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PRAISE FOR TO FEEL THE MUSIC

“To Feel the Music is a fascinating tale about countless intersections: of artistry and technology, of creativity and commerce, of entrepreneurs and organizers, of the individual and the team. It’s heartbreaking on some fronts and inspiring in many others. I will never listen to music in quite the same way after reading this book, nor ever again take for granted the ingenuity behind the high-tech devices amid which we live.”

—James Fallows, national correspondent, The Atlantic

“One of the greatest musicians of all time, Neil Young knows the effort artists put into their work so that their audiences can feel the music. In a very easy-to-understand way, Neil explains how, unlike for photographs or television, each generation of digital technology has further degraded sound quality. Neil and collaborator Phil Baker lay out concrete solutions to restore music fidelity without sacrificing listener convenience in this fascinating read brimming with passion.”

—Dan Hesse, retired CEO, Sprint

“This book provides backstage access to a fascinating story about the intersection of art, technology, and business. Young and Baker’s passion for their respective crafts is tangible on every page.”

—Harry McCracken, technology editor, Fast Company

“Neil Young is not only a rock star in the music industry. He has emerged as a rock star in championing and challenging the tech industry to deliver the kind of sound quality that he and other musicians want their audiences to experience as they do when they record their music . . . The book is a call to action for the tech industry to strive to deliver the best audio quality possible, so that those who listen to Neil Young’s songs and music, as well as those from other artists, experience exactly what the artists hear when they create their music.”

—Tim Bajarin, president, Creative Strategies, Inc.

“The alchemy of product development is rarely shared like this, from a music legend (and it turns out, an enlightened CEO) and a tech veteran, with refreshing candor about the highs and lows of bringing together people, materials, and energy to deliver sound as intended, straight to the soul.”

—Louis Kim, vice president, Hewlett-Packard
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A Message from Neil

I’d love for you to experience my high-quality music by visiting www.NeilYoungArchives.com and listening to the album of the week and song of the day.




Introduction

Neil

Musicians such as myself attempt to record music at the highest sound quality available. We take excruciating care to preserve every detail from each instrument, each voice, and the surrounding environment. We do this knowing that the more you hear, the more you feel the music in your soul.

However, today’s recording and tech industries just don’t care about the sound of music. They’re content to deliver music at a much lower quality, essentially stripping and dumbing down the art of recorded music, so that listeners are able to hear only a small part of the original audio recordings. These original recordings can have depth, breadth, and clarity that captures all of the subtleties, echoes, reverberations, and characteristics of the performance environment. The compressed versions, on the other hand, lack all of those details, sounding muddy, one-dimensional, and flat. The decision to compress music not only affects what we hear now—it will affect what we’ll be able to hear in the future, too.

To Feel the Music is an account of my efforts to challenge the music industry and the technology community on behalf of all artists and music fans to restore audio quality to what it once was and to save the soul of the music, thereby saving the future of music. This effort to rescue music is the most important professional undertaking of my entire career.

This book chronicles how I and a small team invented and brought to market solutions that serve as an example of what could be done. With Pono, my early effort at creating a high-resolution music player and download service, we showed the industry that it was possible to deliver the highest-quality audio to thousands of music lovers at an affordable cost. What we did was not anything extraordinary. Others in the industry could have done it, though few seemed to care. But that was not the end of our efforts; it was just the beginning.

As music streaming increased, the industry moved to even poorer-quality audio. The sound of music went from bad to worse. Yet, I was convinced there must be a solution. If streaming was the future, couldn’t it be better? To that end, I worked with an even smaller team, including a tiny company in Singapore called OraStream, and we developed new streaming technology that is far superior to anything else available. I’ve introduced this high-resolution streaming on my Neil Young Archives (NYA). Called Xstream by NYA, it was my follow-up to Pono, to marry the convenience of streaming with the best quality that users’ devices can handle. High-res streaming is my second initiative to show the industry what can be done.

I’ve put my name and reputation on the cause of better audio. I’ve pointed out the failures of the tech giants to deliver it and will continue to do so because it’s something I believe in very deeply. I’m going to continue this quest on behalf of musicians and music lovers so that all of you can hear what you deserve—just what was intended by the artists who created it.

Phil

I first met Neil in 2012 when he asked me to help him develop a new music player. I encountered not just the famous musician whose work is legendary, but also someone who had a passionate mission extending back decades to save music. He wanted to restore what had been missing since the invention of the CD: high-quality audio. Throughout all these years his mission hasn’t changed. It was his passion before I met him, and it continues to be his passion now.

