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RAP INTERVIEW

Cindy Jo Hinkleman
Freelance Audiobook Editor, 

Director & Coach
Los Angeles, CA

by Jerry Vigil

Cindy Jo spent some time in radio working for 
Drake-Chenault, Radio Arts, Far West Communications 
and Radio Express.  She has hosted a syndicated show 
and did production and interviewed recording artists for 
American Top 40 and other syndicated shows. She has 
won numerous awards including an Oscar, 3 Golden 
Reel Nominations, an Audie (audiobook award) and a 
Grammy nomination. She has produced, edited and/or 
proofed over 500 audiobooks. Most recently, Cindy has 
starting doing classes in LA, teaching voiceover artists 
how to get in the audiobook game. We get a peek inside 
the audiobook world in this month’s interview along with 
some interesting tidbits about sound editing for film. Be 
sure to check the end of the interview for a link to Cindy’s 
upcoming audiobook class in LA.

JV: You started in radio. How 
did that happen?

Cindy Jo: Well, I was a pharmacy 
major originally – this is the San Ber-
nardino Valley College – and every 
day I would walk by the radio station. 
They had a big picture window at the 
FM station. A week before I was sup-
posed to go away to pharmacy school, 
I wandered in and met the head of 
the department and went home and 
announced to my family that I was 
changing my major. I’m also a musi-
cian, and I always had an affinity for 
radio. So it just made sense for me to 

go into it. 

JV: What did you do during 
your time in radio?

Cindy Jo: My first job was what 
was called at the time, a research girl, 
for a consultant named Jerry Clifton 
at 99.1 KGGI in Riverside. We called 
people randomly out of the Yellow 
Pages and asked them questions about 
music and radio. Then I transferred to 
Cal State Northridge, and through a 
connection at KCSN, the radio station 
at Cal State Northridge, I was hired 
at Drake Chenault as a production en-

gineer.

JV: Did you ever actually work 
at a radio station?

Cindy Jo: No, I always worked 
for syndicators after 99.1. I was never 
on the air on a station. I did host syndi-
cated shows for Drake Chenault, and 
another one later with a friend, but I 
was never on the air on local radio.

JV: With Drake Chenault, were 
you doing production for them right 
off the bat?

Cindy Jo: Yes. It was interesting. 
At the time, they had never had a fe-
male production engineer – which is 
just bizarre today. The man who in-
terviewed me and hired me had to pull 
some strings to get me in the door. I 
ran what was called the duplication 
chain at first. It was racks of reel-to-
reels. There were 2 masters and 23 
slaves, and I would duplicate the tapes 
for all of our automated or live assist 
radio station clients. So I was carry-
ing boxes full of reels of audio tape 
around. About two years later, there 
was an opening to go into the studio to 
produce the reels of music that I had 
been duplicating, and I was promoted 
into studio work at that point.

JV: What got you into editing 
sound for feature films?

Cindy Jo: Radio changed, as 
we know. I had gotten to the point of 
about middle management. This was 
in the ‘90s, and middle management 
was pretty much phased out when the 
big conglomerates were buying up 
syndicators. I just couldn’t find a job. 
A friend of mine had just gotten into 
cutting dialogue for films. He said, 
“Listen, I know you know how to use 
a Pro Tools system. I know you’ve 
never worked with picture, but we 
have three evenings of loading ADR 
dialogue into the computer. You can 
come over and load dialogue for three 
nights.” I thought, “Sure, why not?” 

I went over and those three nights 
turned into years. I never left. I was 
very fortunate. The first movie I ever 
worked on was Breakdown with Kurt 
Russell and Kathleen Quinlan. I’m 
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forever thankful to that friend of mine 
who said, “Come on over and load 
some dialogue for three nights.” 

JV: I’ve always wondered what 
the job of editing sound for film en-
tailed. When you see the Academy 
Awards announce winners for Best 
Sound Editing, is that what you 
did?

Cindy Jo: Yeah, absolutely. 
There are two categories of Oscars 
for sound. There’s one for mixers and 
there’s one for sound editing. We won 
in sound editing for the movie U571. 
Sound editing is basically everything 
except the music. So it’s all dialogue, 
all sound effects, all Foley, and dia-
logue replacement when you have to 
do that when the production sound 
isn’t usable. 

I worked as a dialogue and ADR 
editor, but I mostly worked as what 
is called first sound assistant, which 
isn’t really what it sounds like. It’s not 
really an assistant. It’s more of a su-
pervisor, coordinator role. You’re the 
hub. As first sound assistant, you’re 
the hub of the sound department. You 
work with the picture editor making 
sure the sound department has the 
latest versions of all the reels that 
they’ve edited. Then you get all the 
materials out to the sound effects edi-
tors, to the dialogue editors, and load 
everything in the computer, and make 
sure everything is current. When it’s 
all edited, you gather it all back up 
from everyone and compile it for the 
mix stage. 

It’s the first sound assistant’s job 
to take all the hundreds of tracks that 
you have over to the mix stage and 
prepare everything for the mixers, so 
that when they push that green button 
on the console the first day of the mix, 
everything plays and plays in sync. 
It’s a bit of pressure, but it’s just real-
ly such an amazing creative process.

JV: How long did you do that 
for?

Cindy Jo: I did it for 7 years.

JV: What pointed you in the di-
rection of audiobooks?

Cindy Jo: I had gone into au-
diobooks a tiny bit between radio – I 
kind of bounced back and forth for 
a while. But I got very tired. In film 
it’s 60 to 90 hours a week and I was 
very blessed. There were times I was 
doubled and tripled up on movies. Af-
ter 7 years, I just needed a break from 
the 60 to 90 hour weeks and the last 
minute schedule changes. So I called 
a friend of mine who was at what was 
Books on Tape. I had worked with 
him at Drake Chenault. I said, “Do 
you have a place for me editing some 

audiobooks for you, because I need 
to just take a breath?” He said, “Sure, 
come on over.” 

I’m still a freelancer, but I’ve 
been editing and directing for them 
ever since that time. I miss films, and 
I might go back at some point. I’ve 
kept my options open. But right now 
the audiobooks thing is working just 
fine.

Books on Tape doesn’t exist any-
more. They were based out of Orange 
County and were purchased -- I think 
it was about 12 or 13 years ago -- by 
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Random House Audio. And then just 
about a year ago, Random House was 
purchased by Penguin Publishing. So 
now they are Penguin Random House. 
There’s a group of people there, and 
we’re kind of like family. People 
come in and go, but there is a core 
there that’s really family.

JV: What’s the job of editing 
an audio book like? It seems like it 
would be a tedious task, but I sus-
pect it’s not.

Cindy Jo: It’s really changed 
over the years, but currently, it’s ba-
sically, I get the recordings that they 
do in the studio. My job is to take 
them and clean them up, all the mouth 
noise, where they’ve picked things 
up, take out the parts that aren’t us-
able, work on the pacing, and make 
sure it sounds like the reader read it 
perfectly the first time, and to deliver 
back to them a finished product. 

We also proof as well -- pronun-
ciations of words, and we make sure 
everything is done accurately. After it 
goes back to Penguin Random House, 
for me, it goes to the quality control 
person who gives it another listen to 
make sure everything is correct. There 
are usually some notes that come back 
from them. I, as the editor, go back 
and make any corrections that they 
request. It goes back to them for final 
approval, and it goes out the door.

JV: I can see how listening to 
and editing so many of these and 
putting in so many hours into this 
work, that you would learn a lot 
about how to read these books.

Cindy Jo: You do. Absolutely.

JV: What about reading audio-
books? That also seems somewhat 
tedious -- different from reading 
30-second radio scripts! How do 
you keep from going nuts reading a 
whole book out loud?

Cindy Jo: Sometimes it’s not 
easy. [laughter] You take frequent 
breaks. It is very tedious, and audio-
books really is more acting than it is 
voiceover. Of course, it is voiceover, 
but especially in fiction, it requires 

you to be an actor, and it’s not easy. 
First of all, your voice has to hold up. 
Then you have to keep your charac-
ters consistent throughout. So if you 
have a book with a lot of characters, 
it can be challenging. You have ex-
tensive notes. You oftentimes have a 
recording on your phone or your iPod 
as a reader that you go back and listen 
to if you kind of get lost. That puts 
you back into – “Oh yeah, that’s what 
I did with this character. They’re Eng-
lish. They’re this age.” 
One of the things I coach is to not take 
your characters too far. If it’s a man 
and it’s a male character, and you do 
a voice that’s really gravelly, some-
thing that’s quite abrasive on your vo-
cal chords, you may not have a voice 
by page 400. I caution them to be very 
careful on that. Plus it’s also abrasive 

for listeners to listen to. You want to 
make sure your voice is not to a point 
where the listener goes, “Oh my gosh. 
That voice is wearing on me.” 

JV: So particularly in fiction, I 
would guess there are a lot of char-
acters. And you’re expected to do 
character voices.

Cindy Jo: Yes. And you have to 
go between character and narrator, 
character and narrator.

JV: That indeed becomes a great 
acting job, a great voice acting job. 
You have to be really good.

Cindy Jo: Absolutely. And it 
does require practice and training, un-
less you’re a born natural.

JV: Is this something any expe-
rienced commercial voiceover artist 

could slide into easily?
Cindy Jo: Usually. The biggest 

challenge, and people can overcome 
it all the time, is just to not sound an-
nouncer-y, to sound like you’re read-
ing a story to someone. That’s what 
people have to keep in mind when 
they read audiobooks. You have to 
put yourself in a place. It’s like ra-
dio; you’re talking to one person and 
you’re reading them a story, and so 
you can’t be an announcer. You have 
to be a storyteller.

JV: When did you start teach-
ing audio book reading?

