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[0:00:00.0] none of these on every track that needed
anything yeah nothing on the cake it's

it's a really simple mix and it's not
because like one of the things | see
because | do make the mistake of looking
on the internet sometimes which is a
really bad thing when you're sometimes
mentioned on the internet don't look but

| see people say like well yeah but you
know everything these guys get to mix is
so well recorded you know like a monkey
could mix it to say like man everything
they get is really well recorded and

it's not true at all I'm mixing a record

for a band right now and the band is
great the songs are great vocalist is
amazing guitar tones are awesome and
it's not very well recorded it really

isn't and it's been a huge struggle to
make it happen but of course it has to
happen you can't say well it's not that
well recorded so this mix won't be that
exciting that's not an option because

like | just said all that matters is

what comes out of the speakers you don't
get to tell somebody before they listen
well you know it wasn't that well

recorded so that's why you're not gonna
like it as much as you would if it were
well recorded all they care about is is

it amazing so you work on it to make it
amazing and what you do sometimes is you
have to embrace what you're given so and

| don't mean you embrace something
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that's badly recorded and make it sound
bad that doesn't make sense but if
you're never going to be able to make
the drums do the thing that you want
them to do then you have to change your
idea about what you want the drums to do
now this is not one of those cases it is
well recorded and the performances are
great so I'm not this wasn't easy to mix
because there's a lot going on but it

was a joy to mix because everything that
was under those faders was cool and it
was about how to fit everything in but
like there's something | noticed again |
probably should have studied a little

bit before | came but there's at the
beginning you'll notice that the drums

so that little build up and the little

guitar thing | if they loved everything
about the mix and they kept sending
notes about you know that little build

at the front it's not right it's not

right check out the rough mix so I've
actually got the first five seconds of

the rough mix is the mix like why not

it's only the build once the band kicks

in everybody love the mix and it's not
like that | mean you know I'm not gonna
just send somebody their rough mix and
go here you go but if like | could not

get that drum build to feel the same
because of the way | was processing the
drums to make them absolutely explode

once the track kicked in it was kind of
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messing everything up about this little
light build everything was kind of too
aggressive and | thought well | could
spend hours and hours and hours trying
to replicate something | already have or
ding-ding-ding use the thing | already
have so | just muted the first five
seconds of every single instrument in
the song and when they decide that they
need stems because it's going to be for
an advertisement then I'll be screwed
because the guitar and the drums are
together so | can't split them up but
that's you know it's just part of doing

it that's another thing it's like
sometimes you'll think oh | can't do

that because like that's not what you do
right that's not | can't use the stock

EQ in Cubase to EQ that guitar because
I've got this better plug-in EQ or I've

got hardware or | should use analog
sameen or there is absolutely nothing
that you should do and there is nothing

that you shouldn't do

If it sounds good, it is good. That's the end of it.

So, don't ever worry about the tools you're using.

the lack of tools that you're using how

much time you spent on it I've had some

mixes where I've ended up mixing them in

an hour and a half and | keep coming
back to it and like okay there's nothing

| would change and so then that's great
and there other mixes like

| think this one took a long time
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because you've got this dynamic thing
coming out of the guitar solo where the
guitar solo continues but the vocal
comes back in so that's a big step up
then the guitar solo ends but now you're
really into the last chorus so that's
another step up but you're losing
guitars and then you get to the outro
where you sort of regain some guitar
noodling so it's like this crazy sort of
rollercoaster of the arrangement
shrinking and growing but the mix has to
just keep growing and growing and
growing it so that took me a really

really really long time but that doesn't
mean that this is a better mix then some
other makes it only took me an hour it
just means this one needed more work on
that sort of thing so I'm already sick

of hearing myself talk so | think we
should have some questions | think
there's a microphone for questions so |
wanted you to clarify your point about
the soloing the tracks at any | mean
when obviously you probably start your
mixes and get everything in a bet in
some sort of a rough balance and then
when you're working on say compressing
the snare drum at any point what during
that process you never hit the solo
button well you see here's the thing is
I'm never actually working on
compressing the snare drum like that's

not a thing that's not a task | don't
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170

have a list like okay now I'm gonna
compress the snare drum work on it so
sometimes while I'm mixing I'll say well
| need to compress the snare like the
snare sounding too short or | don't like
the attack of it so I'm gonna use a
compressor so | might solo it at that
moment just for a second but | already
have heard what it sounds like in the
mix | know what | want to change about
it and maybe | can't tell if I'm

actually doing it or not without soloing
but if | can't tell in context well then

I'm not doing it

right because the a good sometimes the
concept seems like it's oversimplified
but I've been in recording sessions so
forget about mixing where you've got to
click and you do an overdub and you stop
and like well that didn't really feel

very good with a click

like okay yeah but it's the click going
on the record and if it isn't then mute
the click and listen to it and if it's

good it's good if it isn't it isn't so

it doesn't matter what the snare sounds
like when | solo it that's completely
irrelevant to the mix itself now it

could be for the process that soloing it
is going to make it faster for me to
change the thing I'm a hearing in
context that | don't like like finding

the frequency of snare drum is ringing

at | need to make sure I'm actually
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hearing the microphone where it's
ringing and you assume that it's the
closed top mic of the snare that's
picking up the ringing so yeah I'll solo
that up and I'll sweep the cue until |
think | found the frequency and I'll dip

it out and then I'll put it back in the

track and then oh it's still there and

then you realize well it's on other drum
mics as well so yeah there is some sort
of seek and destroy stuff that where you
do solo but you're only soloing to make
your life easier while you're dealing

with something that you heard when it
wasn't so load if you ever solo
something up and like whoa that's crazy
what's going on on that track don't
immediately fix it drop it back out of
solo and say like oh you know what |
don't even hear that in the track or

like oh god there it is and yeah that's
been kind of bugging me but | didn't
know what it was and now | found it and
an example of that is if you're tracking

a band live in a room and so you've got
some isolation but like the bass amp is
usually in like the vocal booth so
there's bass bleed into the room mics on
the drums if you build your mix up and
you do lots of work on the drum tracks
as you go you're gonna pull up those
room tracks and you're gonna hear the
bass going and you're gonna say oh man |

better clean that up and you'll high
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pass through mics and you'll never give
it another thought it might turn out

that when you've pushed all the faders
up and you got your balance before you
did that the bass sounds huge

