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Instrumental Innovation
AT5045 Premier Studio Instrument Microphone

Audio-Technica's 50 Series offers the innovative key to recording instruments: the AT5045 cardioid condenser.
Featuring our largest single diaphragm, the AT5045 is a premier, side-address studio instrument mic in a
convenient, stick-type body. The microphone’s circuitry has been honed to the essentials, allowing it to deliver
an unprecedented dynamic range (141 dB) with remarkably musical high-fidelity performance. It's a purity
of sound you won't find elsewhere — the result of insistent technological innovation (a 50 Series hallmark)
for faithfully capturing instruments in the studio. audio-technica.com

audio-technica
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Bob Clearmountain’s Personalized FX Signal Chain Recreated in a Simple, Powerful Plugin
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Where Your Mix Lives'

The Clearmountain’s Domain plugin by Apogee
reproduces Bob's personalized FX signal chain for creating
the cohesive spaces, expansive dimensions, and rich
atmospheres where his mixes live. Clearmountain’s Classic
presets help you to recreate the sonic environment of your
favorite Clearmountain mixes. Advanced views reveal
Clearmountain’s decades of expertise and empower you to
create your own musical mix domain.

Highlights

Simple home screen with FX Visualizer makes it easy to find a
unique sound using Clearmountain’s Classic presets.

Advanced views let you get “under the hood" and make your own presets

DELAY view

Sl !

INPUT view PITCH/REVERB view

¢ Clearmountain’s Personalized FX Signal Flow
" Classic Presets based on Clearmountain mixes
© Clearmountain Spaces, Convolution Reverbs

© Real Time FX Visualizer
A

APOGEE

MIXER view
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Try for Free@
www.apogeedigital.com
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Millennia

Music & Media Systems
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Thousands installed worldwide

NIDIHO L-11S

I’m an independent producer /
engineer who's fallen in love
with your products. | now own
two 8-channel HV-3Ds and an
STT-1 Origin. You've really got it
down. Thank you for making it
all work.

¥3SS3-30

Chris Walla,
Death Cab for Cutie
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Twin Mic Preamps (Tube / HV-3)

Twin NSEQ Parametric EQ (Tube / FET)
Twin TCL Compressors (Tube / FET)
134 Signal Path Combinations

TWIN
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e 2019 NAMM TECnology Hall of Fame (HV-3)

HAND-CRAFTED IN USA mil-media.com
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No other pro audio retailer offers more for
the recording industry thanSW D!
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Experience the Sweetwater Difference Today

Best Prices Massive Gear Selection Expert Advice
thanks to our huge of nearly 40,000 products from and attention to detail from our highly
buying power today’s best brands knowledgeable Sales Engineers
Free Technical Support Free 2-year Warranty Fast, Free Shipping
from trained professionals and factory-trained service from our centrally located
on every product we sell technicians to solve any issue warehouse in Fort Wayne, IN

More ways E:% VISA % > SW ala
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other retailer. T -
i @ (800) 222-4700 Sweetwater.com
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EchoBoy

The Pro Standard for Delay
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. ) EchOch Analog Echo Processor
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Take Creative Control

Insert decades of analog echo history into
your mix with EchoBoy. Its luscious tone
and 30 built-in echo styles have made it the
go-to effect for top producers, engineers,
artists and sound designers.

The EchoBoy sound has made its way into
countless hit songs, movies, and games -
and it will find its way into every corner
of your mixes. We promise.

Reg $199. Worth Every Penny.
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" | use EchoBoy on almost
every mix for slap, doubling,
long delay and stereo size. It's
so adaptable that | can always
get what | want - quickly."”

Bob Power
Record Producer & Mix Engineer

A Tribe Called Quest, Erykah Badu,
Citizen Cope, D'Angelo, De La Soul

% soundtoys

Free 30-day demo at soundtoys.com
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Hello and

welcom

Larry is Tape Op’s editor and founder; and his duties also
include overseeing all the editorial for this magazine. But
although I'm known as the “publisher,” we always confer
about what interviews we have on hand that will fit
together well for upcoming issues. During the production
cycle of an issue, both of us will come up with new ideas
for photos and sidebars while I'm working on the design
and layout. It's a fruitful,long-term collaboration. 10 Letters

During the final week of our production cycle for issue :

#133, we got word that our friend and Tape Op contributor 12 WOfk] ng Ha PPy

Neal Casal had passed away from suicide. It Was a 14 Mark Howard
difficult week to get through, but it

instigated discussions between us and 22 AndI:ew Sarlo
led to some of the focus of this issue. |26 Annie Clark

Neal's death came just a few weeks after the death of 32 Eﬂ n Barra
musician David Berman (the Silver Jews), also by suicide, and
the list of musical artists who have taken their own lives - 36 Greg Laswell
both well-known and not so well-known - is getting too 42 Mi xing It Up for Kids
long. Contributor Justin Douglas had already submitted a .. ’
piece, “Working Happy,” and it felt like the right time to run 48 Matt Wa u'ace on Remixi ng The Repl-acements
it. It's the first article here, and I believe it's a good place to Don't Tell a Soul

begin as you take in this issue. As we planned out the rest

of the content, we found similar threads in the interviews we 50 Ian Sefchick in Behind The Gear
were running. Mark Howard discusses how he became 52

Mark Hornsby: King Crimson, Beth Hart
physically ill from stress in the studio. Erin Barra notes how :
she feels happier understanding her role in helping other 58 Jim Heath and Reverend Horton Heat

people with their music as opposed to pursuing a career as 62 Gear Reviews

an artist. Anc!rew Sarlo discusses self—dc?ubt, vulnera]bmty, 84 La I'l"y’ s En d Rant
and how making great art can be very difficult. In his End .
Rant, Larry describes his struggles with feelings of frustration 87 R Udy VanderLans L.A. Studio Photos

and anxiety when working on unattended mix sessions.

p a g e

Even Annie Clark (St. Vincent), who most artists and producers would agree has had an enviable level of success, says, “You
couldn't possibly judge me harder than I judge myself,” at one point in her interview. Her take on life, work, and creativity is a
good example of balance. As she points out, “I've learned the benefit - and you can speak to this too - of going, ‘T am working
these days. This is what I'm doing. Then these couple of days, I am not working! If I don't specifically say I'm not working, I'll
work all the time. Then I don't have things to bring into the work.”

So, as you read through this issue, keep in mind that music, art, and your career are important and can be life-affirming, but
they're not the most important part. You are the most important thing, so make sure to take care of yourself.

John Baccigaluppi, Publisher

Memorial Paddle Out for Neal Casal in Ventura, California, September 15, 2019.
photo by Thom Monahan
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www.dwfearn.com

refining perf n
chief mastering engineer: jeff lipton
mastering engineer: maria rice

artists: !!!, arcade fire, battles, big star, black joe lewis,
andrew bird, bon iver, burning spear, s.carey, city and colour,
dinosaur jr., dropkick murphys, ex hex, heartless bastards,
hospitality, hiisker di, john brown's body, ladytron,

lcd soundsystem, lake street dive, lightning bolt,

the magnetic fields, megafaun, polica, chris pureka, josh ritter,
san fermin, sebadoh, soul asylum, spoon, superchunk,
throwing muses, volcano choir, and jeff tweedy/wilco.

discounted rates available for tape op readers.
www.peerlessmastering.com » 617.527.2200
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coMBINE WITH S'TAGE 1 10 CREATE AN ISOLATION
PLATFORM FOR IMPROVED SOUND CLARITY WITH GUITAR/BASS
COMBO AMPS, STAGE MONITORS & SUBWOOFERS.