I had the luck and opportunity to make a small contribution through the development of the Pono music player, a simple-to-use, low-cost device that delivered music of unparalleled clarity. And, more recently, I’ve worked with Neil to help develop the NYA website and apps, which delivers the music as well as Pono does, using an innovative streaming technology.

I was able to see how important high-quality audio is to Neil and how all-consuming his goal was. It is completely altruistic on Neil’s part, not motivated by making money, certainly not for fame. While some critics have had trouble understanding this or have questioned his motives, I have been there for all the discussions and the meetings, and I want to help tell the real story.

While visiting the Musician’s Hall of Fame in Nashville, I was struck by how much effort has been put into perfecting the recording and playback of music over the past century to bring audio of the best possible quality to those who could not be present at a live performance. From the gramophone to the radio to reel-to-reel tape recorders to the tape cassette to huge speakers and amplifiers, each invention was about creating a faithful reproduction of the original. Yet modern technology has taken us in a different direction, replacing quality with convenience. The long history of these efforts that I saw on display in the museum suddenly came to a stop and began to reverse course.

Although I’m not a musician, I have a background and career in technology, so this regression really hit home. Technology, which we think of as improving our lives, was failing music lovers. This put into perspective what Neil, I, and the rest of the team had been doing.

To Feel the Music is also about what it takes for a small company to begin with an idea and turn it into a product. It’s the story of a technology startup business with grand ambitions but limited resources and the challenges it faced trying to turn Neil’s vision into reality. It takes the reader through the numerous steps required to develop, manufacture, and sell a consumer hardware product.

I try to expose the product development process, with all the imperfections and unexpected challenges that befall most products. It’s a process that depends on a group of people from diverse backgrounds coming together and working as a team, often with conflicting goals and ideas. It shows how the product idea is often the easiest part, and how complex and unexpected the implementation can be. And then when the product is done, what is its measure of success? Is it a product that performs as it was envisioned, one that can be manufactured inexpensively, or one that’s successful in the market? To Feel the Music takes you into all of these areas that rarely are written about.




Chapter 1 | Neil

THE MOST IMPORTANT THING I’VE EVER DONE

Music has been one of the great joys of my life. I’ve performed for more than fifty years and written and recorded scores of albums. I’ve traveled around the world performing for audiences in dozens of countries. There’s nothing as good as a live performance where the music is unfiltered—where it fills the air, reverberates, and is just so pure and organic. Likewise, a great recording that tries to replicate this is also in a class by itself. It’s an art form.

In the sixties and seventies, advances in audio equipment, high-quality vinyl, and tape recording brought wonderful-sounding music into the home. While not the same as live performances, the sound was an art form unto itself and allowed listeners to enjoy the music, become immersed in it, and be exposed to many of its nuances.

ENTER THE DIGITAL AGE

Yet in the early eighties, instead of audio improving even more, something unexpected occurred. When digital music became available on the compact disc (CD), I got very excited. I thought, Finally, no more cracks, no more pops, no more surface noises that had accompanied vinyl records. All the artifacts would be gone.

When I went into the studio after making my recordings, I did what I usually did. I cranked up the volume and started mixing, listening to CD quality from my new digital machines. After three hours, my ears were killing me! They were ringing and really hurting badly. That was when I first realized that something was wrong.

The CD was a brand-new format, and because it was new, it was highly promoted and pushed very hard by the music and tech industries. But convenient as it was, it was inferior to its predecessors, such as vinyl and tape recordings, in terms of audio quality.

That was the beginning of a downward spiral, where at each step along the way of supposed progress, quality was compromised for convenience. And from that point to today, we’ve experienced this degradation over and over: multiple new formats, each sounding worse than what came before.

To me it simply made no sense. People tend to dislike new formats since they need to keep buying the same content over and over. But to buy the same content and get something worse? That was terrible! I thought, all we really need is one format, and if we have just one format, it should be great—the best it can be.

Unfortunately, today there is no convenient way for the mass audience to purchase the early high-quality recordings that come close to the original performances. Listeners cannot enjoy the history of recorded sound and the magical recordings of the last century at their finest. These high-quality recordings are currently only available to the elite few who pay a premium for their music and have the expensive equipment needed to enjoy it. And because the audience that can afford these recordings is so small, there’s only a very limited number of titles available. Instead, the record companies focus on what they can sell: inferior quality made for cell phones.