Cindy Jo: About four years ago. 
It was just after I met Susan McCol-
lum at the event, Voices 2010 in Cen-
tury City. Susan is an experienced 
voiceover artist and coach in the San 

Francisco area, and we got to talking. 
She said, “I have classes in narration, 
commercial, animation, and I’m get-
ting requests for audiobooks, but I’ve 
never read an audiobook, so I’m not 
qualified to teach the class. Would 
you like to come up and be a guest 
instructor?” I said, “Well, I’ve never 
taught before, but I’ve done hundreds 
of these. I know what I’m doing.” 

I went up and she has wonderful 
students up there. I taught the class, 
and it went quite well. Now I go up 
two to four times a year, and she puts 
a class together. I’m very spoiled. I 
drive up and the class is there, and I 
teach. We’ve had repeat students now, 
and I take that as a compliment. I do 
more advanced work with the peo-
ple who have taken the class before. 
That’s fun too, because we can really 
get in the trenches together, and I can 

"...it is voiceover,
but especially in fiction, it 

requires you to be an actor, 
and it’s not easy."
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teach them some additional skills that 
they’re going to need.

JV: These classes that you’ve 
been doing have been in San Fran-
cisco, but you’re getting ready to do 
one in LA. Tell us about that class?

Cindy Jo: Right. Susan in San 
Francisco has been encouraging me 
to teach down here in LA, so I final-
ly decided it’s time. First of all, we 
spend Friday evening with me playing 
them examples of different genres of 
audiobooks, because there are a lot of 

different styles out there. It’s interest-
ing… every time I think I’ve encoun-
tered every style, or every way a book 
is constructed, something else comes 
along and surprises me. So I will be 
playing examples for them and tell-
ing them how the audiobook industry 
works, the process of how a book is 
produced from start to finish. 

Then on Saturday morning, we’ll 
be talking about the Audiobook Cre-
ation Exchange, www.ACX.com. It’s a 
new website. It’s actually owned by 
Audible. It’s where authors post their 
books if they want them made into 
an audiobook. Readers have profiles 
on there. Anyone can put a profile on 
there and submit auditions to these 
authors. The authors put some text 
from the book on there, and the read-
ers record it and submit mp3s. 

When the author picks whichev-
er reader they would like to use, the 
reader basically works as a producer. 
They are responsible for recording 
the book, editing it, and delivering a 
finished product to ACX. Then they 
upload the mp3 files to ACX when the 
book is completed. It’s a great way for 

new readers to get started, and to get 
some titles on their resume, which 
helps them get in with the big pub-
lishers. I have someone who comes 
in to speak about that who’s an expert 
on that because I haven’t personally 
used it. 

He’s also going to talk a little bit 
about the home studio setup, which 
I’m also not an expert on. Then we’ll 
spend the rest of the day having the 
students read selections of fiction 
and non-fiction that I’ve picked out 
for them. I have them do profiles pri-

or to the class, so I know the vocal 
range, their experience, the classes 
they’ve taken, what their interests are 
in books; and then I pick selections 
for each individual that are different. 
They will work on those, we’ll read 
those, and at the end of the day, I wish 
them well, and I’m there if they need 
a hand. I’m also going to be produc-
ing demos for people. If they’re ready 
and if they would like to, we can get 
their demo done and get them out 
there pursuing some work.

JV: As I’m sure you know, the 
voiceover business, for commercials 
anyway, is way overcrowded with 
VO artists. Is it the same way with 
the audiobook arena? 100 auditions 
and maybe 1 hit?

Cindy Jo: You know, it was with 
the big publishers, to a certain ex-
tent prior to ACX -- not anything like 
commercials. Now with ACX, it’s just 
opened all kinds of doors and oppor-
tunities, and I know numerous people 
who are just booking jobs on there 
like crazy. It really has opened up the 
doors. Also, because audiobooks are 

just exploding right now, the publish-
ers are starting to produce more books 
than they’ve ever produced before. In 
fact, Penguin Random House just add-
ed four new studios for a total of ten. 
So they have ten studios going pretty 
much all day long at their facility in 
Woodland Hills. There’s a reason they 
added four new studios. They’ve got 
the work. So there is plenty of work 
out there to be had, and it’s a great 
way for voiceover artists and actors 
just to add another tool to their kit, 
another way to generate income.

JV: What kind of rates do es-
tablished readers get?

Cindy Jo: Every place is differ-
ent, but in my experience, for estab-
lished readers, it’s about $250 dollars 
per finished hour, which means after 
it’s edited. $250 dollars per finished 
hour of audio, which means it’s also 
to their advantage to be as efficient 
and accurate when they’re reading as 
possible so it takes the least amount 
of time, which is the case in anything 
that you record.

And ACX doesn’t pay that. The 
publishers do. ACX negotiates with 
the authors, and you can do a royalty 
share or a flat rate, whatever terms 
you come to with the author, if you’re 
selected as the reader. 

JV: Take a 300-page book, how 
many finished hours with that be?

Cindy Jo: That’s hard to say. If 
it’s fiction and it has characters, it’s 
slower than a straight non-fiction 
technical read, or if the font’s differ-
ent. So it’s really hard to say. Audio-
books can vary in length. I’m doing 
one next week that’s a young adult 
book that’s three hours. But then 
again, I did one last August that ended 
up being 41 finished hours. He was in 
the studio for a long time, but it was a 
very lucrative job for him.

JV: So are the readers always 
doing this in the studio with a di-
rector?

Cindy Jo: No. But it has been 
determined that the product is better 
generally when a reader has a director 

"So there is plenty of work out 
there to be had, and it’s a great way 
for voiceover artists and actors just 

to add another tool to their kit,
another way to generate income."

http://www.ACX.com


7 June 2015RADIO
 AND PRODUCTION

and they’re in a studio. But that’s not 
always the case anymore. For people 
who book something on ACX, they’re 
usually recording at home or in a 
friend’s studio or something like that 
if they can, to keep the cost down. 
But it is better if they have a direc-
tor. I know, for example, at Penguin 
Random House, they do both there; 
they have those new studios set up 
to either have a director sitting there, 
or they’ve got the equipment sitting 
in the booth for someone to do punch 
in self-recording. I know a handful of 
readers there that actually are efficient 
at that, and they will hire them to do 
that. There are three or four people I 
can think of that they have doing that 
there. There may be more that I’m un-
aware of. 

And the directors are there as a 
backstop. They check your pronun-
ciations or if you miss words. It’s like 
with any copy, you can miss words, 
or you insert words out of nowhere. 
They’re there as a backstop and to help 
you with your characters, to help you 
stay focused and just stay on track ba-
sically. And you can hear a difference; 
unless it’s someone who’s incredibly 
experienced, you can hear a differ-
ence.

JV: I can see how it would take 
me 8 hours to read a decent sized 
book out loud. Do readers go into a 
studio and have a full 8-hour day?

Cindy Jo: Usually, it’s about 6 
hours with a 30 minute or 1-hour lunch 
in the middle of the day. It’s usually 
about 10:00 to 4:00, because that’s all 
they can do. It’s so intense.

JV: Can a reader go into a stu-
dio and knock out a 250 page book 
in a day?

Cindy Jo: Oh, no. The average 
number of pages per day is 70. 

JV: What about the folks that 
can’t get to LA for your class? Do 
you have any materials or upcoming 
webinars or anything similar in the 
works?

Cindy Jo: I’ve just been focused 
on this first class right now, I haven’t 
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put anything together yet, but I’ve 
been considering doing webinars and 
also short, maybe two-hour classes, 
Audiobook Aerobics, where you just 
run through some quick paces, do 
some exercises. So there may be some 
other things coming up soon.

JV: What do you love most about 
what you do?

Cindy Jo: The people. I would 
like to say the stories, and the stories 
are wonderful, but it’s really the people 
involved, because we all have a pas-
sion for literature, especially when it 
comes to young adult books and getting 
books and recordings out to children. 
Oftentimes the young adult books are 
used to teach children in other coun-
tries how to speak English. They listen 
along with the recordings and follow 
along with the print. So all young adult 
books have to be completely word ac-
curate for that reason. Otherwise, we 
can confuse these children. 

I think it’s the people and the pas-
sion for what we do that I really think 
is a high spot for me.

JV: Any parting thoughts for 
our readers?

Cindy Jo: I hear this often: “Gosh, 
I read to my children and grandchil-
dren -- if I could actually do that for 
a living!” If people have a passion for 
reading, especially people who have 
children or grandchildren they’ve 
read to -- it could be voiceover artists 
in other areas or just people in gen-
eral who may have a talent for it -- I 
think it’s a great opportunity for them 
to take what they love and turn it into 
something that can become income-
generating for them, and it would be 
something they would feel good about 
doing and have a passion for.

■

Cindy has already set dates for 
her second class, July 10th and 11th 
at the Greene Room in Van Nuys, 
CA. Visit www.unlocktheaudio-
bookmystery.weebly.com for all the 
details. Cindy welcomes your corre-
spondence at unlocktheaudiobook-
mystery@gmail.com. 

http://www.unlocktheaudiobookmystery.weebly.com
http://www.unlocktheaudiobookmystery.weebly.com
mailto:unlocktheaudiobookmystery@gmail.com
mailto:unlocktheaudiobookmystery@gmail.com
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Time for a Pop Quiz

I’ve spent a great deal of time in 
this column talking about USP, 
or Unique Selling Proposition; 
determining what it is for a 

particular client or station, using it 
to promote the “brand” of that cli-
ent or station and making sure that 
it’s clear to any observer what it is. 

Basically, finding the one thing that 
makes your client or station special 
and deserving of the audience’s at-
tention. Regardless of anything else, 
your style, delivery, rhythm or pro-
duction skills, the one thing that 
actually sells the product or service 
is what everything else is built on. 
If you don’t know the USP, you are 
simply spinning your wheels.

This month, I want to turn that 
on its head and focus on your USP. 
What one thing stands out, making 

you unique over ALL other produc-
ers in the world? What makes you 
the one ideal person to fill your 
shoes in your place of employment? 
There is no right answer to this ques-
tion – it will vary with the individu-
al, so… I lied; there is no pop quiz 
at the end. However, by the time we 

finish here, if you don’t already, you 
should have a pretty clear picture of 
your strengths and weaknesses. You 
should precisely know the things you 
need to improve to make yourself in-
valuable to your present and all fu-
ture employers.