The Stage 1 Board from IsoAcoustics provides a portable isolation platform when combined with Stage 1
Isolators (available separately). The Stage 1 isolation board decouples guitar/bass amps, stage monitors
and subwoofers from the stage while still maintaining sound clarity and the bass punch in a performance.
This portable solution will provide consistency in studio, at home and from one stage to the next.

STAGE 1

isoacoustics.com

Distribution by Focal Naim America / Contact us for more information: 1 800.663.9352 / info@focal-naim.com
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I really don't relish using Tape Op as a forum in which
to vent, and I will endeavor to not make this a habit, but
I'd like to share a story. The more dl'UgS d
band takes as a whole, the more difficult
scheduling will be. That’s before they even show up, on a day
that was inquired about but never confirmed. They will wake
you out of bed on a Sunday moming at 10 a.m., while you
are sick with a nasty cold praying that you can get just a little
more sleep between last night's late gig and the current day's
3 p.m. gig. You show them the text thread showing no
evidence of confirmation, but you offer to squeeze in time
anyway and even indicate that the “minimum number of two
hours” charge will be waived for what will be a very short
session, because you have a relationship and these babes in
the woods always need hand-holding. The artist, who is self-
producing (hello, minefield), then calls you “unprofessional”
while you stand there in your pajamas, wheezing through the
mucous factory that is your head, dealing with this Sunday
morning chaos. You offer a bunch of dates in the future, and
one is accepted. The assertions of “unprofessional” continue.
My own professionalism is just going to ignore that and slog
on with the work. I will shower and go to my live gig now,
because I am lucky to even be in this crazy biz full-time, still
rolling with the changes and insanity. But the formula
articulated is: Drugs + Self-Produced = Chaos.

Mick Hargreaves <mickhargreaveslsrr@gmail.com>

Adapting to the constantly changing work environments
that others put us in while maintaining a positive mental
attitude is important for ensuring longevity in the music
recording world. We have to move with grace and humility,
while helping to present others at their best. And we have
to take care of our minds and bodies at the same time. -LC

Hey man, you fucking hit it out of the park with the Jeff
Tweedy,/Wilco issue [Tape Op #132]. Uncle Tupelo supported
Sugar for a bunch of dates, mostly in Germany, in 1992 and
it was great fun. The in-depth issue format really worked this
time, as it really brought us into his world.

Malcolm Travis <malcolmtravis@gmail.com>

Kudos, as always, for an interesting issue. Even though
Wilco annoys the daylights out of me, I enjoyed reading
about their process.

Dave Sandoval <djsandoval23 @gmail.com>

So glad you reviewed this book! [Al Schmitt on the
Record: The Magic Behind the Music (Tape Op #131)]
Absolutely wonderful! Filled with fantastic stories and
excellent advice. It was as entertaining as it was
informative and educational. Thanks so much. You rock!

Mike E. Dee <mikedee12959 @optonline.net>

Send Letters & Questions

to: editor@tapeop.com
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Okay, there were some
basic mistakes made. I did
forget my earplugs... and I
went to see the Rolling
Stones at CenturyLink Field
in Seattle. It's a giant NFL
stadium. Probably 50,000
people there. Big setup, of
course. I hadn't seen the Stones since I worked with them
last in 1981. The first two-thirds of the show was loud, but
okay. The mix was good. I could hear all the words, hear the
little fills, the saxes, the piano, and the backup vocals. I
would even say the mix was “good” for an arena show. And
then something happened; the level just started going up,
and up, and up. It got to the point that I should have left
the show, but it was the Stones. My ears, especially my right
ear, got traumatized. It hurts and rings. Why do the front of
house mixers in almost every live, amplified show I go to
feel the need to make the level uncomfortably loud? What
is the point? Why so much low end level? It makes me
feel sick to my stomach, even with plugs in.
Why do the mixers allow their good mixes to be trashed into
mush by loud levels? I just dont understand. Apparently, I
am in the minority. I heard people, and not of a young age
either, bragging about “not being able to hear for two days”
on the way out. I just don't get it.

Douglas Tourtelot <tourtelot@gmail.com>

At Tape Op we don't cover live sound. Thankfully, that
means I never have to ask any engineer “Why?” about this,
but it's a frustrating experience and I hope it gains attention
in the future as it can definitely ruin a show experience. -LC

Congratulations on yet another fab issue [Tape Op#132].
I loved the interviews with Jeff Tweedy and Tom Schick,
and, of course, all the gear reviews. But my favorite article
was your closing End Rant, “Letting the Process Happen.”
It further emphasized why I continue to be such a fan of
the publication and of your editorial ethos. As technology
continues to make it easier to make recordings, it also
makes it easier to lose sight of the fact that we are making
something; that recording is a creative art, and should
encompass the elements of true expressiveness present in
all the arts - including the elements of chance and surprise.
Every one of the great producers I have worked with knows
this, and has built it into their process. Thank you for
reminding us to leave room for something to happen!

Richard Barone <richard @richardbarone.com>

It made me very happy indeed to see Catherine Vericolli
front and center in [Tape Op] #131. She is every bit a true
believer; a person you feel good about seeing succeed. I
worked on the sessions where she did her first intern gig, and
it was not in any way a lightweight gig. Seven albums from
Megadeth’s catalog from Peace Sells... but Who's Buying?
through Risk (including [the side-project] MD.45) were being
remixed, alongside tracking for The System Has Failed.
Catherine downplays her own efforts by saying she did a lot of
coffee runs. She did anything and everything that was thrown
at her with a smile, including pulling an all-nighter packing up
the home of Michael Schenker's family for an emergency move.
Catherine was doing all this while she was still going to audio
school. She deserves all the success that comes her way.

Lance Dean <freelancedean @yahoo.com>

It's really been a nice ride with you and your
magazine. I read every word as soon as it arrives in the
mail. I want to visit your studio sometime before we
change our lives and can't do it anymore. Ha! Like that
would ever happen. In it ‘il the end; I love recording
everyone live in the same room. Best vibe ever.

Rich Rock <debacle239 @gmail.com>

I loved seeing the review for the Tascam Model 24
recorder [Tape Op #132]. Great review of the Tascam -
thorough and detailed. Finally, a review for a piece of
equipment that’s not high-end, not a computer plug-in,
and attainable for a small-time recording artist like me. I'm
so old school, I'm still recording on an Akai DPS 16 (my
second one). I just don't feel the need to go DAW and Pro
Tools when I am perfectly happy with the Akai; one of the
first digital standalone recorders (when they came out,
around 2000). I have plenty of outboard effects, and
actually do my mixes on MiniDisc and then copy those to
a very good music CD-R recorder. I do master on my home
PC using [iZotope] Ozone 7, so I'm somewhat current. I
looked at these Tascams before — I panicked when my first
Akai broke, but was able to find a used one. One day I'l
have to get another standalone recorder; Tascam is one of
the few who still makes them, and at a reasonable price.