The acceptance of poor quality ripples throughout the industry and makes it even more difficult to reverse direction. People get used to hearing this poorer quality and many never experience what music could sound like. As the demand for high-quality audio diminishes, hardware companies struggle to survive and artists record at lower quality. When these companies die, there’s nothing available to play quality sound. It’s a race to the bottom that affects the entire audio industry.

DIGITAL QUALITY IMPROVES—EXCEPT AUDIO

The deterioration of quality is not happening with other digital content—only audio. Digital video and imaging have made amazing progress. Films in the theater and images we take with our cameras—and even our phones—are sharper and clearer than ever. Advances such as image and contrast correction take advantage of digital technologies to increase enjoyment and provide the detail and fine nuances otherwise lost.

Why can’t we say the same about audio? To me, something is wrong. As an artist, I want my fans to experience the same quality that I experience in the studio. I want fans of other artists to be able to do the same. In this age of technology, there is nothing standing in the way of this idea—except greed.

Record companies want to charge a lot more to stream high res just because it sounds better. There is no additional cost to them to stream high-resolution music. It’s only bandwidth. The consumer’s bandwidth costs have plummeted. Should it cost more to listen to good-sounding music than it costs to listen to bad-sounding music? Should the cost be borne by the consumer? I have not yet found a satisfactory answer.

If the record companies were to take the price restrictions off the streaming companies and let them stream whatever they could without additional costs, then it would be up to the streaming companies to improve their technology and bring high-quality music into the twenty-first century. I found a way and did that for my music. I stream in high res on my NYA archive site and NYA apps. Streaming companies could do it, too, but they have not. Why is that?

WHY IS SOUND SO BAD TODAY?

Streaming services are built around old limitations from the twentieth century when memory and bandwidth were expensive. Those limitations were major issues when Apple developed the iPod decades ago using expensive hard drives with limited capacity. Low-cost solid-state memory was unavailable, and data traveled at a fraction of today’s speeds. All these things are old issues that no longer exist, yet current music formats are still based on them—held prisoner to them. Music is in a cage.

It’s the same with the record companies and the files they sell. They charge high prices for high res, which has nothing to do with anything. Restricting audio quality doesn’t make sense from a financial standpoint. If you sell a better product, which you already have access to, and it doesn’t cost any more to sell it, then why not? Why hold it back and put an inflated price on it so literally no one buys it? What is the advantage to having something if no one can use it? I just don’t get that. If these companies went back a little further than the digital past, they would see that they used to charge almost the same for everything: records, cassettes, and tapes. It was all essentially the same price and quality, and that’s when people really loved music, because they could hear it and feel it. They could feel the soul of the music, and they loved it.

I think if the highest-quality music audio were available at a reasonable price, the streaming companies would stream it, everybody would hear and feel better music, and the world would be a much happier, better place.

One of the arguments the music and technology industries make about their complacency for not improving music quality is that many people can’t hear the difference anyway, so why bother? Well, my response is simple. It doesn’t matter if every person can hear the difference or not. Some can, and some can’t. If it costs the same amount, what’s the big deal?

Look, I know music, I know sound, and I can hear and feel it! There are a lot of color-blind people out there, like myself, but you don’t see television sets that don’t have color. They didn’t take the color out of TV because some people can’t see all the colors of the spectrum. They used to say that the limit of TV quality that people could perceive was 2,000 lines of resolution. Yet now manufacturers are introducing sets with 8,000 lines, because some can appreciate the improvement.

I think it’s the same thing with tone deafness. If you can’t hear the music—the difference in audio quality—it doesn’t mean it shouldn’t be there. People who can hear it deserve to be able to hear it. Plus, how are others going to find out whether they can hear it? How do they know they can’t hear it? What do they have to compare it to? They’ve been so conditioned to hearing low-quality audio, that’s all they hear. They never hear high quality, or if they do hear it, it might be for just a few minutes, and in that short time span they may not be able to absorb the difference. It is subtle, but once discovered, it can be life changing.

If people could listen to high-res music all the time, they might just find they enjoy the music a lot more. You have to give your body a chance to absorb it and recognize how good it feels to hear it. The human body is incredible. It’s great! It has such deep sensitivity. It’s made by God/nature, depending on your beliefs. If some listeners can hear and feel the input from everywhere, why give them less? There’s no advantage. Sticking to lower quality means that all of the people who are sensitive and can hear the quality don’t receive it. There’s no logical reason to not provide the best and improve the quality of life. That, after all, is one of the goals of technology—to improve our lives.