To begin, here’s a quick ques-
tionnaire. You don’t have to show 
it to anyone… it’s purely for your 
own evaluation. A score of 0 would 
mean the words look like a foreign 
language… a score of 10 indicates 

you’ve got that one down pat.

Creative Production Skills

Give yourself a 10 if you…

Are able to write dialogue 	
clearly and succinctly.
Can fully parse a sentence and 	
know all the working parts.
Are able to find a musical 	
downbeat and keep track of 
“the count”.
Know when a note is flat or 	
sharp and can adjust it to key.
Can quickly execute an edit 	
that is accurate to the millisec-
ond.
Are able to adjust the dynamic 	
range of any recording. 
Can carry on a conversation 	
about harmonic distortion.
Fully comprehend dynamic 	
compression and expansion.
Can build a functional gate us-	
ing any native or add-on plug-
in.
Are fully conversant with cur-	
rent pop culture.

If you score a 100, I’m pretty 
sure my employers would like to 
have a chat with you fairly soon. I 
don’t get a score that high. Sure, I 
know what all of them mean, but 
“fully conversant with current pop 
culture” would be a stretch. I am 
constantly trying on that one… but 
fall short just about every time. Then 
there’s the whole grammar thing. I 
keep relying on my computer to point 
out my errors. My constant goal is to 
write a complete paragraph without 
any green underlines.

If you have a few 2 and 3 scores 
in there, you’re hitting the peak of 
the bell curve, so don’t let it worry 
you. Again, this is just a bit of self-
evaluation you’re doing. The lower 
scores are areas I think you might 
need to strengthen.

Why do I need to be able to 
write dialogue at all?

Good question. Almost every 

"What one thing stands out,
making you unique over ALL other 

producers in the world? What makes 
you the one ideal person to fill your 

shoes in your place of employment?"
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piece of copy you deal with, whether 
you are writing it or not, is a mono-
logue, one person extolling the 
benefits of a particular client or ra-
dio station. Even when you do use 
multiple voices, most of the time, 
they’re not talking to each other; 
they’re talking in successive copy 
points, to the audience. And THAT is 
the point. The audience is the second 
party in a dialogue. The differences 
in monologues and dialogues can be 
subtle, so if you are capable of writ-
ing good, breezy dialogue, you can 
make a subtle shift without changing 
the substance of the copy provided.

In one of my truly great life ex-
periences, I had a chance to sit out-
side the booth while the late Ernie 
Anderson did a session. As one of the 
premier VO people of the late 20th 
century, he dazzled me with his pin-
point execution and effortless inflec-
tion skills, personalizing every word 
in the copy. I asked the rookie ques-
tion, “Does it ever phase you to think 
about the millions of people who 
hear this?” He looked at me evenly 
and said, “I never, EVER think about 
millions of anything listening to my 
voice. I concentrate on one person. 
My life depends on talking to that 
one person like he is my best friend. 
I can’t have a dialogue with millions 
of people, nobody can. I CAN have 
a dialogue with one person though. 
And it IS a dialogue, even though he 
doesn’t talk back.” While that is per-
haps not an exact quote, it is the es-
sence of what he said. That’s some-
thing that has stuck with me ever 
since. When I come across a piece 
of copy that feels stiff, I remember 
that day, and if I’m the VO, I start 
using contractions and break up the 
lines into smaller phrases. When I’m 
coaching someone else, I tell him or 
her to picture a friend sitting across 
the desk and ask him or her to sim-
ply tell the friend a story, using the 
words on the paper or screen.

Being able to write good dia-
logue automatically opens that door. 
Whether some hack sales person 
writes the copy or you do… you can 
immediately personalize it and make 

it sing with some very simple adjust-
ments… unless it’s filled with bad 
grammar.

So, what’s up with “parsing” 
a sentence? What does that even 
mean?

I am constantly handed copy that 
is written in “street.” I get that. Un-
fortunately, it’s almost always a gar-
bled message, because in the effort 
to make it sound “street”, the writers 
tend to throw out the rules of gram-
mar. If you want to make the mes-
sage come through, every sentence 
needs at least one noun and one 
verb. If you can throw in a couple 
of adjectives and adverbs, it’s usu-
ally a good thing. Being able to parse 
a sentence means you know what all 
those things are and how they must 
relate to each other to have the sen-
tence make sense. Not everyone 
speaks fluent “street.”

Why do I need to know so 
much about music?

If you ever want to be able to 
do a beatmix promo, or even beat-
match, you must be able to find the 
downbeat. If you want to do a re-
ally masterful beatmix, you have to 
know when a note is flat or sharp, 
and even more, how to adjust for it. 
These concepts are really quite sim-
ple, but they are not something the 
average person would have a reason 
to know unless he or she is a musi-
cian. If you ARE a musician, you 
already have this down pat. If not, 
you must learn. You cannot avoid the 
need to at least beatmatch in today’s 
production world.

Editing to the millisecond is 
easy with the tech we use, isn’t it?

The physical act of editing truly 
is stupid easy, down to the micro-
scopic level. I kind of included this 
point to make sure everyone had a 
“gimme” score. However, there is 
also a larger point that relates back 
to the music question; knowing pre-

cisely where to make the edit.
Back when I was a baby deejay in 

Washington, DC, I walked into a stu-
dio once where two of the greats in 
this business had been struggling for 
the better part of an hour to make a 
music edit. Don Geronimo and Bruce 
Kelly were trying to make a “clean” 
version of a song by cutting a word 
out and replacing it with a clean beat 
from elsewhere in the song. Keep in 
mind this was long before the con-
cept of a DAW even existed. They 
had copied the song onto an open 
reel of tape several times and sub-
sequently butchered it with grease 
pencil and razor blade over and over 
again. By the time I walked in they 
had gotten very frustrated. Bruce 
saw me and said, “You know how to 
do this… help us out.” I sat down, 
listened to the song, made a couple 
of cuts, slapped it back together and 
it was done in about 20-seconds. Don 
then politely informed me that he 
hated my guts. Being a musician of 
sorts (15 years of piano), I knew im-
mediately what needed to go where. 
It was stupid simple to do.

There are plug-ins for all that 
stuff. Can’t I just fiddle with them 
until it sounds right?

Too true, there are plug-ins for 
the next four items on the list. If 
you’ve been doing this for more than 
a minute, you probably have some 
good settings that have worked for 
you before. My real question is, do 
you know what they do? The reason 
I ask is you might not want to always 
use the same settings. What happens 
when Taylor Swift records some sta-
tion liners for you in her dressing 
room on opening night of her tour? 
It’s noisy, every “P” is popped and 
there is a definite echo coming back 
from the walls of that room. Do you 
really want to sit there for a couple 
of hours with 40 or 50 plug-ins, ex-
perimenting with all the settings try-
ing to make it sound studio quality? 
I don’t know about you, but I have a 
LOT more important things to do. I 
would much rather pop open a cou-
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ple of plug-ins, make a few adjust-
ments and then get on with the busi-
ness of making the promo pop out of 
the radio. Honestly, I seldom want 
to spend more than 20 minutes on a 
project… ever, and playing around 
with the processing is not going to 
thrill me. My job is not just about 
turning out quality work, but turning 
out a LOT of quality work.

Do I really need to know ev-
erything about the new heir to the 
throne of the United Kingdom? Do 
I even want to know about Rihan-
na’s quest to trademark her real 
name?

Probably not, however if you 
ask the most successful jocks in the 
world about the new Princess, I’d 
wager they know an awful lot. The 
most successful jocks are constantly 
combing the tabloids, watching ev-
ery e-news broadcast and keeping up 
with the top 3 or 4 TV shows every 
week. Pop culture is the common 

ground they share with their audi-
ence. Even if they NEVER talk about 
some of that stuff, they have it at the 
ready for any on-air situation. They 
will use a good portion of that in-
formation every day. You should be 
equally prepared, again not because 
you will use it all, but because some 
of it WILL be needed… even if it’s 
just to understand why a line in your 
copy is funny.

Look, I sincerely doubt many 
of you will have a score above 90. 
Chances are good that most of you 
are hitting around 60. That’s not aw-
ful… it’s just average. Most read-
ers of this column have been doing 
this for a while. If you’re in market 
289 but would like to move up to a 
top 10 market, you need to step up 
your game. What you’re doing now 
is clearly sufficient to work where 
you are, and if you’re happy, then go 
in peace. Join the PTA, get yourself 
a nice place to call home, but try to 
step up your game anyway. Your boss 

will love what you’re doing and you 
can stay there for as long as you like. 
If you ARE anxious to get to the next 
level… well, you know what to do.

For my sound this month (on 
the Soundstage), a fun promo that 
involved the entire air staff at Z100. 
Everybody but the morning show re-
corded their various parts at different 
times and places -- Ryan Seacrest at 
his studios in Los Angeles, JJ in the 
on-air studio and Mo Bounce at his 
home studio in New Jersey. To make 
it hang together, I first recorded the 
morning show and sent the edited 
track to Ryan, JJ and Mo, so they 
could try to catch the vibe that El-
vis and his crew laid down. I think 
it played out very nicely, making it 
almost sound… spontaneous.

n

Dave Foxx is the Director of Creative 
Services for iHeartMedia New York. 
He welcomes your comments and 
questions at davefoxx@iheartmedia.

com.
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Who knows more about imaging 
a radio station: the stations’

Imaging Directors… 
or the Program Directors? 