and then you go back and you start

refining the drums and like all right

let me high-pass the room mics and then

you take the drums back out of solo and
all of a sudden your bass is small

you'll actually recognize that that's

when you messed it up because you know

what

feels like with everything in so soloing
is a great tool to get stuff done but

you should never make decisions in solo
is basically what | would say about that
so | understand what you were saying
about like you know | had that problem
of | throw a mix up and things were
already sounding really good in some
areas and it was hard for me to let it
go cuz I'm like wait a minute | get
didn't get to do all my tricks and stuff
and I'm like learn to let that go a bit
more as time goes by but | guess my
question is are there any sort of like
utilitarian things you do to a mix
regardless of what it sounds like to
maybe | don't know help with things or
color code the tracks just yeah like
that's it yeah no player is there

nothing that has anything to do with

what I'm hearing that | have to do right
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now l've got a very extensive mix
template and | begin life by importing

my template into the tracks so | am
hearing big chunks of my template right
when | start but | also have the rough

mix in the session and if | keep

switching back to the rough mix it's

like wow the drums are so much better on
the rough that I'm gonna get rid of
everything in my template and get back
whatever was going on when they made the
rough mix because it's better so no no
there can't be anything that you say

well if | haven't done that | haven't

really mix the song right yeah it and

it's it's a bit of a psychological

hurdle to get over because you feel like

if you haven't done your thing then like
well but anybody could do it but we're
already at the point where everybody
could do it | mean that that think of

like the biggest version of that

possible is | mix on a 64 input Neve
console with flying faders and I've got

a wall the size of this booth full of
outboard gear and now I'm gonna mix on a
laptop with plugins and that's it and no
gear whatsoever so now there is no
bigger version of not doing your thing
anymore and | it was panic inducing |
mean | thought well this will be the end
of my career but | have to do it for so
many reasons I'm not gonna bother doing

well we got time | could go into it but
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I'm not going to right now but it was
terrifying to me to not do

stuff that to me defined what mixing was
but | just do different versions of it

now and it doesn't matter so no there
should never be anything there could be
things that you want to check just to
make sure like ooh | haven't done this
thing yet like I've got on my mix buss
everyone's gonna want to write it down
there is a reverb on my mix buss it's

only at 15% wet so don't be fooled I'm

not chucking a bunch of reverb on my mix

buss and it's not actually for the
reverb of it it's just for the mess so

it's it's glue it's harmonic distortion

its distortion inside the plug-in but
again I'm only blending in a little bit

of it and so this is what gives me this
sort of glue but in my template that
plug-in is inactive because when I'm
really really struggling and like god

it's it's getting there but it's not

there there's something just not right
about it and go uh | haven't done the
reverb yet and | get all excited | go to
there and put on the reverb and ninety
percent of the time it's better like yes
so there are things like that that I'll
save they're gonna give myself a doggy
treat but it's not it's not about like

well no mix will work without this thing
so | better figure out a way to do it

other question how often are you are
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340

there plugins you bring up that just in
their default setting without you
touching it how often does that happen
for your do you always have to tweak it
I mean if you bring it up I'm imagine
you're gonna say if it's no no there
there are things like oh it sounded yeah
I've tweaked it a couple of times but
just like the big knob that's how much
do you want as soon as you start
tweaking the filters on that thing | get
lost like | don't know their default
setting is awesome so sometimes it and |
either need it or | don't um but ya know
that there's plenty of stuff like that

and that's why on just to hear we'll do

a little sales job on you now so on the
Omni channel we had to like every knobs
got to start somewhere right so EQ knobs
that's easy just have it not be boosting
or cutting but you have to choose like
well what frequency is that band of EQ
going to

sit at so | spent a really long time

like well for the upper-mids

I think that this has been turned down a
little it starts around like 3k it's at

1400 right now but like 3k if you're
gonna boost a bell in the upper mids 3k
is a good place to start so you have
these things and like the compressor
which I'm not using on this particular
track | wanted to be able to just grab

the threshold knob and start adding
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compression and have the attack and the
release and the ratio be somewhere that
sort of kind of makes sense in a general
way no matter what it is you're putting

in now most of the time you are gonna
tweak but there are so many times when |
will just go oh cool oh maybe the Fed
okay great and that's it and | don't

even look and anybody's watched my
videos knows that | always use the
slowest attack on a fast its release on
compressors so it does the least amount
of compression that's not how these are
set up because there were just too many
times it didn't work so the default
settings on this aren't even what |

would normally do but | don't always
tweak it one last question | guess |

hope lenta more but | don't want to be
greedy do you | will just want to a few
and not this could be subjective but

I've heard from many different people
like let's say there's one element and

it needs to be compressed and you want
to compress it a lot do you prescribe to
the notion of and aside from one to add
color to it even splitting the load
between multiple compressors maybe |
want 12 DB of compression but I'm not
gonna do it all on one I'm gonna do four
cuz of algorithm or software is there

any that generally no | mean this for me
sorry I'm just early in my what the hell

is going on anyway no | don't do that |
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see lots of other people who do do that
like one slow compressor one fast
compressor kind of thing and that's
awesome and it sounds great and whenever
| try and do it it just gets out of

control | don't know what the hell is
going on so no | will 90% of the time |
will use that compressor or some 1176
plug-in and that's the compression the
other thing is | don't often compress a

lot at the source it's all parallel

stuff I'm sending off to it it's just

the way | hear things

but yeah like if I'm gonna compress the
room tracks it's one compressor but
that's just because | haven't figured

out some good compression chains with
multiple compressors but yeah that's
just me

alright just two questions | don't |

didn't get a chance to see how you setup
your mixes do you have a master fader or
you're running your master on an
auxilary as your last point it all goes
through an aux which has a master fader
attached to it so yeah | could talk

about this for a little while if you

want well then my question was on your
master fader are you putting are you

just having us some through it or do you
actually have plug-ins that you're using
on the master fader I'm sorry what was
that

do you have plugins on your master oh

12/48



409

410

411

412

413

414

415

416

417

418

419

420

421

422

423

424

425

426

427

428

429

430

431

432

433

434

435

436

437

438

439

440

441

442

yeah oh god yeah and then my other
two-part question besides that is when
you're doing the drums and you have this
elaborate setup of distortion clean and
you're summing it all through how do you
deal with anything coming in or out of
phase or sometimes plugins even more
than how do you get this well okay so