Music is my life, and it’s too important. I want to ensure it is preserved in its highest quality. Sometimes I think, This could be the most important thing I’ve ever tried to do. I don’t know if I will succeed at it. But if I do, it will be a great accomplishment, because it affects all the music of all musicians, every recording ever made back to the beginning, not just mine.

So, I am not giving up, because somebody’s got to listen to this. Somebody’s got to care.

Restoring high-quality audio has been my long-term goal, a much longer term than I thought it would be. We are up against many challenges to make it happen, but we will continue to come up with new ways to succeed.




Chapter 2 | Phil

A LOOK AT AUDIO QUALITY

To better understand what’s happened to music, it’s useful to understand some of the technology of digital music, the various formats, and some of the forces that shaped their development.

DEFINITIONS

First, high-res digital music, a somewhat vague term, is simply digital music files that have audio quality better than CDs. While it can’t always match the original performance in all respects, it does a better job than CDs in providing more of the details and nuances of what was originally recorded.

Audio recordings come in two formats, analog and digital. Analog is made up of a continuous data stream that comes closest to the original sound, since the original sound is analog. Digital audio is a series of discrete, discontinuous data that tries to replicate or simulate the original analog recording.

LIMITATIONS




Analog vs. Digital
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With analog audio recordings, such as what’s recorded on vinyl and tape, the limitation of the audio quality is often the recording medium itself, which imposes some characteristics on top of the recorded performance; artifacts such as hisses or crackles, for example, may show up as background noise on the recording. The original recording is essentially all there but sometimes slightly impacted by these background effects. Analog quality is dependent on how well the performance can be recorded and how minimal these artifacts are, mostly a function of the recording equipment.

SAMPLING RATE

In contrast, digital audio is “manufactured” from the original performance. The original recording is chopped up into pieces of data (sampled) to represent the recording. How often it takes these samples, and how precise the samples are, affects the sound quality. The more frequent the sampling, the higher the quality; the less frequent, the poorer the representation of the original recording.

How often the analog music is sampled is measured in number of times per second, referred to as frequency. The highest-used sampling rates for music are 384,000 and 192,000 times per second. The unit of measure for frequency is hertz (Hz). A rate of 192,000 times per second or 192 kilohertz (kHz) is considered sufficiently high for essentially all recording needs.

Sampling music is much like sampling a moving object to create a video or movie; the higher the sampling rate the better the representation. Images in old-fashioned movies flickered and were jumpy because the sampling rate was just a few frames per second (fps). With digital cinema, HD video, and Blu-ray, sampling is up to 60 fps, resulting in a smoother and much higher quality representation of the original.

PRECISION AND DEPTH

In addition to the sampling frequency, there is the level of detail, precision, or resolution of each individual sample (just as the number pi can be described as 3.14 or 3.14159265359, low precision and high precision). In audio, it’s either a number with 16 or 24 bits of precision, where the latter is better because it’s a more precise number. In audio, that precision determines the dynamic range or the accuracy of the sound reproduction. A precision of 24 bits provides a much bigger range in volume or dynamic range (16,777,216 levels compared to 65,536 levels for 16 bits). With more precision, it can also better match the studio’s analog performance and capture more of the nuances.

DIGITAL AUDIO QUALITY IN TWO NUMBERS

Digital audio can also be compared to a digital camera that captures an analog scene, which is made up of a continuous series of colors and light levels, by creating pixels. The pixels are samples representative of the color and brightness of tiny areas in the scene. The more pixels (frequency), and the more colors and light levels (bit depth) for each pixel, the more faithfully the digital photo matches the original scene. Likewise, audio quality is defined by a pair of numbers: sampling rate and bit depth.

As noted, the audio industry defines high res as music that is better in quality than CD quality, which is 44.1 kHz with 16 bits of precision, abbreviated as 44.1/16. According to the Recording Industry Association of America’s (RIAA’s) official definition:


High-resolution audio is lossless audio that is capable of reproducing the full range of sound from recordings that have been mastered from better than CD quality music sources.1

Thus, a digital recording made as a 192 kHz/24 bit file is considered to be essentially as a good as a digital file can be. To put all of this in perspective, a high-quality analog recording beats a top digital version even if the digital is at 192/24, which is much better than CD quality, which in turn is much better than MP3.