Terry Kempler <tgkempler @msn.com>

I had to write to agree with your opening letter to the
“mixing” issue [#133]. You've come back to this theme a lot;
failing is nothing but a step towards greater understanding,
helping others is the way to work best, knowing one's place
in each work setting, and there's always more to learn. It's all
about being conscious. Or as you put it, to “strive for the best
work we can do in every moment... And accept every
situation for what it is.” That quote sounds like every Eastern
or Western mystic practice Ive encountered. When 1
explain this to my students they don't
believe me, but they do notice I'm never in a bad mood
and we never run out of things to work on. Much like Joe
Henry [#129] stated, staying in the moment absolves us of
boredom, losing the “magic,” or blowing a take because of
an overdriven mic. Maybe that's the drum sound now? This is
what I love about our work. To do it correctly, to care this
deeply, is to know. There's no time to look at a phone or
dawdle with a plug-in. We have to stay abreast of so many
factors. I know it's how Bob Clearmountain [#129, #84] and
Tchad Blake [#133, #16] all work; use your skill set and
instinct to quickly move the song and mix to a place that
feels best. Many of your interviewees say the same thing; “I
pull up tracks and in a short while I've found what the song
needs.” That song triage is important and, if you care, it's
happening all the time - in lessons, lectures, studios,
backstage, or in rehearsals. Even listening to music becomes
a frustrating endeavor of trying to figure out a certain
instrument, vocal texture, or chord inversion. But down that
wormhole is everything that is the fuel that runs my whole
life. Even writing to you now fills me with that elation I felt
when I first heard any of my favorite artists. The fact that we
play any part at all in that same field is cause for gratitude
and compassion, and those are things which strengthen our
work, our lives, and make this home planet we have together
a little brighter. Thanks, as always, for your time and expertise
and for sharing it with all of us.

Joe Reyes <joereyes.com>
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We don’t compromise.
NEITHER SHOULD YOU.

Record and mix audio unaltered by inferior circuity
and all-in-one interfaces. Allow your recordings to
remain just as they’re meant to be heard.

Aurora'... precision-crafted converter/interfaces
with all the transparency, detail, nuance, and imaging
your music deserves

AURORA"

@

» The next generation of acclaimed converter technology from Lynx 8, 16, 24, and 32 channel versions e Future-proof design with
configurable USB, Thunderbolt, ProTools®|HD, DANTE, mic pre, and digital I/0 options ¢ Full Windows® and 0SX® compatibility
24 Bit - 192 kHz mastering grade A/D and D/A conversion ¢ 32ch microSD card recorder for direct recording and playback ¢ Two
audiophile-grade headphone outs with independent volume controls ® Road-ready rack-mount reinforced chassis ¢ Designed and
manufactured in the USA

lynxstudio.com/custom-shop

TUDIO

Visit the Lynx Custom Shop and configure your Aurora™ today: [

TECHNOLOGY

20TH ANNIVERSARY
PRECISION CRAFTLO IN CALIFORNIA

Lynx Studio Technology ¢ Costa Mesa, CA ¢ 714-545-4700 ¢ lynxstudio.com ESTABLISHER13E__
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WORKING HAPPY

BY JUSTIN DOUGLAS
bl )

When I was an assistant
engineer at a prominent studio
- back when those two things
existed - I worked a short stint
with a  well-known rock
producer. After a long first day
that featured band in-fighting, bruised egos, and a
particularly shitty lunch, we were relaxing with a beer in
the control room when someone said, “Whew, tough
day.” The producer leaned back in his chair with his feet
up on the console, took a swig, and slowly replied, “Yeah,
but we get paid to hang out in a studio listening to
music all day.”

T always keep that producer's comment in the back of
my mind and pull it out when things get overwhelming.
Perspective like his may not get you more clients,
alleviate insecurities, or make you better or more
successful in your work, but it will give you a vantage
point outside of your own. Especially in those moments
when the pressures of running a small business and the
challenges of making art in 2019 collide. If you're reading
this, there’s a 70% chance you've experienced depression
and/or anxiety.l This isnt news to anyone in music
today. At some point, we've all had the “why are we
doing this music thing” conversation with fellow
musicians, which always boils down to value. There are
the obvious culprits: The demonetization of recorded
music, or the fact that club gigs pay about the same
today as they did in the ‘70s, the passivity with which
consumers regard music. But I think these are
symptomatic of more acute personal crises that aren't as
openly discussed. Furthermore, I believe that by
identifying and addressing those internal struggles, we
can achieve a state of mind where the little things, and
their accompanying immediacy and threat of
conse uence,,don’t matter as much.

ho’s the most famous
person you've worked with?

How many times have you heard some variation of
that question? “Famous” is the layperson’s metric for
success in music. Spotify plays, Instagram followers, and
proximity to popular individuals are a few examples of
how we measure ourselves and each other right now.
Buying into this fully means measuring
yourself against others, which will almost
always leave you wanting. In reality, everybody
measures success differently; we just don't talk about it.
Yes, you have to be smart and savvy if you want to make
any headway, but keeping an honest perspective of
where you're at, as well as how far you've come, will do
much more for you and your mental health than
constantly wishing things were different, easier, better,
or more fair. Perhaps your early triumphs - ones that
garnered a sense of pride and accomplishment - are
routine now. You've moved your own goalposts, and
that's great. That's how we get better and stay
interested; and, hopefully, relevant.
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The problem, at least for me, is losing sight
of both the fact that you made those
achievements, and the accompanying feelings
they produced, while getting caught up in
others’ ideas of what you need in order to be
considered successful. Keep in mind that many
people work an undervalued job in a crappy office
with fluorescent lights and Windows 10. You get
to work an undervalued job in a cool-ass
studio and listen to music all day long.

So what do you need to be reasonably content with
who you are and where you're at? First off, check in on
your mental health. I referenced this earlier, and it's the
single most important issue I'll discuss here. I believe mental
health services should be as routine and accessible as
physical health, and not segregated or divorced from other
forms of healthcare. Making that arbitrary distinction only
serves to perpetuate outdated taboos and personal
insecurities. If you havent already, ask yourself this
question: “If there were someone I could tell anything and
everything to in complete confidence - anything, no matter
how dark, weird, or scary - and they would just listen
without judgment, would that help me?” Wherever you live,
and whatever your income bracket, there are resources
available. I strongly urge you to look into your options. Do
a quick Google search today for sliding-scale therapy in your
area. After all, your ears are directly connected to your brain
(it's science), so keep that shit healthy.