I'll deal with the last last bit first

so when you're working with parallel
processes if they're Phase Il it's
because and I'm just gonna talk about
Pro Tools | don't know about the delay
compensation and other software but I'm
assuming at this point they all work
really really really well if it's Phase

Il it's because you've chosen a plug-in
that cannot be used parallel period
that's it

| get sessions to mix where people have
put multiband compressor x' on a
parallel drum compressor you cannot do
that unless it has a linear phase
crossover because there's phase
distortion in the crossovers that are
splitting it into the four bands that's

fine if you just listen to that

compressor because you're not gonna hear
the phase Distortion | mean there are
people who claim to hear phase
distortion just as a thing | don't but

if you blend that with the uncompressed
drums that phase distortion makes it

sound comb filter eat so period so if
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you're hearing phase issues with a
parallel process it's because you're
using something that cannot be used
parallel end of story there's always a
plug-in that has crossovers

it that even if you don't think it's

like the sansamp plugin has crossovers
in it it doesn't say it as crossovers

but it does and they're not phase
coherent and so it's phasing so | deal
with it by don't use in really simple
plugins on my parallel chains basically
now the whole mix bus thing so basically
everything will at some point I'm losing
my voice already and we're like 40
minutes in this is not good so
everything goes to a bus called
cryptically mix bus alright so if you
follow the audio journey of every track
in this session it will eventually go to
something called mix bus then that bus
has a master fader on it which | only

use for level so this lets me say like

you know what the balance is awesome but

I'm hitting everything on my bus chain
too hard and I'm just gonna turn it down
just gonna make a smaller version of the
waveform but I'm happy with everything
else and then it goes into an aux whose
input is the mix bus and whose output is
a stereo bus called Prince which goes to
my print track so it's really really

simple it just goes through an aux and

on that aux are some plugins this mix
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477  has a little harmonic distortion then

478  it's got a little bit of stereo widening
479  there's a high shelf boost on the sides
480  only that's been in my template for

481  years and like | don't know it's just in
482  there it's not because | think that's a
483  good idea but it like when | get rid of
484 it | get sad so that's in there and then
485  this also this plug-in has a really

486  great thing called bass shift so it's

487  basically just EQ it just gangs two

488 bands of EQ together

489 it sucks energy out of the low mids and
490 adds it to the low end so you can see
491  that it's centered around 300 Hertz so
492 it takes out in a bell around 300 and
493  adds at around 60 or 70 somewhere in
494  there and it's just great when the mix
495  is sounding great it's powerful but it's
496  like it's thick down low if you go

497  hunting for individual things to thin it
498  out and stuff it's stuff starts to fall

499  apart but if you just use this bass

500 shiftit's like

501 oh cool and it almost kind of dips the
502  kick-drum down an octave and things like
503 that so that's what this guy is doing

504 then there's a happy face EQ on a full
505 tech 100 Hertz 10k no big deal there the
506 crazy reverb thing because | like that
507 this one has this multiband compressor
508 on it | like this a lot when it came out
509 and | don't really use it very much now

510 whatever yeah | just things sound like
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something and you just get tired of the
way they sound so | think I've just got
over what it sounds like but it's a

really really cool multiband compressor
and then a limiter at the end at the
moment this | mm the Massey limiters on
here which is great actually use that

for years | use a different limiter now
but it doesn't matter so there's not

much processing on the chain actually a
little bit of harmonic distortion EQ in

a couple of different places stereo
widening and then a limiter there's no
compressor on the mix bus so | haven't
used the compressor on my mix bus now in
probably three years or so | just got

sick of the way it sounded it was just
killing me so sometimes I'm hitting that
stuff way too hard and | can use the
master fader on the mix buss to turn
that down now I've also got two VCAs
right above that master fader so if you
visit visualize the audio flow through

the mixer to get somewhere the mix bus
is the last step before you go through
the final mix processing that little bit

of EQ and then the limiter so this
master fader allows me to turn it down
right before it goes into there so
everything has already been destroyed
and eq'd and reverb din parallel
compress and all that and it's all been
shoved together in a stereo package and

then that master fader allows me to turn
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545  that up or down before | go through my
546  final processing but I've also got here
547  there's a group called all the CAS and
548  if | select the members to that group

549  I've got a yellow VCA for every single
550 group of instruments so drums on this
551 session it's really simple drums bass
552  guitars lead vocal background vocals
553  like that's it those are all of the

554  groups of instruments there

555 there's a VCA for every group of

556 instruments on that VCA is controlling
557 every audio track not aux is nothing if
558 | take the guitar through an aux that's
559  not there so the VCA is there for two

560 things one | can hit mute on the guitars
561 and because it's controlling all of the

562 audio tracks all of the guitars go away
563 | can solo the guitars and all of the

564 other instruments go away there are no
565 pre fader sends anywhere in the session
566 = should we talk about pre fader sends for
567 a second should we go on a little rant
568 about that okay how many of you use pre
569 fader sends when you mix that's it got
570 three and a half four and a half five

571 okay stop it there are two applications
572  for pre fader sends right one is

573 headphone mixes which you do not need
574  while you're mixing that's it

575 two is the key input two parallel that

576 parallel to key input two dynamics

577  processing on a different instruments

578 audio track so if you're keying you're
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579 doing sidechain compression on a bass
580  with a kick drum fine that has to be a

581 pre fader sent because when you solo the
582 bass you want to hear that compressor
583 pumping otherwise what's the point

584 that's it if you're using pre fader

585 sends for any other reason you are just
586 making your life difficult because what
587  will happen is so I'm gonna say hey man
588 can | get stems on this | think they

589 might use it in an advertisement that

590 great that'll be amazing maybe they'll
591 finally pay me and you go print the

592 stems and every single one of them has
593 vocal reverb on it because he used a pre
594  fader send for your vocal reverb why

595 would you use a pre fader send for your
596 vocal reverb | don't there's no

597 explanation for it but | see it all the

598 time if you're trying to do crazy weird

599  vocal effects where the vocal just

600 disappears into reverb and the dry vocal
601 goes away and you think like I'll use a
602 pre fader send and that way | can turn
603 down the vocal fader and the pre fader
604  send will still be there and I'll have

605 my reverb like well okay that's a nice
606 creative trick but you can do it a

607 different way make a cop

608  of your vocal Kampf and send the copy to
609 the reverb and then you can just mute
610  regions on one track it's actually much
611  more flexible easier to tweak there are

