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Here, record producer Beinhorn reveals how to deal with interpersonal issues record producers

face when they work with artists one on one or in small groups. The situations and solutions

are based upon the author's personal and professional experience working with a variety of

different artists, such as Herbie Hancock, the Red Hot Chili Peppers, Soul Asylum, Hole,

Soundgarden, Ozzy Osbourne, Courtney Love, Marilyn Manson, Social Distortion, Korn, and

Mew.Beinhorn's unique methods and perspective, applied to record producing and music

making in the studio, opens the door to successful collaborative efforts. The author shows you

how to find what he calls your sensory connection to the creativity process, which ultimately

helps you find the intent behind your creative choices. You can read dozens of articles and

books that feature a hundred different people talking about what microphones they used when

they recorded Record X or how they set their stereo buss compressor, but you will never find

out what prompted them to make these choices. Beinhorn's focus on collaborative effort

enables record producers and artists to find solutions while working as a creative team.This

perspective is especially valuable as it is transdisciplinary and can be applied to many

occupations and modes of creativity outside of record production.
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been producing records in one form or another. During that time, I’ve worked on several

records that were extremely successful. I created a tape-recording format, and I was

nominated for a few Grammy Awards. Whatever I’ve worked on, I have always been utterly

captivated by the magic that goes into, and is generated by, the creative process.I’d like to think

all this has given me unique insight into record production—even a degree of expertise. In spite

of this, I seem to learn something new or encounter something I’ve never seen before on every

project. This is because I try to be open to the creative process and its outcome without trying

to dictate exactly how it has to go. I find if I simply show up to work and devote myself to it,

everything falls into place.This constant process of learning and being mindful of the artistic

experience that record producing can be assures that my perspectives on what I do will never

stop evolving, I’ll never grow bored, and I’ll never know everything there is to know about what I

do. This is exactly how I want it. If I could no longer experience record producing in this way, it

would cease to have meaning for me and I’d have to stop doing it.You see, once upon a time,

record production actually did lose its meaning for me. Once upon a time, I seduced myself into

believing that I was a businessman—not an artist—and I began to envision producing solely as

a means to make money. Once upon a time, the magic of doing this work faded away—along

with the creative process—turning it into a tedious, chaotic, unrewarding waste of time and

effort.As this metamorphosis was taking place, I gradually lost sight of what had made record

production incredibly satisfying, and even financially rewarding. The truth is, I was only good as

a record producer when I viewed it as an artistic process. It only worked for me when I treated

it as a form of my own personal expression.This is the main reason I wanted to write this book

—to bring to light exactly what this process is and how to use it wisely and creatively as it

pertains to record production. The process starts with knowing exactly who you are in relation



to your work. In my case, I discovered I’m not a businessman. I’m not an entrepreneur. I’m an

artist. That’s all I ever really wanted to be in the first place.When I chose to be mindful of this, I

found my way back to doing really good work as a producer. And when that happened, I felt a

renewed sense of purpose. I wanted to share my experiences—not only what I’ve learned over

many years of being a record producer, but also what I’ve seen since I became mindful of who

I am and how I fit into the process of record making. Finally, I wanted to share my journey of

starting out as an artist, attaining success, losing my way, then finally, returning to where I

started. As a result of this journey, I’ve experienced some completely oppositional perspectives

on life and have a heightened appreciation for all of them.I feel that sharing this information is

far more valuable than writing about which microphone preamps I used for recording the drums

on the Soundgarden record Superunknown. There are more than enough books in the world

that address the technical part of making a record, but none about a producer’s intent when he

makes a record. You can read dozens of articles and books that feature a hundred different

people talking about which microphones they used when they recorded record X or how they

set their stereo bus compressor, but you will almost never hear them address what prompted

them to make these choices. You will never hear them speak about the intent—the need to

express an emotion or a feeling—that motivates their decisions. Without someone addressing

this aspect of record making, there will always be a disconnect and always the nagging

question, “That sounds so good—but why did they do it?” This is another reason why I wrote

this book.In reading accounts of how masters have made records, I have found that few of

them talk about the intent behind their choices, their methodology, the emotions they were

trying to evoke, or their credo. On the surface, it seems like their choices were made without

feeling or consideration for the music they were producing and were mainly about technique.