Define what success means to you. Be brutally realistic
and honest, all while keeping in mind that you enjoy the
rare privilege of making art for a living. Seriously sit
down and think about this. Do you really need to work
on huge records and have your picture in magazines? Are
you sure? If so, figure out how in the hell youre going
to make that happen and work your ass off. For most of
us it means doing excellent work and being rewarded for
it both internally and by those who matter to us. It
seems obvious, but by working hard and smart, and
setting realistic goals - goals you allow yourself to
celebrate unconditionally when they're met - you not
only take stock of what you've accomplished, but you
also become more efficient. When you know what
you're good at and where you need help, you also
know better where to focus your time and energy.

Demote social media as a form of affirmation of your
talents. Your pride in your own work and the support of
those close to you have to be enough. You're simply
not going to get lasting external validation
from social media (and I'm including streaming
services in that term) because they're designed to be
fleeting. I know these are the numbers we're measured
by, and we have to play the game, but in the big picture
it’s not that important. When your grandkids pull out a
record you did 40 years from now, you're not going to
say, “That one got 8,200 Spotify plays in its first week!”

Don't believe the hype. The handful of super-successful
people out there had as much right-place-right-time luck as
talent, and chances are their lives are as complicated and
tumultuous as yours. The same applies when scaled down
to local scenes. Focus on you and what's next, not what you
don't have or haven't done. Energy follows attention, and
that focus could be channeled into improving your craft.

Recall why you began doing this in the first place.
I mean the actual first reasons, like jamming in a garage
with friends or recording your first album. It was fun.
Remember the excitement and joy you got from doing this
before external approval and obligation became factors in
your work? Those feelings don't necessarily go away, but
they aren't nearly as rewarding as enjoying the process.

Exercise. Yes, exercise. Physical activity has been
clinically shown to combat depression? and anxiety,3 and
among all the other health benefits, it simply makes you
feel better about yourself. I play basketball with a
handful of musicians every week. I don't particularly like
basketball, and I'm definitely not very good at it, but the
cumulative effects are astounding. Studies also show
that frequency is more important than intensity,2 so find
something you can do to get yourself out of the house,
out of the studio, and do it on a regular basis.

There is no finish line. There’s no arrival
or “made it” moment. Not in real life. were
conditioned from childhood to believe that one day we'll
be something we're currently not, that only through hard
work and sacrifice will we achieve it, and that failing to
do so is indicative of a personal shortcoming. I think
much of that narrative is outdated and doesnt apply to
the world we currently inhabit. If you love what you're
doing, you'll always be striving to do more and to do
better, but that doesn't mean you have to constantly exist
in some awkward state of insufficiency. Short of saying,
“Live in the now,” keep in mind how far you've come,
regardless of where you perceive anyone else to be.

One of the few real upsides to the devaluation of
recorded music is that we're freer than ever to express
ourselves however the hell we want. What do you care if
anyone thinks your song is too long or if they don't like the
crazy effects you put on the vocals? If they're not paying
for it, why should their tastes and opinions matter? That's
obviously a little hyperbolic, but I'm serious. Musicians,
songwriters, producers, and engineers have more freedom
than ever to assert their intrinsic value through art without
feeling beholden to the circumscriptions of financial
backing or sales. That said, it can be really hard to convince
yourself that you're enough, that you have inherent value,
when all the social signifiers may suggest otherwise.

If external validation is what you need, and for most
of us on some level it is, show it by constantly learning,
improving, and asserting pride in your work. Others won't
always see it, and some may remain hung up on the
popularity game of name dropping and awards. If that's
the case, you need to be able to identify and disregard
it, because those markers have nothing to do with you.
Most of your best work will go underappreciated or
unheard, even when you shout it from every corner of the
internet. That's okay; it’s always been like that.

Take care of yourself, make great
recordings, and have fun doing it. Realize
that your process of striving to make great art adds value
to this world. Your contribution combats complacency.
Now get back to work.

<kingelectricrecording.com>

Thanks to Carrie Torn and Monte Holman for making the above
thoughts and words possible.

1. Hu, C. “70 Percent of Musicians Say They Have Suffered From Anxiety or Depression. What's Next?” Billboard 17 October 2017.
2. Craft, L. L., and Perna, F. M. “The Benefits of Exercise for the Clinically Depressed.” Primary Care Companion to The Journal of Clinical Psychiatry 2004.

3. Lake, J. “How Exercise Reduces Anxiety.” Psychology Today 6 October 2018.
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Mark Howard
Laisten Up!

by Roman Sokal
photo by Lisa MacIntosh

Born in the UK and raised in Canada, Grammy-winning veteran engineer/producer Mark Howard has
traveled the globe, combining whatever vibe he conjures while oftentimes applying an experimental and
spiritual edge to his recordings. For years known as the (former) right-hand man to producer Daniel Lanois
[Epe Op#37, #127], Howard and Lanois recorded the likes of Bob Dylan, Neil Young, The Neville Brothers,
U2, and many others. On his own, Howard has produced and engineered legendary music by top-notch
artists such as Iggy Pop, Red Hot Chili Peppers, Nusrat Fateh Ali Khan, Tom Waits, and The Tragically Hip.
In 2019 ECW Press released Mark’s book, Listen Up!, a must-read recording memoir (including deep insight
into the personalities involved), which he penned along with his brother, Chris. In it we learn that Howard is
a master at creating custom studio installations and environments, a psychological cheerleader who boosts his
collaborator’s creativity, and is also someone who enjoys pushing the envelope of the craft of sonics —
marrying technology and soul while smashing typical audio conventions. Mark’s life was threatened by

stage 4 cancer, yet treatments have been successful and we're lucky he’s here to share his life and talent with us.
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Your first studio gig wos ot Gront Avenue
Studio in Homilton [Ontaorio]. What
did you get out of there, skill-wise?

Grant Avenue was like a testing ground for me. I was already

recording at home, and once I got to Grant Avenue I
learned how to punch in and edit; those skills that came
in really handy later on in life. I learned how to cut 2-inch
tape. You've got to line it up on the head of the tape
recorder with a China marker. I'd mark it, pull it off, cut it
with a razor blade, pull the tape until I got to the other
line I cut, and then I'd glue it back together. Bang, that's
your edit! Those are the skills that I got from there.

Was this after Daniel Lanois had sold the
studio to Bob Doidge?

Yeah. Daniel had sold it a couple of years before. After
six months, I found myself going to all night sessions,
because Bob [Lanois, Danie'ls brother,] only wanted to
work 9-to-5. I did these syndicated radio shows and
late-night Hamilton crews who came through. Then
they put me on with this guy, [Daniel] Lanois. I had
no clue who he was. I ended up doing his session with
Bill Dillon. He was always trying to stump me. He'd
say, “Put my guitar on track 12. Do it now.” I'd say,
“It’s already there. You can record right now.” He'd say,
“Really?” I was on top of whatever he was looking for
- T used my own intuition. If he was talking about guitar
tracks I'd be set up for it, thinking that's what they were
going to be doing next. You've got to be on top of it. I
treated it like a live show. As soon as people walk in the
studio, you'd better be ready to record right then. You
can't be setting up a sound while they're waiting.

It’s like wosting time, ond it could be
intimidating to o client who’s not
used to o studio.