612 lots of reasons to do these things with
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something else so don't use pre fader
sends ever okay so anyway so | have
those VCA so | can do big block soloing
and muting to go against what | said
before by VCA controlling that group of
instruments every guitar track audio
track is part of the guitars group which
is controlled by the guitars VCA so if |
want more guitars | can turn up the VCA
and then I've got a second group down
here for parallel and that is all of the
parallel stuff so it's my stereo vocal
compression it's the other stereo
parallel compression it's all my drum
stuff so | can just basically say what
does this mix sound like with less of me
because that's the stuff that came in
from my template that's all my parallel
processing so maybe I'm screwing things
up and this goes to your point earlier
about like well what if you haven't done
your thing yet because I'm importing
from a template | always start off with
my thing but then | can just hit one
mute button down at the bottom on the
parallel thing and my thing just goes
away so alright I'll play you an example
now the other thing is the gain

structure the mix will change because
the drums get more benefit of the
parallel stuff in terms of level and

some of the other things so it's not a
really fair test but basically so on

this mix | decided | only needed two DB
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less of me so that basically turns my
template down to be 2 dB the fact that
I've only had that in my template for
like a year is insane like what an idiot
why didn't | always have this because
I'd go around like oh man maybe the
drums are too processed I'll turn them
all down and | have to turn down
individual things and make temporary
groups and now it's just all right there
so I've got at the bottom of my session
3 very different but very huge impact
ways to mess with the gain structure of
my mix | can turn down the source audio
tracks which will in turn turn down how
much level is getting to the pair

stuff right so that will change how much
of me there is in terms of how much am i
crushing it in my template then I've got
the parallel which is the returns from

all of my stuff which is well okay

| like how much I'm destroying it but
let's hear a little bit less of that

blend it in and then I've got the know |
like exactly how it sounds but it's just
too big of a waveform let me turn that
down then you've got the mix bus itself
as it goes through the router and you
can see that this has automation where
the vs. are turned down point eight dB
if you get to the course and the entire
mix comes up there's this automation big
blocky automation that says make the

choruses louder than the rest of the
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song
why not I'm like whoa isn't that

cheating like well what's that mean
there's no cheating

it either sounds good or it doesn't and
this sounded good to me by having the
choruses be 0.8 DB louder than the rest
and of course to do it I've got to turn

stuff down because that's turning it up
and down post limiter that's the limited
mix saying make that smaller or bigger
so that was a very long answer to that
question and I'm gonna have some water
and someone's gonna ask a question so
are you completely mixing in the Box
nowadays or you using mix words is it
yeah | mean like all your musics
everything in my body yeah and you think
like a investment on the mix board is it

a waste of time or no not look for
recording there's nothing that beats
analog gear because it's an analogue
thing that you're recording so before

you make it digital having the best
microphone preamp the best microphones
compressors eq's all that kind of stuff

is awesome

and | still love my gear but my gear
doesn't live at home my gear lives in a
tracking studio an hour away that |
booked if I'm going to be tracking
something

AS: So, no, for mixing it's already

digital. | see absolutely no benefit to
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715  making it analog again and then digital
716  again. So, if someone says that | have the
717  budget and | want you to mix this

718  on a Triton the ATB for example this

719  corner of the over the mixing board is
720  like would you say that this completely
721  waste of money or let's thread I'd say
722  I'mreally glad you have a healthy mixed
723  budget give it all to me and | will give
724  you the mix as you like or or go book a
725  studio with that console because you're
726  telling me that that console is what you
727  want not me | mean look it's a bit of a
728  it's easy for me to sound like we're are
729 | about it but there's nothing that says a
730  Trident ADB is gonna make your song
731  sound better

732  that's ridiculous like well why would

733  that be the case for recording though
734  nothing could matter more while you're
735  recording right if you're taking a tiny

736  tiny little voltage it's come out of a

737  microphone and now you got to make it a
738  big voltage there are lots of different

739  ways to do that and they all sound

740  different absolutely and so | know what
741 | a Neve mic pre sounds like and | really
742  like that sound so while I'm recording
743  that choice of gear is important but as
744  soon as it's been digitized | don't give
745 a

746  AS: And | will tell you from while | was transitioning from mixing on my
747  console to mixing in the box, that | did

748  tests. Lots of real tests. Summing on the
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Neve and just using the Neve as a semi
amp did not sound good. It didn't help. It
was different. And there are people who
use analog summing. And for them it makes
all the difference in the world. And I'm
not saying they shouldn't do it. But I'm
saying, for me, all of that incredible
control that | just gained by not using

a pod gear that sounded different
everyday and said it different at

different times of the day and would
break and all of that stuff .. I['ve] just
gotten rid of all of that chaos. And now
I'm gonna say, "Well, yeah, I'm gonna add
that chaos back in. Like, well, know, if I'm
gonna do that, then | might have just EQ
and do everything else like | was doing
it. So for me, no, | would not take the gig,
if someone thinks that the gear is more
important than the process. And what I'm
hearing at this point it would slow me
down | wouldn't be able to do as good of

a mix | definitely wouldn't

There's stuff | do in the box, that [I] can't do in the analog world.

I mean, you can't do it at all.

They're tools | use. It don't exist in the analog world.

And you also don't often get to book studios
that have four-hundred 1176s, you know.

It's unlimited. | can use whatever | want to,
whatever | want. So, that's why [I] do so.

No, | .. | don't subscribe to the theory that the
mix will be defined by the console.