Q It Up: Who knows more about 
imaging a radio station, the stations’ 
Imaging Directors… or the Program Di-
rectors? Who really “directs” the imag-
ing at your station(s) or at stations you 
worked at in the past? Who should di-
rect it? I’m talking about the difference 
between an Imaging Director going to 
work in the morning and getting an or-
der from the PD for some new sweep-
ers, or going to work in the morning and 
deciding for him/herself that it’s time 
for some new sweepers, and what they 
should say (within the PD’s guidelines, 
of course). Please add any other com-
ments you have on the subject.

Mike Hansen: Here it is a collabo-
ration. We meet every Monday to dis-
cuss what’s happening, what’s new, and 
what could be better. If anyone has any 
tremendous ideas, they get discussed 
and we move on with or without them. 
No idea is a bad one, and you need some 
thick skin from time to time. 

The writing and production is done 
mostly by me, but getting that road map 
once a week from the staff is essential. 

Gord Williams: I never worked 
with Imaging Directors, but I suppose 
they came after I left the business full 
time. I believe however, I can contribute 
to the conversation.

Imaging Directors and Program Di-
rectors are mid-level positions. Fewer 
of these people are autonomous. The 
Imaging Director I would imagine to 

have a bit more practical knowledge of 
the parts and assembly of an image, and 
the Program Director, where it should fit 
in the clock.

Neither necessarily fit into or un-
derstand the image that the station wish-
es to project. I chose my words carefully 
there, necessarily. I have known Pro-
gram Directors to be nothing more than 
caretakers and the decisions are made 
elsewhere, and an image director could 
really be a production manager with just 
as many other things to focus on. In fact 
I would bet on it.

I was in contact with an image di-
rector who was let go full time and hired 
back on a piecework basis as a consul-
tant.

To me, as a semi-retired ol’ guy, it 
looks much the same. Somehow in the 
walls of a station, or virtual walls of a 
group of stations, a wish becomes some-
one’s imperative and perhaps more than 
one person is on the same page. Some-
one does it, writes it, produces demo’s, 
etc. Then it has to be run by a formal or 
informal committee or perhaps it even 
goes to air and lasts or doesn’t.

What gets said in them isn’t linear. 
In the sense that someone sits down and 
is in charge of producing them start to 
finish without interruption or without 
veto coming from some other place, or 
person. If it does last on air, it may or 
may not fit the model image of a radio 
station/group. Probably fewer people 
would know who the target listener is. 
Some stations have identified them and 
gave them a name, but still everyone 

in a meeting discussing Sally or Sam 
(whatever they called the average lis-
tener) will have a different focus.

I have come across groups that 
trade work to get other voices in their 
work, so it’s not the same two or three 
voices at their station. I don’t think on 
average the work has improved, as in a 
sharp marketing focus is not a part of it, 
given the willingness to trade off shop-
ping list spots.

Who should direct it starts at the 
beginning of this question. The im-
age director. I doubt there are enough 
in the industry to say it’s a real posi-
tion, contracted or not. Secondly, there 
are fewer people who have a practical 
background to be carefully selected to 
be both promotionally minded and pro-
duction savvied. It would be someone 
with that balance and with the go ahead 
of the station or group to produce imag-
ing from beginning to end.

Perhaps RapMag could begin a 
search for a real imaging manager, who 
is ‘all of the above’.

Craig Jackman, Professor – Radio 
Broadcasting, School of Media, Arts, 
and Design: The regular updating of 
station imaging was my great failure as 
a Producer. I was pretty good at promos, 
spots, and dealing with clients, but im-
aging needs to be continually updated 
and fresh, so it’s best to do several daily, 
and monthly go in and remove the stale. 
I might do dozens every 2-3 months, but 
wouldn’t go through and pull stale ones 
more than once every 18 months or so. 

mailto:949hansen@gmail.com
mailto:%3cinfo@gordlwilliams.com%3e
mailto:%3cCJackman@Loyalistc.on.ca%3e
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A Producer these days needs to be self-
sufficient and proactive on imaging, 
continually feeding the beast. The sta-
tion I’m listening to now is getting very 
stale in its imaging as some is at least a 
year old. In the past I could reimage the 
station on a yearly basis, but these days 
it has to turn over (not necessarily com-
pletely) every 6 months max. But…

The image of the station is set early 
by the PD when they say “we are this 
kind of station”, hire the station voice, 
and sign the invoice for a production 
music/effects service. From there, just 
about everything imaging should be up 
to the Creative end of the building. Find 
out how the station voice reads a write 
to that voice. Produce to the limit of the 
station and music service, then go just 
a little bit further. Sometimes go too 
far and enjoy it for the few hours that 
it makes it to air. My last couple of PDs 
would rather reign me back in and pull 
the occasional image piece off the air, 
than continually push and drag me to do 
something different in imaging.

Drake Donovan, Drake Donovan 
Creative Services, Louisville, KY: As 
a Creative Services Director for two 
stations within a cluster, I was in a col-
laborative relationship with my OM/
PD who oversaw those signals. We had 
a standing Tuesday meeting where we 
would talk about the direction of each 
station’s brand. He would lay out a blue-
print or campaign for me to follow, but 
I would have the responsibility of creat-
ing the ways to support the brand mes-
sage between the songs. For contesting 
and other creative, I also collaborated 
with our APDs & promotions directors. 
I viewed us the “Triumvirate” of the 
station, controlling how things sounded 
overall between music, promotions and 
imaging maintaining a cohesive unit.

Gary McClenaghan, Imaging Di-
rector, Bell Media, Edmonton, AB: I 
think the imaging of any station should 
be a collaboration of all the personali-
ties actively involved in the station. Ev-
ery PD should have a vision of “who” 
he wants his station to be and sound 
like, and my job as the ID, is to find that 
sound and get it out there (I’m a tool – 
wait… ok… yeah… I am). I think it’s 

important that the ID consults the PD on 
anything in question, but once you know 
his vision, I take pretty free reign on 
what goes on the air. As far as changing 
things up, I depend on on-air, program-
ming, promo. Everyone should have a 
say based on their particular experience 
on the operation of the station, listening 
in their environments and situations. 
(ie. I am not able to listen to our midday 
girl’s show as I am usually in the thick 
of it. But I know others are able to be 
more in tune, so I lean on them.) 

It’s the job of the ID to take every-
thing into account, and find and follow 

that brand. I try to infuse the personali-
ties of our on-air people into my imag-
ing as well. The PD hired them because 
he felt they were good for our station 
image, so who better to mold the station 
character around. What makes them 
laugh, what topics they talk about, how 
they interact with their audience. My 
“show” is just with a voice talent, and 
fancy imaging elements, but it all works 
in tandem to portray a similar attitude 
and brand.

K.M. Richards, K.M. Richards Pro-
gramming Services: Since I’m a con-
sultant, take this response accordingly. 
I usually find that at my client stations 
I usually have to give PDs direction on 
all aspects of programming, and often 
my presence means they can’t afford 
to have a separate ID. In fact, I’m more 
often than not either the person who or-
ders imaging for the station or produc-
ing it myself using one of the voices I 
have access to.

Now, having said that, my personal 
belief is that imaging should be a col-
laborative effort between the Program 
Director and the Imaging Director. Ei-
ther one, working without the other, is 
bound to get something wrong. There 

are exceptions, of course, but those are 
usually the result of long-time employ-
ment at a station with no radical chang-
es in programming direction, because a 
REALLY good ID will, after working 
with a PD for a long period, be more at-
tuned to the PD’s vision and will natu-
rally incorporate that.

The one person who should never 
be involved in imaging is the GM... 
unless the main positioning statement 
(the one that also goes on the outdoor 
advertising and in the station’s sales kit) 
is being changed. Then it should be the 
GM working with the PD, with the ID 

being “in the loop” only near the end of 
the process.

Why do I think the ID should be 
brought in last when it’s the main posi-
tioner? Because deciding on the phras-
ing and language of something which is 
going to be the station’s identity both on 
and off should not be “colored” based 
only on how it’s going to sound. The 
ID should be involved near the end of 
the decision-making process, to identify 
anything that looks good on paper or 
in graphics but will come off sounding 
wrong on the air.

The GM needs to be the primary 
force in a main positioner or slogan 
because the GM knows (or had better 
know, anyway) what’s also going to 
help sales... and potential advertisers 
need a strong overall statement beyond 
what’s in typical on-air imaging.

In other words, where imaging is 
concerned, I say keep everyone focused 
on their strong points.

Johnny George, Johnny George 
Communications: Had the honor of 
being the first Imaging Director in In-
dianapolis when I was hired by Susque-
hanna in 1997 and given the title and the 
responsibility to Image 95-5 WFMS, the 

"...imaging should be a collaborative effort 
between the Program Director and the Imag-
ing Director. Either one, working without the 

other, is bound to get something wrong."

mailto:%3cdrake@drakedonovan.com%3e
http://www.drakedonovan.com
http://www.drakedonovan.com
mailto:%3cgary.mcclenaghan@bellmedia.ca%3e
mailto:%3cKMR@kmrichards.com%3e
http://www.kmrichards.com
http://www.kmrichards.com
mailto:JG@johnnygeorge.com
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#1 Country Station at the time, launch 
& image GOLD 104.5 WGLD, an Old-
ies Station and 93-9 The Bear, a Young 
Country Station. The latter one changed 
formats, as the wind blew, due to one 
reason or another during my tenure 
of my 9 years there. Retro, Christian, 
News/Talk, Christmas Station, Light 
Rock, etc...

The PD’s of each station were very 
hands-on and we worked as a team for 
each station. Due to my story-telling na-
ture, the stationality came from me in 
promos, sweepers and such, but the PDs 
guided the facts that were needed for 
contests, etc.. Remember, that was also 
a different time in Imaging. Our promos 
weren’t 30 seconds or shorter as they are 
today. Another reason I’m glad I’m not 
still in radio. I really enjoyed building 
promos and leading the listener through 
the story and payoff. All three stations 
sounded different than any other in the 
market. After a few years and format 
changes, the 93-9 frequency was taken 
off my plate so I could focus on the other 
2 ratings dominators -- highly produced 
stations that depended on freshness and 
attention. It was a joy to work there at 
the time.