Exactly. Just come in and play; don't worry about
technical stuff. I think I won over Lanois with that.
Then, six months later, he called me up and asked if
I'd help him make a record with The Neville Brothers.
He said, “It’s only for six months. You've got to come
down to New Orleans and help put the studio together
[Kingsway].” I took the chance, and Bob Doidge said,
“If you leave, the job's not here when you come back.”
I said, “T'll take that chance.” I left, and I never came
back. Then Dan ended up going to Ireland to work
with U2. He left me in charge of the studio in New
Orleans. That's where I started making records - we
opened the studio up to people. It was private before
that. That's how I ended up working with R.E.M. and
Iggy Pop. The first record made at Kingsway was Crash
Vegas' Red Earth. That led into a record by Chris
Whitley [Living with the Law] that Malcolm Burn [Tape
Op #35] produced and I recorded. Malcolm mixed a
bunch, and so did I. Kingsway went on. Then we left
Kingsway, Lanois and me; we went on tour and then
we never came back. We ended up in L.A. Daniel said
he wanted to go down to Mexico, so I had to go scout
some locations in Mexico and find a place to work out
of. I brought some studio gear from Kingsway and also
bought a new Amek console. I put a rig together that
we could take down to Mexico. I never wanted to stay
in New Orleans; I always wanted to keep moving.

When I interviewed Daniel, he was

tolking about how places like Mexico
ond Jomaica were good for cleon
magnetic fields.

Mexico was the cleanest sound that we got. Therere no
overhead wires. There’s no interference. When you play
your guitar through a single-coil pickup into a tube amp,
it's super clean. It's amazing. Then in Jamaica, it's the
same. There was not a lot of electricity flowing around
where we were working, so we were getting some
amazingly quiet sounds on guitar. In the city, it's hard to
do. A lot of times you can't get it, because there’s too
much electricity, or there’s a big power transformer
outside of the studio. These are all the types of things
you need to look for when you're building studios.

What do you use to measure? Some

meter of sorts?

No, no. I used an acoustic guitar pickup. I'd plug that
into a little battery-powered Peavey amp. No meters at
all; I could hear the hum. I would troll the pickup along
the floor in any place I was thinking of recording. You'll
know right away; if you plug it in and get a hum, it's
not a good place to make a record. If you troll it around
the floor, you'll find hot spots. This technique worked
really great for finding a quieter spot. When we were
recording a tube amp and a single-coil pickup, Daniel
would say, “Put the guitar amp right here. You sit right
there.” It's the quiet spot.

How are bigger cities for these magnetic

fields?

What I would do is called a star ground system. I'd nail
these copper rods into the ground, five feet apart, and
tie them all together. I would use that for my own
grounding system, away from the house’s grounding
system. You want to have your own self-contained
grounding, other than the house’s ground. For The
Neville Brothers' record [Yellow Moon] I had to cover up
the windows with sheets of lead because of the
magnetic fields from the streetcars going by. Each time
they'd go by there was a big pulse in all the guitar amps.
It was a funny sound.

One of my fovorite recordings thot you’ve

done is Le Noise by Neil Young. That’s
just guitor ond vocal, but when I
listen to it on a good system it almost
seems like each string hos its own
separate treatment.

Neil was coming in to make an acoustic record; that's what
we set up for. Then, when he came in, he was like, “Well,
I brought a few electrics with me.” He brought one guitar
that he called “Old Black” - a ‘53 Les Paul Goldtop that
he sprayed black. He put [Gibson] Firebird pickups in
there, so it's a lot hotter than what a normal Les Paul
would sound like. Then he also brought in this other
qguitar, which turned out to be the legendary guitar called
the [Gretsch] “White Falcon.” It was a guitar that he lost
in a poker game, and then somebody else got it. Stephen
Stills ended up with it. It has this crazy history of how he
got it back. He had that guitar, and then he brought in
another Gibson guitar that he calls “Hank,” because it
was Hank Williams” guitar [a Martin D-28]. At the time, I
thought, “How in the hell am I going to be able to get
any of the sounds he's ever done on all of his records?” I
admired him so much. It was a pretty big challenge, but
I felt like I brought it to the table. I think there are some
sounds that really surprised him. He loved it. It started
with the acoustic; we got Hank out, trying all these
different pickups. We ended up with an LR Baggs that we
put through a Korg delay, and I treated it with a
subharmonic harmonizer. When he played the low strings,
there was this super sub-bass response coming from it.

Yes. Especially on the song “Love and Wor.”

I had it loud. When he played it, his eyes lit up and he
was like, “What the shit is this coming out of the
speakers?” He was pretty impressed with that. He played
it, and we did a couple of takes. Lanois was focused on
filming it, and I had the job of recording and mixing.
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Recording Le Noise, L to R:
Neil Young, Daniel Lanois,
Mark Howard.

T was able to do whatever I wanted. I was never told what
to do, or what microphones to use. I used a couple of nice
tube mics on the Gibson, along with these treatments on
it. Suddenly we've got this beautiful sound on this
acoustic track. That's why we had the same settings on
the board when he ran the electric guitars through, with
the sub-harmonizer on it. It was like thunder! We had
stacked Dynaudio BM15As, so my playback sound was
massive. When he hit that string and hit that chord, the
whole house was shaking and rattling. He'd never felt
that power before when playing the guitar.

That was going to the iZ [Technology]
RADAR, right?

Yep. Neil wanted everything on tape, so it was all going
onto tape at the same time and then coming back
down through RADAR. But it still kept the quality. Then
we came to playing the White Falcon - a stereo guitar.
The top strings went to one output, and the bottom
strings went to another output. I panned it left and
right, so he had a technique where it was a low string
on the right, and then on the left. It was pretty cool.
I think it was on “Hitchhiker.” I think that Neil was
really excited. He'd play the melody on one part of the
low strings, and he came up with a really cool jam.

Did he hove on array of pedals or effects?

No pedals at all. Just one delay unit, a Korg SDD-3000,
to add a little bit of echo. It went straight into a tube
1950's [Fender] tweed Deluxe amp. We had eight tweed
Deluxe amps, all lined up. We went through them all,
found the best two, and used those. I always recorded
two amps on him, whether it was a stereo guitar amp
or one guitar going into two amps. When he played, we
had it blasting with the doors open, and everybody
must have heard that all day.

The first tune [“Grace, Too”] off of the
Tragically Hip album [Day for Night],
or Iggy Pop’s song “Corruption” [off
Avenue B]; are the guitors tracked on
lesser-quoality amps?

Yeah. On the Tragically Hip record it was a small [Zinky
Smokey] cigarette amp. It looked like a cigarette pack. The
guitar sounds far back; it's got a sandpaper type sound. On
Iggy's record he was going through a regular amp, but that
sound was treated through a bunch of effects.

That, ond the drums too, right?