It will .. okay let me rephrase that it will

be defined by the console but not
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necessarily in a good way

what if you don't want Trident a DB EQ
on every single track so then you'll say
well okay I'll use a Neve on that

channel I'm gonna use APIs on the
guitars because they're better for
guitars by the time you've done that
what if there's something in the box

it's even better than an API for that
guitar like it just it doesn't as a

concept that no longer makes sense to me
for tracking it does absolutely um

earlier you were talking about how like
you're having difficulty on this track

but it doesn't have to be in terms of

this track but like when you were losing
elements but increasing the energy of
the track how is how do you go about
doing something like that well it
depends on the song | mean it really
does so there's another song by this
same band that | actually used | think |
use it on this booth last year where you
get to the chorus and the verses have a
really fast riff and the drummer's

playing cymbals and double-time you get
to the chorus the drummer stops playing
cymbals goes halftime the guitars just
go to power chords that hold out through
the bar like everything music

how's it going hello I'm so | had a
situation recently where | made a mix
and and | did that you know trying to

listen to it on a laptop because | know
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that a lot of people might hear it there
and | was noticing that everything
sounded great except | | wasn't really
quite happy with the acoustic guitar
there was it was finger-picking acoustic
guitar and | was noticing | was hearing
a lot of the top-end but then all those
kind of lower notes were sort of getting
lost so what would you what would you
recommend is that acoustic guitar has a
lot of boom to it but it doesn't

actually have a lot of the tone of the
notes themselves so you're getting the
boom of the body and that's what's
making it feel very full when you hear
it on bigger speakers but it doesn't
actually have a lot of the notes so
parallel compression is really great for
that I'd also say maybe roll off a

little bit of the lower lower end and

see if you can make the guitar work
voiced a little higher in the track
because you might just be fooling
yourself with like low frequency energy
and confusing that

the sound of the guitar

and unfortunately it does matter but |
think like you might say well yeah but
then I'm tailoring my mix for laptop
speakers but that isn't actually the
case what you're finding out is that
your mix doesn't translate as well as
you want it to so like it needs to sound

good bleeding through someone else's
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earbud on the subway like that that's
got to be good too so then you've got to
decide are you just obsessing about the
acoustic guitar sound because you really
love the acoustic guitar sound that you
got and missing the point of but you
know what the song actually still feels
great even though I'm hearing more of
the picking and less of the notes or is
missing the notes actually making the
song screwed up in which case you do
need to go back and mess with the mix
but you can't it will never sound

perfect to you everywhere you listen so
you need to really be clear in your own
mind about are you fixing something for
your own ego or are you fixing it for

the song and it's for your own ego |
mean there's nothing wrong with that but
then you got to make sure you haven't
now screwed up the song on other
playback systems because you're going
after something that's so specific it

may have nothing to do with the music |
think it's very sure could you explain
again please the the master buss reverb
trick yeah here okay so what it is is

it's not a trick well so basically what

was happening was | was doing a mix and
the mix felt dry it just felt like |

really like the way this sounds but it's
like there's no four | hate the word

glue because what the hell does that

mean there are actually scholarly papers
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885  written on what glue means it's

886 interesting when you try and define it
887 because it's kind of hard to define but
888 this mix was lacking glue it sounded
889 @ good it felt pretty good but it just

890 felt like a lot of individual things

891 banging around coming out of the

892 speakers and then a thought occurred to
893 me like if | would describe this mix as
894  being a little bit too dry back in the

895 50s

896 mastering reverb was a thing mastering
897 engineers put reverb on stuff and even
898 into the 70's and the 70s you could buy
899 a spring reverb

900 you would hook up to your stereo on a
901 tape loop and you like you'd monitor
902 cassette one but cassette one would
903 actually be a spring reverb and you

904  could put reverb on every single record
905 Yyou listen to so this is not like a new
906 = concept but | thought well okay what
907 happens if | just put some

908  reverb on this mix and | did it and |

909 just hunted around for different reverbs
910 and then | settled on this one and it's
911 15 percent wet but here's here's what it
912  does so here's the chorus it's got

913 automation on it sold on one second
914  because | don't have it in the intro |

915  think so let me just get my rid of this
916  okay so here's the chorus without the
917 base goes stereo everybody's like | mean

918 it's making a mess it is an absolute
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mess but it's a really exciting mess to
me so this particular reverb like you
know | don't know it's not necessarily
the best one but | like the way it
sounds and it does its thing and | will
very often use less of it | will

automate it out because if | some ones
doing it's a stick click count off into

a song | don't want an extra reverb on
that | don't want ever | the last thing

| want is for anyone to ever say like
hey man there's reverb on that mix like
| don't you should never know it's there
but without it it's like like the chorus
sounds good without it it really does
but it sounds like what the hell is

going on when you put it in so tarz just
get gnarly and the whole mix

goes boof and it's got this thing behind
it and and | could do this with
individual reverbs on things but I'm
really really bad at reverb | hate
finding reverbs because they always
sound really unnatural to me so by the
time you put an entire mix into a reverb
that's distorting and then you just use
a little bit of it it's basically acting

like harmonic distortion and buss
compression and a little bit of reverb
parallel blend it in like whatever it's
just it's it's own thing but that's just
something I've started using on the mix
buss and it's not on every mix | will

tweak it | will take the decay time down
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I will suck out 300 Hertz I'll do stuff

to it because any time | can hear it as
reverb | don't like it but the mess that

it

is awesome so yeah it's basically what |
think it is is it's replacing what |

lost when | stopped liking buss
compressors because it's what a
compressor would do really when working
with heavy guitars there tends to be a

lot of low mid buildup and | was

wondering what techniques and methods do

you use to kind of curate that without
taking too much away from the beefiness
of the gift that makes yeah well there's
one thing | do a lot | might even have
done it on this song are that's kind of

a fuzz guy doesn't really have this old
on hold on I'll find something let's see
what electric two's doing why do they
have their solo set up to do that I'm
gonna mess up everybody else for the
rest of the week yeah there's a lot of
fuzz guitars on here but I'm gonna find
something and then I'll show you one of
the things that | do all the time

[Music]

[Applause]

okay this has a little bit of thumb to

it so I'm gonna use the de-esser
basically so | got to put the microphone
because | need two hands for this so you
hold down the control key on this plug

in and sweep the frequency and it turns
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it into a bandpass filter so you can

find the frequency you don't like and
then I'll start sucking a little bit of

it out so it goes like this

[Music]

you can barely hear it in here but
anyway so you find that frequency that's
not happening and then you just take
your threshold down and it works just
like a de-esser when you find the esses
and took it out so that does it
dynamically because if you if you eq it
out that tends to be a little too all

the time in Jurassic and you've really
just thinned out the guitar the other
thing is sometimes you may need to
automate it you may just need to say
like for most of the song that thump is
just gumming up the it just makes
everything sound messy | can't really
hear what's going on with the bass but
then every time he stops you want to
hear that cabinet bloom so you just got
to bypass the EQ on every time there's a
palm mute or stuff like that and it can
be really really painstaking but usually
a little bit of this sort of de-essing

but down in the low mids will work they
works really well so doing it
dynamically instead of just statically
helps

