. The director should be thoroughly familiar with the artist’s persona since the video must capture the essence of the artist. An ill-conceived video could damage an artist’s image with fans.

				The choice of a director is a primary consideration. Some directors specialize in directing music videos and are also genre-specific in the assignments they accept. Viewing directors’ demonstration reels narrows the selection process.

				Record labels are involved in choosing a director, and they have relationships with directors and video production companies. Since cost is a factor, it is wise for the artist (and sometimes the producer) to consult with the record label when choosing a director. Hire a director who will work within the budget and deliver a quality video.

				The artist and director must develop a synergy similar to that an artist develops with a music producer. Trust and mutual respect are primary considerations.

				
					[image: dingbat.tif] Standards vary according to the musical genre. For example, rock ’n’ roll vocals are usually placed at a lower level in the mix than R&B vocals. The placement of pop vocals is usually similar to the placement of R&B vocals.

				

				A creative and contemporary choreographer should be hired. If an artist wants to project a contemporary image and the dancing is outdated, the artist’s image will appear dated. Choreographers are also hired to help an artist with movement. Not all artists are competent dancers, and choreographed movements help keep an artist from appearing static.

				[image: rule01.tif]

				Music producers are not always consulted before a music video is shot. If the producer feels that the artist is being misguided and the music is not being visualized properly, the producer should voice his or her opinion to the artist and the label. Videos are a significant sales tool, and if a video does not properly represent a song, the production may be compromised. (Some labels are charging for the use of videos in venues such as the Internet.)

				[image: rule02.tif]

				The Business of Music

				The business of music is the subject of numerous books. Students wishing to become music executives or informed creatives should study, in depth, each of the subjects noted in this chapter and the additional chapters dedicated to the business of music.

				The contemporary music industry has made it necessary for industry people to think entrepreneurially. The continuing growth of digital distribution has made it essential to understand all aspects of the business. New independent labels, managed by two or three executives, make it necessary for each person to have a working knowledge of all aspects of the industry.

				Producers and executives must comprehend the following subjects:

				
						Negotiating master recording contracts

						Negotiating artists’ contracts

						Negotiating production contracts

						Music distribution contracts

						Personal artist management contracts

						Talent agent contracts

						Production budgets

						Securing record deals

						Record sales

						Music promotions

						Music marketing

						Music advertising

						Studio selection

						Engineering

						Copyrights and music publishing

						Musicians’ union agreement (AFM)

						Singers’ union agreements (SAG, AFTRA)

						Performance-rights organizations (BMI, ASCAP, and SESAC in the U.S., and similar organizations throughout the world)

						Foreign music licensing[image: dingbat.tif] Most major labels spend between $500,000 to $1,000,000 per video for high-profile artists. Prior to the rampant illegal downloading and physical pirating that reduced profits, major labels were spending (infrequently) as much as $2,000,000 to produce a superstar’s video. Small labels spend a fraction of that cost. Many independent artists produce their own videos and post them on websites such as YouTube. Videos seen on the Internet have been instrumental in launching careers for artists such as Justin Bieber.



				

				Conclusion

				Music production is a complex topic. Successful producers are knowledgeable in both music and business. (Iconic producer Quincy Jones is a schooled musician, arranger, and music executive. The late Arif Mardin had the same background.) They manage production businesses and not being thoroughly conversant with the subjects discussed in this chapter will make it difficult for them to sell or negotiate master sound recording licenses. (Production companies, copyright owners, or record labels that finance and own recordings, often license the use of those recordings for a time period (term), which is negotiable. The recordings are referred to as masters or master recordings.)

				Familiarity with these topics will help producers develop a modus operandi. It cannot be stated often enough: The only way to learn music production is by producing music.

				Assignment

				You are planning to produce an album. Answer the following questions. (Choose a fictitious artist.)

				
						Describe the artist (solo artist, band, image, performance traits, etc.).

						Why do you choose to produce the artist?

						What is your production concept? Justify the concept.

						What is the title of the album?

						Why did you (and the artist) choose the title?

						Does the title relate to the songs (instrumentals)?

						Describe the graphic design of the cover.

						Why is the cover design important?

						What style of songs (instrumentals) do you plan to record and why?

						You may record in several recording studios. Why did you select those studios?

						What are the attributes of your engineer and how will his or her experience directly enhance your project?

						How do you plan to promote and market the album?[image: dingbat.tif] These topics, and more, are discussed in the chapters concerning the business of music.
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