Yeah, the drums were treated with this TC Electronics
FireworX. I had one setting that I came up with to time
the delay for drums. You could add filters and flange on
it. I'd record Iggy while [producer] Don Was [Tape Op
#113] was out. When I played it back with all these
effects on it, Iggy was like, “Wow, this sounds cool,

7 ‘man!” Then Don comes in and hears it and says, “What

does this sound like with all the effects off?” We played
it, and it sounded really boring and flat. So, Iggy's like,
“Stop! Stop! Put the effects on. I don't want to hear
it.” That's how it happened. We only used eight tracks
on that record, with a Tascam DA-88. A lot of the drums
were mono, and all the synthesizers were done in
mono. It was lovely. One vocal track, and that was it.
That record’s got a certain sound because of that. T'll
always love that record.

You mentioned in your book how you
haod 1200-plus chonnels of RADAR and
Pro Tools going for o session.

Oh, that was U2. They had a 24-track Studer machine
running, and that was locked to the RADAR 24-track,
which was locked to 32 tracks in Pro Tools. They had
this huge console inside of the studio called Teatro. All
three of the machines were fanned out in this practice
hall. It was all automated with Flying Faders. They piled
on all the tracks.

You tend to do drum treatments quite often.

Yeah. I've used a Lexicon Prime Time [Model 93] - an old
delay that made some crazy sounds. You hear it on
Neil's Le Noise record, where he’s tapping the guitar and
his voice is adding echoes to it; I'm flying it back in,
doing a lot of treatments on top of everything else. The
Prime Time definitely has a lot to do with those sounds.

You were saying you were going for an
emotional interpretation, either ot
the mix or recording stage. Do you
look ot lyrics?

Yeah, I definitely try to get my head in the lyrics.
Sometimes people come up with all different lines
when they sing a verse, so I'll take out my favorite ones
and get them to use those so that everything’s equal —
so every line feels as good as the next. Especially with
Iggy Pop, he would do three takes of the same song,
and he'd change the lyrics completely on every take. It
was really hard to pick, because they were all great, so
we had to make the decision which take was going to
be with which lyric. It was pretty interesting.

How about on Bob Dylan’s Time Out of Mind?

With Bob, I would write down the first word and the last
word of every line of the verse. Every time we'd listen
to it, I'd add the next word and fill it in as he went.
Dylan would always look over my shoulder to see his
lyrics and see what he wanted to do. He was really
clever with lyrics, for sure. Sometimes he wanted to
take the first verse - “Don't give the song away in the
first verse” — and put it in the last verse, and then take
the last verse and put it in the first verse. I had to be
on top of it. It wasn't a challenge, but he tried to
challenge me. There was a song called “Highlands”
that’s 17 minutes long. He'd say, “Go to the 15th verse
and punch me into the third word.” I knew what the
first line was, so I let a few lines go by and then I'd
punch him in. He was playing with me like that for a
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while. I think I was a little embarrassed when Time Out
of Mind came out. We started the record at the Teatro
studio in Oxnard, California. I was getting a killer sound
there. I thought, “Wow, this is going to be amazing!”
But suddenly Bob said, “I can’t work here.” It was too
close to home. “Let’s go to Miami.” So, we packed
everything up - all this gear - and rode motorcycles to
Miami and made the record at Criteria Studios. It was,
like, 15 people playing on the floor live, all at the same
time, and nobody knew what key we were in. It
sounded really bad! But it ended up turning out really
amazing once we got out of Miami, and mixed it at
Teatro. That's how that record really survived.

I knew that album totally hit me hard,
in o good way, when I heard the first
song [“Love Sick”], with the little
treatment on the vocal.

Yeah, I loved that they were out on the floor, so I did
this kind of flat vocal and a flanger on top of the voice
to try some things out. When everybody came back into
the control room, I played back the song. As I was
doing that, I did a “performance mix” to make
everything exciting, and make sure the guitars were
coming out in the right parts. I had this flanger on his
voice, and I printed a couple of mixes to DAT. We put
that on the record, the playback mix that came from
the control room in Miami. We never touched it again
- it sounded so cool.

There’s something obout doing a mix

the same day that you’ve tracked.

Everything [I do] is flying by the seat of my pants, all
the time. I try to keep it that way. It keeps you on your
guard. If you're working in the same spot all the time,
you get used to doing the same thing all the time. It
doesn't give you a chance to grow your sounds. My
whole body of work is quite strangely different, from
record to record.

Who would you say was the most receptive

and experimental with getting sounds?

It really started from the very beginning, when Lanois
had me work with [Brian] Eno [Tape Op #85]. When I
started working with Eno, he would take a standard
piano sound and take that out of the stereo mix. It
would come out to a reverb; that reverb would send to
a delay, and then into another effect. We'd get this
swirled sound that's hard to do with piano. It sounds
way cooler. That's how ambient music started; not by
listening to the pretty Beatles.

There are a couple artists you worked with
who weren’t in your book. How about
the experience with Scott Weiland?
How did some of that come obout? I
think you guys took over 12 Bar Blues
from somebody else’s production.

We didnt want to muscle in on their scene. I was in
the control room, and what they'd do is send me all
their tracks over and I would treat them. Then I
would send it back over there and they'd put it into
their mix. We came in near the end and finished it
up. You don’t want to step on anybody’s work, so we
had to work around it.

Avril Lavigne’s debut, Let Go, was

onother. How did that come about?
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She was 16 years old, and nobody really knew who she
was. My manager asked me if I could redo all the drums
and record some vocals on these tracks. It was done by
a production group called The Matrix. Everything was
done with machines - all the drums were programmed
- and they wanted real drums on it as well. So, they
came to me at this place called the Paramour Estate; a
beautiful 20s movie star estate, located in Los Angeles.
I ended up recording with her there, and that became
the album. It was the biggest record that came out of
Canada for a while, so it was pretty cool.

You worked with Feist too?

Yeah, Feist came through L.A. one time and I did a bunch
of songs with her. She wanted me to finish a record, but
I started to shy out of it. Too many cooks in the kitchen.
But I thought what I cut sounded way better than what
ended up on her record [Metals]. It never got heard, but
she liked it. She ended up going with these other versions.

Who are some of the top players you’ve
worked with, who have amoazing tone
coming out of their honds?

I'd have to say [guitarist] Marc Ribot on the Tom Waits
record, Real Gone. Marc Ribot is, like, man; what he comes
up with is pretty amazing. One time he had this feedback
going on; it was all out of control. He was stomping on
his pedals, and he couldn't stop it, but it sounded amazing
on the track. He said, “Hang on. Let me try another take!”
So, he does another take, and he does it exactly the same.
It's out of control. He's pretty cool.

Awesome. You give a lot of kudos to these
artists you work with, great ones of all
kinds, but whot can you tell us about
Vic Chesnutt?

0Oh, man. Well, Vic was an amazing writer. He had great
lyrics and wrote from a perspective that nobody else
does. He'd write about how lonely a grain of sand is;
things that we don't even think about. He was paralyzed,
and in a wheelchair, but he still played guitar and sang.
I brought in Darryl Johnson, Doug Pettibone, and all
these killer players to play on his record. When it came
around to doing solos, he took all the solos. Having these
great musicians around really pushed him to play better
than he ever had in his life. It takes you to the next level.

Tom Waits?