if | could do that | would um what you
answered a lot of my questions about the

VCA set up in the way that you did that
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| can't | need glasses and | couldn't
see that you had a drop-down menu for
all the VCS so | saw all VCS and |
thought you were just running everything
in a one bcat turn down but | see that
it's all matched right so I'm trying to
think what else compressors within the
plug-in the VC a FET an optical what
like is the like okay so like what which
ones are you well so they're not they're
built for the plugin they're it's

nothing specific but like the the

classic examples of those three VC a

would be an SSL compressor FET would be

1176 or la 3 something like that and

opto would be an la-2a right yeah so
they the point is that they act like

those the la-2a

thing is that it's slow right but it's

got good low-end like it doesn't clamp
down on the lower mids the way some of
the other faster compressors do so the
opto does that but it's it these are all
made for this plugin but that's the

style they have and then the trick was

to try and figure out well how do you
make it so that all you got to do is
change this and it'll be consistent in
terms of make up gain and the attack and
release will make sense so it's a little
squirrely making that happen

| use it a lot it's Auto make up so it's
really involved but yeah they're they're

not so as soon as you like oh but hold
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on wait which compressor is that it
doesn't who cares yeah okay that that's
what they do not feel like it | mean |
love 1176 is so this is to me very 1176
Il but it goes beyond in a certain way
and one of the other one of the cool
things about it is like the SSL
compressor has an infinity to one ratio
which is basically a limiter right so

the definition of a limiter is it's a
compressor with a ratio over a hundred
to one

it's just brick wall does everybody
understand exactly what the ratio on a
compressor is exactly is there anybody
here doesn't know exactly what the
number of the ratio means all right that
number four to one means you would have
to go up

4db on the input to the compressor
before the output of the compressor
would go up one DB so you get a quarter
of the dynamic range out above the
threshold that you put in ten to one
means you got to go up 10 DB to get one
out 10 DB is a lot 10 to one is almost
limiting but it's not so the definition

of a limiter is any compressor with a
ratio over a hundred to one okay so the
SSL has this crazy infinity to one thing
the 1176 has all buttons in which is
nothing to do with the ratio but it's

like in crazy mode it's like I'm

distorted | don't know what the hell's
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1089 going on

1090 there you go opto there isn't really |
1091 can't even think of an optical

1092 compressor where you can adjust the
1093 ratio at all

1094 they're all fixed like an la-2a does not
1095 have a ratio now it has some of them
1096 have switches compressed limit but
1097 that's as close as you get to being able
1098 to adjust it so | got to actually figure
1099 out well like well what should that

1100 sound like what should an opto

1101 compressor sound like when you go into
1102 crazy mode so it's not limiting it's

1103  like up nonlinear mode and so you
1104 can switch between the three types and
1105 what you're really getting is the

1106  benefit of the VCA has less distortion
1107 and is very fast the FET is a little

1108 more distorted but it's still very fast
1109 the opto has more distortion but less of
1110 the upper harmonic distortion more of
1111  the first second and third harmonic but
1112 it's also slower but everything else

1113 stays exactly the same as you switch
1114 between the three so that was the whole
1115 idea and everything in the plug-in has
1116 multiple things so you can be like that
1117 so you can say well okay | want some
1118 saturation but do | want odd harmonic
1119 distortion even harmonic distortion or
1120 the heavy which is a clipper it's like a
1121 two-stage clipper and you basically get

1122 the same amount of added level from the
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1123  harmonics but done in three different
1124 ways so that's the whole point of this
1125 plug-in is being able to just audition

1126 different ideas

1127  hey so in the bridge section of Danny
1128 California before the last verse there's
1129 some cool like panning and filter stuff
1130  with the drums and bunch of cool stuff
1131 going on is that something is that

1132 something that you creatively decided to
1133 do on your

1134  like screw it I'm gonna do some cool
1135 creative stuff or you get direction from
1136 the band or as a kind of sure no on that
1137  song so there are a few different things
1138 on there like there's that huge flange
1139  drum fill going into the solo at the end
1140 yeah that was actually that was a weird
1141 song because that song ended up getting
1142 mixed three times so Ryan Hewitt and |
1143 both make songs on that record okay and
1144  so Ryan mix Danny California

1145 sort of at the beginning of the album
1146 process and then | don't even remember
1147 exactly why but | ended up mixing it
1148 much later like a month later and so |
1149 started over and mix but while Ryan was
1150 mixing John said hey let's get Eddie

1151  Kramer in here to flange the mix okay
1152 okay so Eddie came in and flanged Ryan's
1153 mix on two tape machines and they just
1154  got like tons of samples of him flange
1155 in the mix and everyone really liked

1156 that flange going into the drum fill so
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just like | used the rough mix for the
first five seconds of this song | had to
cut that two-second chunk of Ryan's mix
into my mix and we were mixing to
half-inch so | had to physically cut

that flange in all the time there's

other stuff that's treated within that

mix and most of that was done by John
during the making of the record running
vocals through his modular synth or the
guitars done in very speed and stuff
like that but there are things that we
would do during the mix too so yeah |
mean | could try anything | wanted but
for the most part those songs were like
yeah we've done the crazy now we

just want it to explode out of the
speakers got it thank you

[Music]

all right hello hello why did you choose
to have multi mono compressor on your
drum crush in your template why did |
choose that what multi mono instead of
the stereo um because if they hit a
crash cymbal on the right | don't want

it to turn down the left side of the

drum kit so the question was about multi

mono compressors in general because I'm

doing them parallel | want whatever it's
loud on the left to get the benefit of

the compression but if the right side

isn't loud enough to be compressing that
much why would | want that to get turned

down so that's just it just feels more
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stereo to me but that said one of the
parallel drum compressors that | use a
lot is not it's actually linked and it's
linked because | was just slamming
through presets trying to find something
| liked and then | tweaked the hell out
of it and | didn't really know the

plug-in at all and | didn't even see

that little red light that said link and

then it was pointed out to me | think at
a trade show actually and | go right and
| listen to it the other way and |

didn't like it as much so my theory is
that | like multi mono compression and
the reality is | usually like multi mono
compression but yeah there's no great
like the theory is that | want it to

stay more stereo and the reality is
whatever sounds better is what | do and
what happened to your Fairchild
compressor on the bass bus suppose oh
that went away a long time ago that was
never actually compressing though that
was set where the this the threshold
knob was all the way down but | realized
he was really just adding gain and |
didn't like it and | got rid of it yeah

| get my mix buss is even simpler than
then this mix bus now I'm constantly
just getting rid of stuff and getting

rid of stuff | don't know why it's not
good because the mix bus does a lot of
work that processing is you know it's a

big part of the way that make sounds but
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1225 yeah the the Fairchild is gone the 33609
1226 is gone that to saturator guy which is
1227 really good that black box one