When Cumulus bought out Susque-
hanna in 2006, my job was eliminated 
and I went full-time as a Voice Actor. 
All three stations tried to maintain their 
efforts of Imaging, but it truly was a bit 
much to expect anyone else to do that 
AND their regular job too at the level 
we were doing before. No one was hired 
to replace me. Just more hats to be worn 
in this age of consolidation. As of this 
writing, WFMS has dropped from #1 to 
#11, I believe. And Gold was changed 
to a Jack station while I was there and 
did fine for a while, (lots of FUN!) un-
til the new owners changed it again and 
stripped it of most all the stationality 
and turned it into a Classic Rock juke-
box. Seems to be in the top 5 now, but 
certainly not as fun to listen to as it was 
years ago.

I listen to Sirius/XM now…..

Ashley Bard, www.ashleybard.
co.uk: The Programme Director is the 
one in charge. He makes the calls for the 
station, and if the station underperforms, 
it comes down on his head.

If he’s a good PD, he’ll hire a good 
Imaging Director. It’s the ID’s profes-
sion, therefore he’s the expert in the 
field. The ID should know when new 
sweepers are needed before it’s even 
spoken about by the PD. You should be 
on top of all topical/seasonal sweeper 
and promo pieces and run them by your 
PD just to keep them in the loop. 

But always remember who’s the 
boss, if the PD speaks up about your pro-
duction, don’t take it personally - work 
on the feedback and create a sound you 
both agree on.

Mitch Todd, Sirius/XM: Really 
good question. One of the most important 
criteria I use when pairing a Programmer 
with a Producer is “chemistry”. It must 
start with a good relationship. It is less 
important who individually conceives 
the majority of the ideas, or if they’re 
done collaboratively. What’s important 
is that they are GOOD ideas, then well 
executed. If the Producer/Imaging Di-
rector has “better” writing/conceptual 
skills, he/she should lead the charge. 
Perhaps the Imaging Director takes the 
necessary bullet points and runs with it. 
However, I do feel the Program Director 
is the captain of the ship and ultimately 
responsible for its content.

I was the Creative Director at a 
very successful station in the 90s where 
the Program Director was one of the 
most creative “spin-doctors” I’ve ever 
known! He would write outrageously 
funny, sometimes way out there copy. 
Usually it was two pages long, and in 
that scenario, I was the copy editor then 
Producer. That particular arrangement 
worked quite well, and we (often col-
laboratively) came up with what I con-
sidered some of our best work. I have 
been in other situations where the P.D. 
would simply say “We need a promo 
for X, Y, Z and it needs to be creative… 
in an hour”! I loved that as well, as we 
were generally simpatico, and few revi-
sions were required (if there are more 
than two revisions that weren’t the re-
sult of something out of our control, 
perhaps the working relationship should 
be reevaluated)!

Basically if there’s a good, fun 
working relationship and compelling/
entertaining/effective promos are the 

result, that’s all that matters.

Adam Venton, UKRD, Bristol, 
UK: At UKRD, we have group pro-
duction facilities shared across all our 
stations – myself and Col McGinness 
make all S&P and imaging (minus sung 
jingles, which are outsourced) for all 
16 stations in our group. However, the 
way in which the company is run allows 
all decisions to me made locally by the 
relevant station PDs. There is no ‘group 
control’; as such, we’re more of a sup-
port resource. PDs tell us what they’d 
like, and we make it happen. 

Most PDs in our group are always 
open to opinion and guidance, which 
means we can control, to a certain ex-
tent, what is made and goes to air. We 
can tighten up key messages, suggest 
different phrasing etc. – but the under-
lying messages are decided by the PDs. 
There are times when we create some-
thing from scratch and pitch it to our 
stations, but the decision to opt in or out 
is made on a local level. For a local sta-
tion in a local market, who knows the 
listeners better, a PD who lives in the 
community, who knows the local issues, 
hotspots, key topics, local pride, or us 
in production based hundreds of miles 
away? Obviously, it’s the former. Our 
PDs come up with the content and key 
messages; we make them creative and 
accessible to listeners.

Archer Dusablon, Archer2000.net 
LLC: For me, there is no set rule for 
any of this. I’ve been Imaging Director 
for great PDs with crystal-clear visions. 
I’ve been the one with the imaging vi-
sion later enhanced or directed by the 
PD, have been left totally to my own 
devices, and have produced others’ im-
aging scripts to the letter without input. 
The level at which a “creative chemis-
try” occurs between an ID and PD de-
termines the dynamic.

n

Thanks to all who responded. Your input 
is valuable and appreciated. If you have 
a question you’d like to see posed to the 
RAP Q It Up panel, email it to editor@
rapmag.com.  If you would like to join 
the Q It Up panel, send your request to 

editor@rapmag.com.

mailto:%3cashley@ashleybard.co.uk%3e
http://www.ashleybard.co.uk
http://www.ashleybard.co.uk
mailto:%3cMitch.Todd@siriusxm.com%3e
mailto:%3cadam.venton@ukrd.com%3e
mailto:%3carchervalerie@msn.com%3e
http://www.Archer2000.net
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by Jeffrey Hedquist

Luke Will Help 
You Use The 

Force

Luke Sullivan: Chair of Advertising, Savannah College of Art & Design. Author of “Hey, Whipple, Squeeze This: A 
Guide to Creating Great Ads.” He has worked for agencies such as Fallon McElligott Inc., The Martin Agency and GSD&M.

THAT Luke.
The Force: a binding, metaphysical, and ubiquitous power in the fictional universe of the Star Wars galaxy created by 

George Lucas. The supernatural flow of energy originated from the concept of prana, or qi/chi/ki, “the all-pervading vital en-
ergy of the universe”.

1. Get his book. It will make you a better radio writer.
2. While you’re waiting for the book, read and start applying the following principles, which Luke teaches at SCAD.
• What is the truest thing I can say about my product or category?
• It’s not a very big idea if it doesn’t fit on a Post-It note.
• Platforms start talking to you and won’t shut up.
• Where is the emotion in this product, service, or category?
• Identify and leverage the conflicts/tensions/polarities in your product or category.
• All drama is conflict. Find a “bad guy.”
• When everything is okay, people are not interested.
• Bad is stronger than good.
• Without is stronger than with.
• Remember, it’s “got milk?” not “have milk.”
• If tension’s not evident in your category, make it up.
• What is the wrong thing to do? Be disobedient at every turn of the way.
• Will people talk about this idea?
• Are you sure they’ll even let us do this idea?
• Don’t make things for the internet, make things out of the internet.
• It’s less about messaging, more about content.
• It’s less about ads, more about experiences.
• It’s less about talking to, more about talking with.
• It’s less about making people want stuff, more about making stuff people want.
• The new ideas may not look like ads as we know them.
• The new ideas come from culture not commerce.
• The new ideas don’t just fill media spaces, they create them.
• The new ideas are shareable and participatory.
• Would the press cover it?
• Would a person use it?
• Would a person share it?
• “Is what I’m working on beautiful useful or entertaining?” (from R/GA)
• You can’t become X by saying you are X.
• Brand actions speak louder than brand words.
• A brand can’t claim it’s authentic. It must be authentic.
• Authenticity doesn’t mean no agenda, just transparency.
• Can you tell the idea to your best friend with a straight face?
• Simplicity: Your idea should communicate in a FLASH.
• Product = Adjective
• A platform is an idea that creates ideas.
• A platform is not a story. It is the mother of stories.
• Big ideas are good. Long ideas are great. (Doing one good idea is kind of like doing one push-up. It’s pretty easy. The 

trick is to do it a lot.)
■

Here’s wishing you long ideas. Write me a short email if this helps Jeffrey@hedquist.com
© 1997-2015 Hedquist Productions, Inc. All rights reserved.

mailto:Jeffrey@hedquist.com
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Editor’s Note: Don Elliot recently 
shared a story with me while exchang-
ing some emails. He was kind enough 
to allow me to publish his story, which 
I thought many of you would find inter-
esting. jv…

—————

When I was PD at KIIS-FM 
many years ago, my favor-
ite two features were “Kiss 

Kouple and Kiss Kousins”. Indulge 
me… It’ll be worth it, and I promise 
you a very rewarding surprise ending 
here.

The feature called “Kiss Kousins” 
was promoted with the intro “Kiss 
Kousins Share a Hit”. It was a seg of 
two artists singing the same song. We 
would play the cover first, with the 
powerful payoff delivering the implied 
promise afterwards with the original 
hit. If you think about it, it just doesn’t 
work the other way around because 
the listeners would then be comparing 
after-the-fact with how much better the 
original was. If you played it the way 
we did, playing the cover first, you are 
subliminally thinking of the original 
and kind of longing for it -- hence the 
pay off with the double punch and get-
ting to hear the original immediately 
afterwards. Great flow.

The second feature was actually 
the opposite. A “Kiss Kouple” was two 
different songs by the same artist, sort 
of a double play on steroids.

And last but not least, to describe 
the overall format at the time in general 
with our sublogo: “Yesterday, tomor-
row, today… three-way Kiss”. Notice 
there is no chronology here. It was de-
signed with flow in mind.

Song one in the set was a powerful 
classic. The second tune would be new 

music but something we weren’t risk-
ing much on because it would be a cut 
charted as upwardly moving, ranked 
somewhere between 30 and 50. The 
third tune in the flow would be a cur-
rent chartbuster probably in the top 10. 
Notice the intent here: The “unfamiliar” 
piece was in the middle surrounded by 
established hits. The format was copied 
later on and renamed by someone as 
“the magic format”. It just worked.

We had a lot of flexibility and abil-
ity to come up with things you couldn’t 
hear on other stations that we designat-
ed as “ARB hooks”. We’d really push 
these during ratings.