When the original recording is compressed to CD or MP3 levels, the intent is to discard the less important data rather than discarding data randomly. The compression algorithms use a set of rules that might discard the softer passages when there’s louder music playing and discard more of the sound occurring in areas where our hearing is less sensitive. But they do discard data that you can hear and feel.

STREAMING NUMBERS

If you are wondering what the corresponding pair of numbers are for low-res streaming, there are none. Streaming uses a different measurement that relates to how many total bits of data are streamed per second. It varies from as little as 24 kbps (thousands of bits per second) to about 320 kbps. With most streaming services, it’s 128 or 256 kbps.

High-res music, when expressed using the same units as streaming music, would be 9,216 kbps. (Note: For high-res 192/24 music, 24 bits are sampled 192,000 times per second, so the total data rate is 24 × 192,000 = 4,608,000 bits per second = 4,608 kbps of data for each of the two stereo channels, or a total of 9,216 kbps.)

There is a technique to reduce the file size by about 40 percent using an industry lossless compression scheme called FLAC (Free Lossless Audio Codec), so the net result is about 6,000 kbps. This is the amount needed to stream high-res, no-compromised two-channel audio. That number, 6,000, will vary somewhat, as different music content compresses differently with FLAC.




Audio bit rate comparison
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Thus, low-res streaming music uses anywhere from 24 kbps to 320 kbps compared to about 6,000 kbps for high-res audio and 1,411 kbps for CD quality.

[image: ]

Up to this point we’ve discussed the quality of the content of the recorded music. The quality is also dependent on how you listen to it.

While better equipment, such as good headphones or speakers, can provide better sound than lesser equipment, most listening experiences with adequate equipment benefit from better recording quality.

During the development of Pono, we listened to hundreds of combinations of players, headphones, and speakers in the office, at home, in the car, and in our audio room, playing files that spanned the full range of quality. We found that, while even the best equipment can’t make a poor audio file sound very good, a high-quality audio file improved the listening experience on most equipment.

That’s not all that surprising. If you start with a blurry photograph, you can never make it look sharp, but if you start with a sharp photo, it’s sharp whether you view it from afar or up close. The information is in the image file no matter how you view it.

In listening to music, sometimes it may not be obvious how much better a high-resolution file can be. It’s also like a photo that way. When viewing an image on your phone, it may look great, but as you zoom in or print it out as an enlargement, the defects become obvious. When listening to music playing in the background, not focusing your mind on the music, all files may sound fine. But “zooming” in to carefully listen to music will reveal significant differences. Zooming in to the music means removing other distractions, concentrating on the music, and listening for an extended period. You need to listen to it, giving the music a chance to permeate, and feel the subtleties as it’s playing. Over time lower-quality music becomes tiring, even jarring to the listener, while with higher-quality music you can listen for hours. Making the music the focus will bring out the differences.

There’s been a perpetual debate about what some can hear, and others cannot, when it comes to high-res audio, similar to other areas of enjoyment, such as wine and photography. Wine is a subject that brings out a range of strong opinions, from those who are willing to spend a lot of money because they appreciate a great Bordeaux, to those who prefer to enjoy a $10 bottle of red table wine. What the enjoyment of wine and audio have in common is people’s passion and strongly held opinions, especially when they can be so wildly different. There’s often a lack of respect and even disdain from those who belittle others who appreciate the subtleties of wine or audio and are able to discern the differences.

In the field of photography, digital cameras began to be taken seriously when their sensors were capable of creating an image with three million pixels (three megapixels), matching the resolution of a single frame of 35 mm film. At that point “experts” said you couldn’t distinguish images that had more than three million pixels, so don’t waste your money. Yet, cameras continued to be developed with even higher-resolution sensors, all the way to more than forty megapixels on some pro cameras and even twelve megapixels on smartphone cameras. It turns out that those extra pixels are not wasted. What you get with these higher-quality sensors is more than just better resolution; there are many more nuances that improve the picture quality, such as a wider dynamic range, better contrast, and more subtleties of color.

The fact is that an audio file with a small amount of data does not have many of the subtleties that a higher-resolution file does, much as some wines do not have all of the nuances of other wines, and a low-res image doesn’t capture all the subtleties that a high-res image can.

So just what can you hear with high-resolution audio that you cannot with low resolution? It’s the spaciousness, the breadth of the sound field, and the ability to hear and feel a ping of a triangle or a pluck of a guitar string, each with all of its own resonance and harmonics that slowly trail off into silence.
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