1228 that's gone most of the time the dine
1229 one didn't hang around very much at all
1230 so my default mixbus is this guy without
1231 the base shift turned on then the pull
1232 tech and then the limiter and that's it
1233 and then the the reverb is there waiting
1234 for some time during the mix process
1235 when | get bored so high-pass filter
1236 that's pretty exciting and then in all

1237 buttons in 1176 just to make it

1238 distorted like that's it but then I've

1239 got all my parallel stuff that I'm

1240 usually using so there's a parallel 1176
1241  with all the buttons in and then it's in
1242  the rear bus which is another 1176

1243 two-to-one but it's a weird one and then
1244 there's the mix buss processing but but
1245 the big thing the the thing that really
1246 adds a lot to the vocal sound is this

1247  parallel chain which I'm not going to go
1248 through next I'm so sick of talking

1249 about it but it is it's the pull tech

1250 where you add a ton of 8-k and then you
1251 crush it with an la-2a

1252 and then you take away some high

1253 frequency and you add the low end back
1254  in so you're just gonna NAB it but it's
1255 just a parallel compressed Ville

1256 cool and adding madyun is what helps the
1257 vocal really just sit on top of the mix

1258 instead of falling into it so yeah but |
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mean | just said there are four

different parallel compression chains on
the vocal that's a lot and the way the
audio is routed the one with the poll

tax and the la-2a that gets combined
back into the vocal sound before it goes
off to the parallel other chains so your
peril

Oh compressing three times one of the
parallel compression chains so there is
shit-tons that's a technical term of
parallel compression on the vocal but
it's just in it I'd like to say it's

subtle but it's not but that's what

makes the vocal work for me thank you
and if XY is there's not much at all so
my question is are you mixing drums by
the point of view or drummer or audience

and all depends | used to always always

always mix drummer perspective because

I've always wanted to be a drummer yeah
and they sounded inside out to me when |
heard them audience perspective but |
mix it enough live stuff where obviously

it has to be audience perspective and
then the other thing is like you don't

know it isn't a left handed drummer so
90% of the time the drum tracks come to
me already panned a certain way or the
overheads are labeled left right and |

saw them up and try to figure out what
where's the hi-hat and that's the way

I'll go | don't really care anymore it

used to really really bother me when it
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was not drummer perspective but now
sometimes it bothers me to have the low
end of the floor tom off to the right so
yeah | don't know you just you can get
used to anything as it turns out but
yeah | don't really have a preference on
that anymore so | missed the first a
little bit but you seem to go back and
forth between collecting all your drums
into one ox versus collecting kick and
share separately where no the kick and
snare are now at the moment they're
almost always collected separately on
their way to meeting up with the rest of
the drum kit the only reason to do that
for me is that there's a send here to a
kick snare crusher I've got a parallel
compressor that's just for the kick and
snare and if | do it this way it's in my
template and all | got to do is assign

an output if | did individual sends on
the kick tracks and snare tracks like
that's a lot of work that's a lot of

work putting four sends in and | don't
want to do it so that it's I'm basically
really really lazy but it makes it

really consistent for me no other Sonic
advantages oh god no no no there's no
there's no sonic advantage to using
auxes or not using auxes or no no if you
think that going through twenty auxes
would affect the sound of your thing

it's not true now interestingly though

| was showed something how many of you

39/48



1327

1328

1329

1330

1331

1332

1333

1334

1335

1336

1337

1338

1339

1340

1341

1342

1343

1344

1345

1346

1347

1348

1349

1350

1351

1352

1353

1354

1355

1356

1357

1358

1359

1360

guys work in ableton anyone someone
showed me this thing where he had an 808
kick drum and he put it through a
hundred multiband compressor Xin Ableton
and it started squawking out this
ridiculously cool noise and then it

turned out it didn't even matter if it

was an 808 or a vocal or whatever and it
didn't even matter that it was multiband
compressor so you can put a hundred of
anything onto a track in Ableton and it
just freaks out so you should definitely
try that it's really cool for like sound
design stuff it makes no sense
whatsoever but it's a good it's a good
thing to do

alright anyway hi a quick question |
came in late so are you still using the
rear bus and what are you putting on it
yeah yeah it's exactly the same if

you've ever seen any video it's a it's

the UAD anniversary edition 1176 which
is a really odd choice at two to one

it's just it just sounds it does what |

get out of the rear bus is all the
interaction all the compression and all
that but there's like a mid-range
presence that that particular plug-in
gives me that | like so yeah but there's
nothing special about it on a lot of

mixes it's not even compressing it's

just there's something weird about the
way that plug-in sounds so | had a quick

question about the lead vocal do you
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still like using the Phoenix plug-in and
like the shift so there are 1073 and all
that stuff well no | don't use the 1073
that much because | took the bands that
| really like from that and put it into

the omni channel so omni channel is like
99% of the time that's the plug-in | put
on stuff and then there's other stuff |
use other plugins for but most of the
time so | don't really use the 1073
because I've already got it wrapped into
that I'm not trying to say the omni
channel EQ is the 1073 because it
absolutely isn't but there are a couple
of bands that are based on the bands
that | liked that I've been tweaked blah
blah blah but yeah on this lead vocal
into the main track the other still a
Phoenix I've never touched it any
personality traits or actions that you
think you've used over the years that
have been conducive to you

building relationships or you that uh

you know that you obviously need in this
industry yeah | mean especially if
you're producing or recording ninety
percent of the gig is psychology and ten
percent it's being a totally badass
engineer or producer right so different
people do it in different ways

| always feel like | want first of all |

want the artist to love the record we're
making I'm not gonna force them into

doing stuff I'm always gonna try and
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understand what it is they're trying to
hear and make that happen

and | want them to have a good time
whereas there there are some producers
who really feel like getting the band
uncomfortable we'll get a great
performance personally | haven't found
that to be the case as soon as the band
gets uncomfortable it's like it's time

to take a break for lunch

blood Sugar's dipping nobody's happy
like being angry doesn't make you play
better to me but other producers had
great success doing that so my approach
is not necessarily right at all but for