He can't explain anything in any technical terms, so if he
wants the vocal up, he'll say, “Put a little more hair in
the vocal.” Or if he doesn't like the drum sound, he'll
say, “The drums sound a little vague.” You might tune
them up, and he'll say, “Make them sound fun!”
Everybody's got their own little thing.

At Teatro, ond ot other places, you’d get
the vibe going by projecting films
while tracking.

Exactly. I've always been impressed with films. I think
once I got to the Teatro, it was an opportunity to take
it to the next level by projecting and using all these
mirror balls, projecting on hot air balloons, and having
multiple projectors all going on at the same time. I had
this device that I got from Home Depot for turning
lamps on and off in a house. I used that for turning
projectors on. I could turn one on, then another one on
top of it, and then put a mirror ball on. It was like this
crazy place every time I played with these light shows.

What artists went further with their
playing and writing in responding to
the projections?

I was making a record [Terra Incognita] with Chris

Whitley, and I would project cartoons on his chest!

You’ve done o good number of projects
in places that weren’t studios before.
Is that the majority of gigs you’ve
done, or have they mostly been in
proper studios?

Every record I've made, I've done them all in installations;
not permanently, but for three years or a couple years. The
way I make records now, each record is at an installation.

What gear do you have now?

I'm pretty self-contained. Everything is in cases. The
RADAR is the brains of the operation. That's running off
of a touchscreen mixer right now. Being able to travel
with just the RADAR and the touchscreen allows me to be
pretty portable. I have these custom-made preamps that
Bob Lanois developed early on. I took it upon myself to
take them to the next level: I did all gold-pin connectors,
rearranged the [circuit] board, and got 990 op amps.
Sometimes the sounds that you get depends on where
you place certain parts on the board. I have an
endorsement with Dynaudio speakers, so wherever I am I
usually have them ship me some. I've used them in
Australia, Berlin, and L.A. That way I've got speakers that
I'm definitely used to working with. I have a case of
beautiful microphones that are all my key mics that I've
been using over the years. I love Sennheiser 409s on the
guitar. I like the old, square AKG D12 kick drum mic for
close miciing the kick, and then usually a Coles [4038
ribbon] mic two feet in front of the kick drum. I do a
combination of sounds, mixing between those two mics.
That's how I get those punchy, organic bass drum sounds.
A lot of kick drum sounds are really clicky and you can
hear it in small speakers. But with this technique you can
actually hear the warmth, the feel, and the punch; even
in a small speaker. Then, for vocal mics, I use a lot of
[Shure] Beta 58s. Usually I'll track in the room with a
Beta 58 and an RCA 44 beside it. I happen to have one
that came out of Capitol Studios [Tape Op #114] from the
‘40s. T've got photos of Frank Sinatra singing into it. It's
really beaten up, but I haven't found another microphone
that comes close to it. I grew up on [Neumann] U 47s
and U 67s, as well as [AKG] C12s; all the best mics. But
I got this microphone when I made Tom Waits' Real Gone
record. We were using the [Sony]C-37A on his voice. It
was sounding good, but as soon as I got that 44 on his
voice, it just sounded like cream. It was like night and
day. No other microphone sounds like that.

Is the 58 used for the singer to be
comfortable, like how they’d be live
on stage?

When I track the band, I usually have the speakers on
pretty loud, so they dont have to wear headphones.
Usually the singer might sing with a 58 right in front of
the speakers and hear his voice as loud as it would be at
a concert. That way he’s singing in the room with the
band and getting sound pressure from the band. That
makes a lot of singers sing out — more of a performance
- than when you put somebody in a booth with
headphones and a tube mic. When they're with a band,
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they're more inspired to sing and project it out. I did it a
lot with Bono. He blows up tube mics, so you've got to
use the 58 and turn the track up really loud. He sings to
the track coming out of the speakers, and then you get
these performances out of him. I think it's a technique
that not a lot of people use; not many other people than
myself, Lanois, or U2. Theyre the only ones I've seen
make records like that. Once I started working with
R.E.M., Michael Stipe would be laying on the couch. I'd
give him a 58 and say, “Let’s put down what you're
singing in the room.” He'd say, “What? I can sing while
I'm laying down on the couch?” I think he got a lot of
cool ideas from doing that - a lot of lyrics came out of
him that way. Inspiration, that’s what it comes down to.

How about working on the Sling Blade

soundtrock? Thot wos pretty experimentol.

Yeah. Billy Bob Thornton asked Lanois to do the music. At
the time, we thought it was just a little art film. It had
a low budget of like $25,000 or something to do the
music. I had a lot of instrumental music that I'd done
with Lanois from the Mexico days - all these cool pieces
that I could lay in underneath pictures. As we were
watching the film, I would dial up a piece of music and
play it. They'd say, “Oh, we like that one!” I'd chop that
down and fly the music back in underneath. There’s one
track on Slting Blade called “Orange Kay.” He played that
live and I came up with this disturbing sound on it - it
had all these treatments on it with a sub-harmonizer. It's
scary sounding. Then I did a bunch of other recordings
with him where he played guitar and used this loop box
called the Boomerang. I'd do treatments on top of that.
We were a bit of a team. He'd play it, and I came up with
things to bring those instrumental parts together. That's
how all that came together. I was kind of responsible for
putting the whole soundtrack together. We were mixing
the movie, and Daniel put me on the job of putting the
soundtrack together for Island Records. He gave me a
production credit on it; produced by him and me. He
didn't [give me credit] for the movie, but for the
soundtrack I got a production credit. I pretty much did
all the work, but that's the way [it is] when you're
working under somebody. That's the way it works. They
get all the credit; you do all the work. It's that way
sometimes in the studio. I think that's where all the
abuse started with him and me. I don't think he wanted
me to go off and work with other people, because I was
such an ally in his camp.

You’re in Toronto these doys.

Yeah. Yeah, I'm here. I live right on the edge of the
Entertainment District. There are lots of little
restaurants. The hospital is a couple blocks away. For
a while it was four appointments a week; scans, and
blood tests, and this and that. I was living in
Burlington [Ontario, Canada] with my sister when all
of this came down with the cancer. It was hell driving
back and forth every day just for one appointment,
and then to come back to follow up the next day. A
friend of mine helped me put together a GoFundMe
campaign. That raised a bunch of money to help me
rent a little apartment here in Toronto and be close to
the hospital. It helps. When you're sick, and you're
driving for an hour or two to get back home every day,
you don't feel good.


http://tapeop.com/issues/114

M X i
MASTERS

ONLINE MUSIC PRODUCTION COMMUNITY

MIX o
SASTERS ”

el L

SUBTITLED IN

MUSE "SURVIVAL"
CHRIS LORD-AL(O;(E Deconstructing A Mix #13 0000000 E

LEARN FROM THE WORLD’S TOP PRODUCERS

MICHAEL BRAUER CHRIS LORD-ALGE ANDY WALLACE EDDIE KRAMER AL SCHMITT ANDREW SCHEPS
SYLVIA MASSY STEVE ALBINI NICK LAUNAY MANNY MARROQUIN TOM LORD-ALGE JACK-JOSEPH PUIG MIXEDBYALI
MITCHEL FROOM RUSSELL ELEVADO GREG WELLS PHILIPPE ZDAR JIMMY DOUGLASS SHAWN MURPHY MALAY
DAVID KAHNE TONY MASERATI JACQUIRE KING YOUNG GURU TOM ELMHIRST ALAN MEYERSON PETER KATIS
TCHAD BLAKE PAUL EPWORTH HANZ ZIMMER DAVID WRENCH BERNIE GRUNDMAN JOE BARRESI BOB POWER
ED CHERNEY JOE CHICCARELLI MIKE BOZZI ATTICUS ROSS MARCELLA ARAICA LESLIE BRATHWAITE EMILE HAYNIE

www.mwtm.com

GETIT ON

L .’ K;‘J[;asoto‘;e ] ’Google play |

UPCOMING 2019 SEMINAR

NOVEMBER 24-30 ALAN MEYERSON

mwtm.com/seminars



http://www.mwtm.com
http://mwtm.com/seminars

Your health is doing well?