My favorite of all was an idea I 
had to put Elvis Presley and Linda 
Ronstadt together, sort of like a football 

fantasy thing because Elvis had since 
passed. It was inspired when I heard 
Linda’s “Love Me Tender”. I couldn’t 
help myself… my razor blade started 
shaking like Elvis’s legs, or an Irish-
man’s hands waiting for the bartender 
to deliver. 

So here in all its radiant glory, is 
the original edit, done by me at the KI-
IS-FM Production Studio, early ‘80s, 
with a razor blade and flying in tracks, 
overdubbing from a 2-track (also on the 
Soundstage):

Elvis/Linda: LOVE ME TENDER 

The concept sparked a flurry of 
copycat duets with “ghosts”, which 
were huge hits. The first, most success-
ful being Natalie Cole, singing with her 
late father, Nat “King” Cole.. The tune? 
“Unforgettable”.

And fast forwarding to today, the 
beautifully done Barbra Streisand Du-
ets album -- a particularly well pro-
duced cut is the Elvis and Linda duet, 
“Love Me Tender”. Barbra/Elvis: Done 
at Capitol, 2014:

h t t p s : / / m . y o u t u b e . c o m /
watch?v=NFXXMHidTBI

■

Don welcomes your correspondence at 
donelliot@gmail.com. 

Elvis and Linda:
Love Me Tender

By Don Elliot

https://www.rapmag.com/files/archives/2015/jun/SS/16 Elvis and Linda-Don Elliot.mp3
https://m.youtube.com/watch?v=NFXXMHidTBI
https://m.youtube.com/watch?v=NFXXMHidTBI
mailto:donelliot@gmail.com
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"....And Make It  
 Real Creative!”

by Trent Rentsch

Give Me a Break!

Over my years in the in-
dustry, I’ve worked with 
many people who were 
notorious for one thing 

or another. There was the announc-
er who was always… ALWAYS… 
at least 5 minutes late for his shift. 
There was the sales rep who asked 
for endless spec ads and never con-
verted one to a sale. There was the 
weekend big band host who had a 
fully stocked bar under the computer 
flooring in the studio (much to the 
surprise of our engineer when he dis-
covered it while pulling cable). And 
then there was the promotions guy 
who never took a vacation. I don’t 
mean “only took a day or two, now 
and then,” I mean worked 7 days a 
week, 365… part time.

When he took the job in promo-
tions, we all suspected his real goal 
was to get a full time on-air gig. He 
was always finding an excuse to 
spend time in the studio, and wanted 
to know how everything worked. It 
wasn’t a surprise when his duties 
began to include weekend shifts and 
fill-ins. What was a surprise was 
that he was always working… set-
ting up a remote here, a sales pro-
motion there, jocking the overnights 
on one station, then Sunday morning 
on another… it’s no exaggeration to 
say that in two years he never had a 
day off. In fact, we were so accus-
tomed to his presence that it was big 
break room news the day he didn’t 

show up. It was email worthy news 
the second day, and by the 3rd. even 
the staff at our sister TV station was 
talking about it. Where could he be? 
How long would he be gone? And 
who was going to do news Saturday 
morning?

As it turned out, he didn’t do 
news Saturday morning, or ever 
again. A week after his disappear-
ance, a brief email was released by 
management, saying that he had 
decided to take an “extended break 
from radio.” Rumor was that the 
break was more of a break down, and 
after spending some time in a hospi-
tal, he realized the break needed to 
be permanent.

For some, it’s an easy trap to fall 
into. If you’re truly passionate about 
what you do, you want to put every-
thing you can into it. Few people 
take it to the extreme of never using 
their vacation, but many do work in-
sane hours, barely taking time to eat 
right, get enough sleep… LIVE.

I have become an advocate of 
the vacation in the past few years… 
not the “get on a plane and fly to a 
beach for two weeks” kind, but the 
little moments, stolen here and there 
in a week, when you get away from 
all things work related and do some-
thing else… or nothing at all.

For me, it has become a ritual. 
On the way to and from work, it’s 
jazz or classical or “spa” music, 
and I do NOT think about the tasks 

ahead. Believe me, it’s taken a lot 
of focus to NOT focus on work, but 
it’s becoming easier to slip into that 
mode. My commute is only 15 min-
utes at the most, but that mini vaca-
tion leaves me relaxed and ready to 
attack the day; and since I’ve started 
this routine, I’ve felt less stress and 
more focus at work.

I know that mellow music medi-
tation in the morning isn’t for ev-
eryone; you have to find your own 
“get away.” A talented producer I 
know spends his lunch break in his 
car, parked under a shady tree, eyes 
closed, listening to heavy metal. An-
other drives to a park down the street 
from his office and walks the hiking 
trail there. And another volunteers at 
a local soup kitchen, feeding those 
who can only dream of the opportu-
nities her job affords her.

I don’t have to tell you that being 
“Real Creative” is demanding and 
stressful, and that’s why it’s impor-
tant to build these “vacations” from 
being Creative into your week. In 
fact, I could share darker stories of 
those who were notorious for not do-
ing it, and how that stress impacted 
their health. But as important as the 
mental and physical health benefits 
are, it’s also amazing how a vacation 
from work, no matter how small, re-
boots your Creative process.

Whatever healthy getaway works 
for you, be it exercise, meditation, 
reading, helping others, or (insert 
your getaway here), I encourage you 
to make it as much a habit as backing 
up your production files. You might 
not come back with a tan, but it just 
might be the best vacation from your 
problems you’ve ever had.

 Next month… the results of the 
“Love for an Orphan” contest!

■

Trent Creates words, voices, audio 
and music. His professional home is 
Krash Creative Solutions. You can 
contact him at: trent@trentrentsch.

com



17 June 2015RADIO
 AND PRODUCTION

We get things started on the Soundstage with the entries to Trent Rentsch’s new “Love for an Orphan Audio Adop-
tion” contest, where readers were challenged to take three audio elements, selected by Trent, and make something cre-
ative with them. Eleven brave Creatives took the challenge and provided 13 gems for us (Jim Van Dusen and Chadd 
Pierce each came up with two entries). The variety and extremes of what came in were both surprising and extraordi-
nary. Some utilized the elements in material that sounds like a legit piece for air; others were far to the other extreme. 
All were an excellent display of creative exercise, a good habit for each of us to get into. The first track contains the 
actual contest audio elements the producers had to use, with the entries on tracks 2-14. Gold RAP Members: Look 
for an email in the coming days with a ballot to vote for your favorite of the bunch. We’ll announce the winner later 
this month, and we’ll look for a recap from Trent in next month’s “…And Make It Real Creative!” column. Hats off 
to each of these eleven creative gents, and thanks for reminding us all that creativity isn’t dead in radio!

Cut 14 is audio from Dave Foxx mentioned is this month’s Production 212 class, and we’ll wrap it up on cut 15 
with the audio Don Elliot writes about in his article, “Elvis and Linda: Love Me Tender” on page 19. 

Back to the usual format next month with imaging, promos and commercials! Send your recent creative work to 
jv@rapmag.com. Deadline for the July Soundstage is June 19th. Thanks!  jv…

Love for an Orphan Contest Audio Elements1. 
Love for an Orphan - Mikes Mog Checks, 2. Adam Gary, Talentport Productions, Riverside, CA
Love for an Orphan, 3. Andy Safnauer, Longtrain Productions, Charlotte, NC
Love for an Orphan - Vers1, 4. Chadd Pierce, Krash Creative Solutions, Raleigh, NC
Love for an Orphan – Vers2, 5. Chadd Pierce, Krash Creative Solutions, Raleigh, NC
Love for an Orphan, 6. Dave Stalker, Combined Communications, Bend, OR
Love for an Orphan, 7. George Johnson, Voicebox Productions, Edmonds, WA
Love for an Orphan - Love of the Century, 8. Jim Hill, WDEF/WDOD/WUUQ, Chattanooga, TN
Love for an Orphan – Commercial, 9. Jim Van Dusen, Jim Pattison Broadcast Group, Winnipeg, MB
Love for an Orphan – Promo, 10. Jim Van Dusen, Jim Pattison Broadcast Group, Winnipeg, MB
Love for an Orphan, 11. JJ Thomas, Cumulus, Dallas, TX
Love for an Orphan, 12. Tom Baker, WLTL, LaGrange, IL
Love for an Orphan, 13. Tony Lee, Hubbard Broadcasting, St. Paul/Minneapolis, MN
Love for an Orphan, 14. Von Coffman, Bonneville Radio Group, Salt Lake City, UT
Production 212 Audio15.  - Dave Foxx, Z100, New York, NY
Elvis and Linda16. , Don Elliot, Levine/Schwab Broadcasting, Los Angeles, CA

Support the R.A.P. Soundstage by sending some audio you’ve recently produced at your studios. Please include 
your e-mail address for anyone interested in finding out details about the work. Promos, commercials, sweepers/IDs, 
bits, spoof spots, song parodies, and most any other good piece of production are welcome. If you send sweeper/ID 
montages, make them around sixty to ninety seconds long max. All other items should be sent as separate files. Please 
normalize your mp3 files and trim the silence from the front and back. Email to jv@rapmag.com, and thank you for 
supporting the R.A.P. Soundstage, formerly known as The R.A.P. CD and The R.A.P Cassette from way back in the 
day – none of which exist or have existed without you. 

■

Love for an Orphan:
The First Annual Audio Adoption Contest

mailto:jv@rapmag.com
mailto:talentport@aol.com
mailto:andy@longtrainproductions.com
mailto:chadd@krashcreative.com
mailto:chadd@krashcreative.com
mailto:dave@combinedcommunications.com
mailto:blabbermouth@frontier.com
mailto:cadams@wdodradio.com
mailto:jvandusen@jpbg.ca
mailto:jvandusen@jpbg.ca
mailto:jj.tlhprod@gmail.com
mailto:tbaker@wltl.net
mailto:tlee@hbi.com
mailto:von@voncoffman.com
mailto:DAVEFOXX@iheartmedia.com
mailto:donelliot@gmail.com
mailto:jv@rapmag.com
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By Roy H. Williams

The next time someone tells you an 
advertising success story, especially 

if that success was online, ask to see the 
ad - the content - that triggered it.