me | like the studio to be a place where
people feel safe because they need to be
able to fail in public | mean think

about especially for a vocalist if

they're lucky the band still cares by

the time you're doing vocals so you've
got a control room or the other side of
the room wherever you're recording with
five or six people staring at the

vocalist say okay go do the most
important thing on this record right now
and make it amazing make it the
performance of a lifetime now because
we're hungry and we want to go get a
beer like that's insane and so the more
comfortable | can make people the better
on a technical side as a tracking
engineer | will say the most important

thing you can do is to have amazing
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headphone mixes make the band here's
something that they love that's
absolutely it do not shirk on getting
headphone systems don't get the really
super cheap ones that sound like crap
spend a bit of extra money or go on eBay
find some like one of the older Furman
systems use something with a little bit

of headroom and make sure the headphones
sound great because then you get great
performances absolutely you also get
things like where the guitar players

oh | didn't realize the other guy was
playing that that happens a lot but yeah
that's that's a huge part of tracking

that people often overlook is the cues
that's gigantic thank you so much | know
you're not a fan of saying what you
should do so I'm just gonna ask what's
your advice on how much is a two-part
question how much room to leave on the
master for the before sending it to
mastering how much Headroom to leave for
it to be mastered and is there anything
that | shouldn't be putting on the

master bus because | like to use 12 and
I3 s to hear that sound loud should |

not be printing what's going No look

look the there the easy way to answer
that question is you need to leave
enough room for the mastering engineer
to do whatever you think they should do
if you don't think they should do

anything because you think like this is
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done then you do not need to leave any
room master engineers might contradict
that statement but | think as sort of a
general rule they need enough room to do
whatever it is they're going to do so if
you want them to do a lot and that
answers the second part your question is
if you love the way the 12 sounds on

your mix then you should absolutely
leave it on but if you think this mix

needs limiting but | think they can do a
better job of it then take it off that's

you the only reason to leave room for
someone else to do work on your mixes if
they're gonna do it better than what you
would do and that's a joy to be able to
say well everybody likes it they've all
signed off on it but it's gonna get even
better like that's amazing but if that's

not the case then don't leave room and
don't undo the stuff you did and | am

not a fan of having listening copies for
bands I think that's a real cop-out to
have like a limp quiet mix that nobody
has ever heard because then you slam 10
DB of an I-3 on it sent it to the band

and everybody's like yes and then you
give the master an engineer the
unlimited mix and say well here you go
like that's man you need the

band needs to sign off on your mix and

if your mix need

a ton of limiting to do what it needs to

do that's fine there's nothing wrong
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with that

on my limiter a lot of times there could
be 8 10 DB of limiting on the peaks and
there's zero limiting in between but

it's because I've never bothered to
compress the kick or the snare there's
only parallel stuff on it so the
uncompressed kick and snare make it all
the way through the mix buss to the
limiter because there's no compression
anywhere between the audio track and the
limiter but there you go so that's how
loud the peaks are but obviously that
mix can't survive in the outside world
it's too got too much dynamic range in
the peak to rms so | found a limiter

that | love the sound of if someone says
though you got to leave me more room
I'll print a quieter mix and it has to

come back sounding better otherwise we
say no you know what we'll use my way
too loud mix because you don't need to
do anything so yeah it's it's a weird
subject but that's yeah moving on to
more to more questions do you tune
locals or have you been asked to too
vocal if there's a mistake or you just
yeah | mean | for years | made a living
tuning vocals and in the boyband era
like that was that's how | paid my rent
was tuning vocals as a mixer my job is
not to tune the vocals so if I'm mixing
something and there's a little bit of

one line that's like oh that's pulling
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my ear every time eventually I'll say
alright fine and I'll get Melodyne out
and I'll tune like whatever | will fix
something that's really bothering me
that | think is destroying the song if |
feel like the entirely vocal needs to be
tuned and it's not somebody | really
know and whatever | will say guys |
really think the tuning on this vocal is
destroying the song can you send me a
tuned version please and then if it
turns out they're really really really

bad at tuning vocals then I'll do it but

| don't choose to do it that's not

mixing that's producing and | think it's
it's important to draw a line when you
can if you're hired to mix just mix
because it's also a totally different
headspace like | don't go in and assess
the tuning of the background vocals but
if I'm producing you better you better
make sure that you want it a little wide
or you need

to be dead-on because you're using a
Farfisa Oregon that's playing the same
voicing is right you know their reasons
things should be more or less tuned but
that's a creative decision that needs to
be made before him that's not mixing so
| will do it but | don't want to do it
alright so last question before all the
Sophie line starts up this is a really
boring last question yeah well that's

the way we like it at the stage alright
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um you had one plug-in on your myths
bucks router what was it oh yeah that is
a boring question it's the only meter |
have in my template and it's set to only
10 DB of headroom so this is not a meter
that | look at and | say okay now I'm in
the proper level this is just a meter
when it feels like the mix is just

getting absolutely destroyed | will
glance over at this because it's usually
open on my second screen and I'll see
that the needles are pinned in like yeah
okay and then I'll reach for usually the
all VCAs and pull everything down a
little bit and then the mixbus master
and bring everything down or I'll be
mixing and | feel like you know this is
cool but it doesn't feel very glued
together and maybe I'm not hitting the
mixbus hard enough | can glance over and
if the needles are barely moving is like
yeah okay so basically the needles will
need to move a lot and then | know I'm
kind of in the ballpark

it's not scientific at all which | think

it's actually a very good question
because that sums up everything about
everything that | do

I've stopped like I've gotten to the

point where | don't believe that loves
the long term whatever the hell that
thing stands for which is now like the
standard way to measure level it's like

a long term level measurement for your
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mixes it doesn't understand my mixes it
doesn't make any sense because | put a
lufs meter on my mixes like oh well
that's 9 DB too loud and then I'll go

get mastered stuff and put it through

the same meter and like well if | turn

it up to where it would be the same
number as mine then yeah it's completely
distorted and it's so like the game
structure within my mix is so weird that
the metering doesn't even make sense so
this is yeah it's just a like how am i

doing kind of glanced over and feel good
about myself does they still move

it's also because when | mixed on the
console you can't adjust the sensitivity
of the meters so they were just program
running indicators and then you hit
stopping and sometimes the one on the
right would stick and you got to tap it
and then it would go down so it's it's
really fun for me to have a meter that

moves while I'm mixing so
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