Yeah. The doctors gave me the green light. They can't
find any more cancer in me, so I'm starting to get back
to work. I've been putting on these concerts, helping
to raise money for Princess Margaret Hospital for their
research for the melanoma cancer that I have. This
treatment that I'm on right now is an immune therapy,
in a way. I have to go in every three weeks and sit there
for an hour. This therapy that I'm on doesn’t work on
everybody; I'm lucky it worked for me. The cancer was
in my liver and spleen, so I'm super lucky.

I’m sure a lot of positivity helps.

T kept a real positive attitude and thought, “I'm not gonna
die.” I've got to put up with this treatment, and knock it
out, and get back to work. By having a year off and sitting
on the couch, it made me dream of all these other things,
like becoming a concert promoter and putting on these big
shows. I did one last October at [Toronto’s] Roy Thomson
Hall with Sarah Mclachlan, Randy Bachman, Sam Roberts,
Colin James, and a bunch of others. They all came in for
free, and I had a backing band. I put on this last one in
Hamilton. They were all Hamilton artists. It was a tribute
to all my friends and family who came from Hamilton. I
raised a bunch of money for the hospital that helped me.

How about recording? Hove you been

topping into the Toronto oreo?

I haven't made a record up here since I've been sick. I've
done a bunch of recordings with some people to test
things out and keep me going. I did go to L.A. and make
a record for four days with these women called Mustangs
Of The West. That turned out really great. I just went and
did some recordings with an artist in New York. I'm inching
in. I'm still in treatment at the hospital, so I can't go that
far away. Even though it shows that they can't find any
more cancer, they want to keep me on the treatment for
the full term of the drug. It's a two-year program, and I've
already done a year and a half of it. They say it's 95
percent sure that it won't come back if I do the full term.
It's a scary time. You've got to keep your mind busy. In my
book I talk about Lanois fucking screaming and yelling at
me. After 25 years of somebody calling you all the time, it
takes a toll! At the end of working with Lanois, I was going
to [the] emergency [room]. Everybody always said, “How
do you fucking put up with him yelling at you, putting you
down, and calling you all this shit?” Even Dylan joked
when I was sitting at the console, “What the fuck? Does
this guy have a mental problem?” It's work, it’s stress, and
then I was having panic attacks. I was in the emergency
room every week, like, “I'm dying.” They're like, “There’s
nothing the matter with you!” I'd say, “But it feels like
something’s failing, like I'm going to die any second. I
can't breathe and I'm choking.” They're like, “It's just a
panic attack.” I'm like, “No, no! You don’t understand. This
is physical, it'’s not mental.” Theyd say, “Nope! There’s
nothing the matter with your liver. You're perfectly fine.”
They put me on Lorazepam.

It’s a good drug, if used properly.

I know; it's amazing. I went through all that, and then
suddenly I had cancer. I thought the cancer was
causing these weird things, but it was a panic attack
again - while I had the cancer - and I didn’t even know
it, so it took all this shit, as well as going to therapy.
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So, how’s your motorcycle hobby doing? Are
you still collecting?

Yeah, I've got a couple of old British motorcycles that I tinker
with. That's another good way for me to take my mind off
of cancer and other things. It's like with music; when you
make a record and come out of there, you're a little bit of
a basket case. You're all concentrated and your brain’s fried.
Going for a ride or working on the bike is my meditation.
Id go on these rides with Dylan. He'd take these rides by
himself, and he'd discover that by taking these rides he
started to think about, “Oh, wow. I see what these guys
are doing now. I understand.” Where he didn't get it in the
beginning. It was difficult to see the big picture. He
directed all his energy into that once he got it. I've always
been into bikes. I've gotten bikes for Dylan, for Daniel, and
for other musicians. I think that it's good to have a release,
other than music. When you work in it all the time and you
come out of it, you don't want to listen to music at that
time. Youre burmed out. If you bum yourself out with
music, you lose your interest. Why are you making records
at that point? You've got to try to find interesting people
to work with who have great lyrics. I think that as long as
they've got great songs, I'll work with them. But I'm not
into trying to build anybody's career by trying to make
something out of nothing.

There’s a quote from the book’s
epilogue, “If I was on the same
level musically as the most gifted
musicians, I’d end up pushing ideas
on them rather than pulling from
them their own brillionce.”

Yeah. What I see in the studio is a lot of producers push
themselves [on the artists] musically. “Hey, I've got this
part for you. Try this out.” That works for some people, but
people like Tom Waits or Bob Dylan have to find their own
way. You don't want to step on their brilliance by steering
them in the wrong direction or saying, “Hey, I've got this
part.” People try to push themselves into other peoples’
music, where the artists are like, “I don’t want to use that
line! I like my lyrics better.” I saw Lanois pull that off on a
couple of people, but they weren't into it. I always thought
he was a brilliant musician, but telling Bono on “Where the
Streets Have No Name” - “Look mate, you can do better
than that work. That's throwaway. What are you thinking?
I know you can do better!” But Bono said, “No, I want to
keep it.” It was one of their biggest songs! Although he
was trying to help him, you've got to look for the lines to
cross and how to get around it. I let it become a good work
ethic for me. I do have to push certain people, but I make
them think that it’s their idea. Once they trust you in that
way, then you've got the license to open the drawers a little
bit more. I'm lucky that people keep calling me to make
records. Other people I know have had to seek out new
careers. One thing about this industry is that connections
make themselves. &

<www.markhowardrealmusic.com>
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ANDREW SARLO'S SENSE OF BEING

“ W GROUNDED, coupled with his simultaneous
“y respect for personality and human emotion
\ made for a unique and rewarding interview
experience. Even with credits like

Nick Hakim, Bon Iver, and Big Thief under
his belt, as well as an already-established
path into L.A."s world of professional
production, the 28-year old claims he’s,
"Still a baby, and I'm growing.”

Taking time away from a new project,
Andrew chatted with me about what it was
like learning under the masters at Berklee
College of Music, the emotional response
that music is capable of, and what that
should mean to producers.

Andrew Sarlo
Sanctuary o} Possibility

by Ryan Sommer
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