Here’s a Really Big Tip for you. 
You might want to write this down:

“The media doesn’t make the ad 
work. The ad makes the media work.”

I’m spending a lot of time these 
days fielding questions about online 
marketing. The most fervent of these 
petitioners are the ones who talk about 
the amazing response they’ve seen on 
FaceBook.

“Does everything you post trigger a 
big response?”

“No, but when it does work, Wow! 
It’s awesome.”

“Show me something you posted 
that triggered a lot of interest.”

Guess what I’ve learned from these 
encounters? FaceBook friends pass 
along only those things they find to be 
remarkable. And it’s always the mes-
sage - the content - that is remarked 
upon. Jeff Greenspan of Buzzfeed says 
it clearly: “Nobody wants to be a shill 
for your brand, but they are happy to 
share information and content that helps 
them promote their own identity.”

Do you sometimes visit a website 
and then see banner ads for that same 
company everywhere you go for the 

next several days? Congratulations, 
you’ve been “retargeted.”

Retargeting is the shiny new object 
in advertising. (Google’s version of it is 
called Remarketing but it’s essentially 
the same thing.) Retargeting reminds 
me of a boy who stalks a girl after a 
bad first date, saying, “Give me another 
chance. Give me another chance. Give 
me another chance. Give me another 
chance...”

A better solution, in my opinion, is 
to not blow the first date.

Spend your time creating a remark-
able offer. When your message is right, 
whatever media you choose to deliver 
that message is going to perform like 
nothing you’ve ever seen.

BOOM. Success story.
You can sell tickets to watch the 

fireworks.
Bruce Feiler in the New York Times 

reported a few days ago that a recent 
study of two billion web visits found 
that 55 percent of readers spent fewer 
than 15 seconds on a page.

Evidently, David Ogilvy’s decades-
old observation remains correct:

“Five times as many people read 
the headline as read the first line of body 
copy. So when you’ve written your 
headline, you’ve spent 83 percent of 
your ad budget.”

Scan.
Scan.
Scan.
Scan.
Scan. Note. Move on.
Scan.
Scan.
Scan. Note. Probe. Disconnect. 

Move on.
Scan.
Scan. Note. Probe. Double-check. 

Bingo. One-click. Here in 2 days.

Ten websites attracted this shopper 
but only one of them made the sale.

Q: What did the others do wrong?
A: They focused too much on tech-

nology to reach the shopper and too little 
on what to say after they met.

Advertising Doesn’t Fail. Ads Fail.
Small business owners are drown-

ing in sales pitches telling them they 
can “reach the perfect target” digitally. I 
don’t dispute that claim in the slightest. 
But each of the nine websites that didn’t 
make the sale “reached the perfect tar-
get,” didn’t they? What did it get them?

That New York Times story about 2 
billion page visits goes on to say,

“In the last few years, there has 
been a revolution so profound that it’s 
sometimes hard to miss its significance. 
We are awash in numbers. Data is ev-
erywhere. Old-fashioned things like 
words are in retreat; numbers are on 
the rise. Unquantifiable arenas like his-
tory, literature, religion and the arts are 
receding from public life, replaced by 
technology, statistics, science and math. 
Even the most elemental form of com-
munication, the story, is being pushed 
aside by the list.”

Let me say this plainly: Wizard 
Academy will forever remain a guard-
ian of the “unquantifiable arenas,” like 
history, literature, religion and the arts. 
We will keep up with technology, but 
we’ll never look to it for wisdom, emo-
tion, persuasion or humanity.

Marketing Miracles are far more 
often the result of finding a better story 
than of finding a better technology. Mar-
shall McLuhan was wrong. The media is 
just the media. The message is the mes-
sage.

■

Ask to See the Ad
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NEW STUFF
TECH NEWS

► Wave Arts has released new versions 
of their plug-ins. The most important 
changes are improved support for Pro 
Tools 12 and Media Composer 8. All 
plug-ins are updated, including Power 
Suite Plug-ins/5.83, Master Restora-

tion Suite Plug-ins/5.83; Tube Satura-
tor/1.33; and Dialog/1.33. Many bugs/
issues were fixed in these versions. This 
is a free update. You may simply install 
the new version over any existing ver-
sion. Visit the Downloads page at www.
wavearts.com. ► PreSonus announced 
that Studio One 3, the most significant 
update to its digital audio workstation, 
is now shipping. Available in Artist and 
Professional editions, version 3 adds in-
novations in song arranging and experi-
mentation, as well as inspiring new ways 
to craft unique and evocative sounds. 
In addition, Studio One 3 opens users 
to new ways to control and mix within 
the application as the first DAW to of-
fer a dual platform (Mac and Windows), 
multi-touch interface. Furthermore, Stu-
dio One 3 Professional users now have 
the freedom to create away from the 
desk through Studio One Remote for 
iPad. Studio One 3 Professional intro-
duces the Arranger Track, which makes 
it easy to build and rearrange songs, let-
ting you copy or move entire song sec-
tions with simple drag-and-drop. It has 
its own Track Inspector that shows all 
sections of the song, which also doubles 
as a quick navigation tool for your song. 
Unique Scratch Pads, also in Studio One 

Professional, provide an independent 
parallel timeline that lets you safely 
experiment on alternate ideas without 
jeopardizing arrangements. Simply drag 
Arranger sections, individual content, or 
entire songs into the Scratch Pad, make 
edits, then drag it back to your main 
song. The updated Browser, found in 
both Artist and Professional, makes it 
easier to find content, with tag-based 
“musical” search. You can now search 
for loops, samples, and presets by typing 
keywords like “genre” and “instrument” 
or by filtering content by selecting tags. 
The Browser also now has an integrated 
Cloud tab to access additional content 
online. Extended FX Chains, new in the 
Professional version, provide new ways 
to build complex, multi-dimensional 
sounds by chaining and combining ef-
fects plug-ins in serial, in parallel by 
channel, or by frequency with up to five 
splits. Multi Instru-
ments allow you to 
combine multiple 
instruments as lay-
ers or splits in a single Instrument Track 
and play them like one instrument. 
Further dimensions can be added to a 
sound by using Note FX on individual 
Instruments layers within a Multi Instru-
ment. Note FX is a new plug-in type in-
troduced in Studio One 3 that adds life 
to Instrument tracks by processing their 
note data. The four Note FX included 
with Studio One 3 Professional are Ar-
peggiator, Chorder, Repeater, and Input 
Filter. Each console channel and Multi 
Instrument in Studio One Professional 
now offers Macro Controls, which allow 
individual instrument or plug-in param-
eters to be assigned to control knobs, 
switches, and X/Y pads for easy access. 
Multiple parameters can be assigned to 

the same control 
with independent 
settings for range/
po la r i ty /curve . 
Studio One ver-
sion 3 features a 
powerful new in-
strument engine 
that drives two 
new instruments. 
Mai Tai is a poly-
phonic analog 

modeling synth for modern electro and 
bass sounds. Presence XT is an expand-
able, full-featured sampler with a com-
prehensive sample library that covers 
all the bases. There are over 70 new 
features and updates included in the 
Studio One version 3 upgrade. Studio 
One 3 is now available in Artist and 
Professional versions, as both upgrades 
and full programs, at music retailers 
worldwide and direct from PreSonus. 
This month, PreSonus will also intro-
duce Studio One Prime, a fully func-
tioning free version, which will provide 
a great way to get started with Studio 
One. For more information on Studio 
One version 3, visit http://studioone.
presonus.com. Also from Presonus, the 
Studio 192 USB 3.0 Audio Interface 
and Studio Command Center. The 
new 26 x 32 interface records at up to 
192 kHz and combines eight digitally 

controlled XMAX™ Class A solid-state 
mic preamps and premium Burr-Brown 
converters with StudioLive™ Fat Chan-
nel signal processing. The Studio 192 
also acts as your studio’s command 
center, managing speaker switching 
and talkback (with onboard condenser 
microphone) and featuring main mix 
Mute, Mono, and Dim. The result is a 
comprehensive solution for advanced 
studio recording and monitoring. PreSo-
nus’ innovative UC Surface touch-ready 
control software for Mac®, Windows®, 
and iPad® is included, for easy manage-
ment of all Studio 192 functions and 
quick creation of eight stereo monitor 
mixes with full Fat Channel processing 
on every analog input, plus reverb and 
delay. Users of PreSonus Studio One® 
DAW will find full preamp control and 
zero-latency monitor-mix functions in-
tegrated into their recording environ-
ment. Studio One’s exclusive hybrid Fat 
Channel plug-in runs on the computer’s 
processor and seamlessly switches to 
the Studio 192 DSP. This allows you to 
monitor with Fat Channel EQ and dy-
namics while switching between play-
back and recording with no audible 
change. U.S. retail price is $1,199.95. 

http://www.wavearts.com
http://www.wavearts.com
http://studioone.presonus.com
http://studioone.presonus.com
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NEW STUFF
www.presonus.com. ► Source Ele-
ments announced new features for their 
current beta version 0.5.3 of Source-
Connect Now, their real-time audio sys-
tem for a number of workflows. It only 
requires the Chrome web browser and a 
common broadband internet connection. 
Excellent sound quality is provided by 
using the OPUS audio codec in a high 
bit-rate mode, thus sounding as good 
or even better than what users expect 
from ISDN systems. Working with both 
mono or stereo high-definition sound, 
Source-Connect Now is applicable for a 
wide number of uses including replac-
ing ISDN workflows, music collabora-
tion, music lessons, high definition con-
versations, or any other use where high 
quality audio is required. Recent feature 
additions include recording of PCM 
audio directly in the browser, left and 
right panning functionality to separate 
distinct audio sources so you can record 
interviews with multiple guests, and ad-

vanced connection technology that as-
sures your session remains online in case 
of intermittent network issues. While 
in Beta, Source Elements is providing 
free Source-Connect Now accounts to 
anyone. The service operates on any 
Chrome web browser including the 
Mac, Windows, Linux and android plat-
forms. www.source-elements.com. ► 
Auralex® Acoustics, Inc. is now ship-
ping its new Deep6™ Low-Frequency 
Absorber, a 2’ x 4’ x 6” powder-coated, 
black steel frame-enclosed absorption 
device. The Deep6 Low-Frequency Ab-
sorber is specifically designed to be in-
stalled on a wall or across a vertical cor-
ner to improve low-frequency absorp-
tion throughout the room and accuracy 
at the mix position, but without the sonic 
artifacts of competing products. This 
acoustical treatment is perfect for rooms 
where corner-fitted bass traps are not 
possible due to doors or windows, and 

provides us-
able broad-
band con-
trol down to 
40Hz.  The 
Deep6 is 
Class A fire 
rated for 
commercial 
and resi-
dential ap-
plications.  
It comple-
ments a 
wide range 
of acousti-
cal prod-
ucts & turns 
m i d - h i g h 
a b s o r b e r s 
into a com-

plete broadband system.  Available in 
Sandstone and Obsidian fabric colors, 
each Deep6 comes fully assembled and 
ready to install with the included wall 
mounting brackets. www.auralex.com. ► 

► Riedel’s STX-200 broadcast-grade 
professional Skype interface brings any 
Skype user worldwide into professional 
broadcast workflows. The reliable, 1 RU, 
single-box solution allows broadcasters 
to engage with both reporters and view-
ers in live programming, and now comes 
with improved and easy-to-use manage-
ment and control software, as well as 
AES67 Interfacing. The updated Skype 
TX Control software provides custom-
ers with the ability to manage multiple 
Skype TX channels from a single user 
interface. Other parameters that the soft-
ware manages include stream resolution, 
aspect ratios, FPS, logo overlays, and 

various audio options. Riedel’s STX-
200 also offers unique device moni-
toring functions, such as temperature 
measurement and system status that can 
be monitored by means of Simple Net-
work Management Protocol (SNMP). 
“We have only scratched the surface of 
how this amazing device will be used to 
create new workflows for broadcasters 
and build community for organizations 
from small businesses to major sports 
leagues,” said Lars Höhmann, Skype 
& MediorNet product manager at Rie-
del Communications. “Just last month, 
Real Madrid used a Riedel-supplied 
STX-200 solution, including a Medior-
Net signal transport backbone and Artist 
intercoms, to facilitate a live two-way 
exchange between players and their fans 
from around the world.” Licensed by 
Microsoft, the STX-200 offers broad-
cast-quality HD-SDI and balanced XLR 
audio I/Os. Previously, users relied on 
consumer PCs running common Skype 
clients that then needed to be integrated 
with scan and HDMI-to-SDI convert-
ers to produce content suitable for air. 
Further, audio dropouts and menu pop-
ups on the live feed are avoided with 
this dedicated solution. Broadcast-grade 
audio interfaces include a two-channel 
balanced analog audio XLR input and 
output, as well as SDI embedded audio. 
Other features include a Gigabit Ethernet 
connection, a user-interface connection 
via DisplayPort, USB ports for acces-
sories, and GPI/Os. www.riedel.net. ► 
Focusrite recently showed four second-
generation models from its extended 
RedNet line of products based around 
the industry-standard Dante™ audio-
over-IP networking system. Now ship-
ping are the MP8R 8-channel remote-
controlled mic pre and the D16R AES 
interface; the new HD32R HD Bridge 
for Pro Tools and D64R MADI Bridge. 
Interoperable with all other Dante-com-
patible units, these RedNet interfaces 
are particularly designed for live sound 
and broadcast applications, due to their 
power supply and network-redundancy, 
locking Ethernet connectors, and com-
pact 1U form factors. The new products 
include a series of features that make 
them particularly applicable to broad-
cast, live sound/recording and system 

http://www.presonus.com
http://www.source-elements.com
http://www.auralex.com
http://www.riedel.net


21 June 2015RADIO
 AND PRODUCTION

CLASSIFIEDS
Openings

RWPC, Inc. (Formerly Rusty Walker 
Programming Consultants) is search-
ing for a Production Director for a FM 
in an appreciable but unrated market 
in middle Tennessee. Must have three 
years full-time experience in production 
and on-air, plus experience with Adobe 
Audition and Wide Orbit systems. Keen 
attention to detail and highly developed 
organizational skills are required. Must 
be able to take direction, be flexible, task 
oriented, and can work collaboratively to 
advance the station’s goals. Not always 
a 9 to 5 position. Send airchecks and 
resumes to J.J. Jobe at jjjobe@aol.com. 
An Equal Opportunity Employer.

Available Pros
(No new items for this category this 
month.) 

Equipment/Software 
For Sale

Like new Orban 787A. Pristine, even 
the racking holes are virgin. $1050.00 
US plus shipping. 2 available. 406-471-
1166.

Brand new Digi 003 rack still in box.  
Would be perfect for remote work. Pur-
chased to use with Protools 10 but 
ended up staying with my Digi 002 work 
surface - $500 OBO.  Brand new Denon 
DN-C635 CD/MP3  still in box - $450.  
Contact Beecher@beechermartin.com.

Equipment/Software 
Wanted

(No new items for this category this 
month.)

Miscellaneous
I have a couple of short Fidelipac Carts 
that I would like to have dubbed to a CD, 
Flash Drive, etc. If you can help, please 
contact me at royalcoachman1@gmail.
com.

The RAP	 Classifieds, a free list-
ing service, is for production related 
items. To meet the next deadline, 
email your ad to us by the 15th of 
the month prior to publication month. 
Send to editor@rapmag.com. Ads 
are immediately posted on the RAP 
website at www.rapmag.com. 

n

integration markets, where reliability is 
paramount. Dual Ethernet ports, fitted 
with locking Ethercon® connectors, are 
provided, with several operating modes 
including daisy-chaining and redundan-
cy confirmed by front-panel indicators. 
Two separate power supplies with fault 
detection capability are included, with 
separate power input sockets on the rear 
panel. Power failure is indicated both re-
motely and on the front panel. The mod-
ules feature a rugged exterior with maxi-
mum internal build quality, in a compact 
1U rack-mount form factor. RedNet 
MP8R is an 8-channel remote controlled 
mic pre and A/D, with redundant power 
and networking. RedNet D16R features 
16 channels of AES/EBU connectiv-
ity to and from a Dante audio network, 
with redundant power and networking. 
RedNet D64R is a development of the 
RedNet 6 Dante to MADI interface, pro-
viding a reliable link between any Dante 
network and any MADI / AES10 setup, 
with redundant power and networking. 
RedNet HD32R, a development of the 
original RedNet 5, is a second-generation 
Pro Tools bridge linking Pro Tools|HD 
and the Dante audio network, with re-
dundant power and networking. For 
more information on the RedNet range, 
go to www.focusrite.com/rednet. ► 

THE MIX
► New releases from FirstCom in-
clude: AM074 Power Politics - Power-
ful political ad themes featuring mood 
transitions, in styles from heartwarming 
Americana to inspiring rock to proud or-
chestral; BBCPM041 BBC Random Se-
lector Vol. 1 - A diverse mix of one off 
gems from Big Band to One Man Band, 
Folk and Jazz through to Human Beat-
box and Mariachi. Eclectic + Quality = 
BBC Random Selector!; BBCPM042 
Curious And Bizarre - Life is sometimes 
stranger than fiction. Quirky charac-
ter themes; CHAP425 Widescreen El-
egance - Beautiful, intimate orchestral 
themes; CHAP426 Golden Age Radio 
Modern - Nostalgic ballads and fun 

barbershop tunes sang by a four piece 
male vocal harmony group; CHAP427 
Golden Age Radio Vintage - Nostalgic 
ballads and fun barbershop tunes sang 
by a four piece male vocal harmony 
group; DGPM031 Mozart: Piano Con-
certos 6 - Piano Concerto No.22 in E 
flat, K.482; Piano Concerto No.23 in A, 
K.488 and Piano Concerto No.3 in D, 
K.40; and many more. Audition them 
now at www.firstcom.com. ► EastWest 
Sounds launched Composer Cloud, 

a new cloud-based subscription pro-
gram featuring the gold editions of their 
award-winning virtual instrument col-
lections. Composer Cloud is designed 
to give composers, musicians, produc-
ers and songwriters instant access to the 
more than 9,000 award-winning virtual 
instruments, anytime, anywhere. Plans 
start as low as $29.99/month, which 
gives members instant access to 7 col-
lections of their choice, plus an addi-
tional collection every three months at 

no extra cost. The $49.99/month plan 
gives members access to everything in 
the Composer Cloud catalog immedi-
ately - over 9000 virtual instruments, a 
million sounds in all. www.Composer-
Cloud.net. www.soundsonline.com.  ►

http://www.focusrite.com/rednet
http://www.firstcom.com
http://www.ComposerCloud.net
http://www.ComposerCloud.net
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Mike Hansen, LFM, San Diego, CA
Roy Hall, Roy Hall Media, Londonderry, United Kingdom

Dave Calvert, Rogers Media, Toronto, Ontario 
Terry Phillips, CBS Radio, Southfield, MI 
Sakis Korovessis, Thessaloniki, Greece 

Linda Manganye, Bass Garage Projects, Johannesburg
Jamie Ellard, CFOX, Vancouver, British Columbia 
Kevin Anderson, KKHA/TLC Media, Bay City, TX 

Jeffrey McKnight, Jim Pattison Broadcast, Red Deer, Alberta 
Sean Westphal, Harvard Broadcasting, Edmonton, Alberta
Joshua Mackey, Mackey Media Group LLC, Ogallala, NE 

Elinor Pongracz, Planet Radio, Bad Vilbel, Hessen, Germany
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