This implies that those who wish to learn this art can act similarly. The world looks chaotic and

meaningless to one who seeks knowledge from masters who don’t provide deeper

explanations for their actions or insight into their creative process. My goal is to expose the

creative motivation and intent that influences the choices great producers make when

producing great records.Just as important, we need to recognize that there is tremendous

need for an ethical and holistic approach to record production and artist development. This

need has only grown over recent years due to the path that the people who run the so-called

music business continue down. Let me put this into context for you.Anything extraordinary

about the music business was, is, and always will be based on the creative output of artists.

This creative output has virtually nothing directly to do with managers, record company

executives, or record companies. At best, they provide an environment that allows artists to

create. At worst, they can completely undermine an artist’s ability to create. The best thing any

record company executive ever did was to recognize the seed of greatness within an artist and

nurture it to fruition. The best thing any record company ever did was to bankroll an artist’s truly

creative process of fancy and offer them up to the world when they were ready for

perusal.Without the infrastructure these peripheral individuals provide, there’d be no business

to sell music. However, without artists there’d be no need for infrastructure because there’d be

no music to sell. Ideally, in the past, the artist served his muse and, like the patrons of yore, the

record company either served the artist or maintained a symbiosis with him.Sadly, throughout

the past twenty to thirty years, instead of nurturing artists, the music business has excelled at

marginalizing and trivializing its product while attempting to tailor it to appeal to as broad an

audience as possible. When lucre became elevated to such a lofty height by the music

business, the performers and artists followed suit. Instead of making art to make a living, the

sole emphasis was suddenly on making money for its own sake, by any means necessary. In



the process, the role of the artist/performer was replaced by that of the entertainer/

entrepreneur.Over centuries, music has evolved and finally, has been utterly commoditized. It is

now a lifestyle choice, an appendage—the equivalent of a piece of clothing, a bottle of

perfume, a pair of headphones—except that you still have to pay for those items. And this point

is infused with even greater irony when you consider that many of those other commodities are

exactly what modern entertainers put their names onto when they make their long-awaited

trade up from performer to entrepreneur.In such a climate, is it any wonder that artists are

extremely challenged to committing emotionally to what they create? It often feels as though

many contemporary popular artists have no idea how to connect emotionally with, or through,

their medium. This goes a long way toward explaining why there seems to be so little real

feeling in much contemporary popular music—only the simulation of feeling. As a

consequence, there is little or no real communication in the music between artist and listener—

only the simulation of communication.At the very essence of music is communication. Relieve

music of its ability to speak to another human being, and it becomes an empty shell. It

becomes the signifier for a message with no purpose or meaning.The creation of music is

somewhat reactive; it’s based on the need to communicate an experience you have either

within or outside of yourself. Apart from being highly expressive and highly communicative, it is

also kinetic. It relies on the component of believability and engages in direct dialogue with an

audience, unlike painting or writing. And for music to naturally communicate kinetically, we

must find a path back to helping a creative artist commit emotionally to her own work, to help

her truly invest in her creative process, and to outline an ethical and holistic approach to record

making. This is what we’ll explore in this book.In a sense, the expression found in popular

music is very similar to that in acting. Actors are considered great based on their ability to

express themselves or to be believable in their craft. They often learn an acting method, a

system by which they can become more pure and honest in self-expression.The actor,

playwright, and poet Antonin Artaud referred to actors as “athletes of the emotions.”

Considering the effect that composers such as Mozart and Beethoven had on the audiences of

their day (and for so many years hence), isn’t it logical to view them similarly? And haven’t

artists such as the Beatles also wielded extraordinary power over their audiences? What is a

popular music vocalist if he is not an “athlete of the emotions,” who must often compress the

full emotional impact of his expression into a statement of less than four minutes?I feel that in

all people there is a bridge that connects the conscious mind, the unconscious, and the

physical body. This bridge is where the act of being creative becomes a sensory experience

and is at the core of all artists, whether they are actors, musicians, painters, or work in other

media. This is where artists find their intent, sensitivity, expression, and motivation. The

spontaneous act of creating and performing music is accompanied by an undeniable sensory

experience within the artist that is directly related and proportional to the sensory experience

that a listener has when he “feels” the music he is listening to.If you allow the possibility that

popular music is a unique and essential art form, with no less validity than any other, isn’t it

logical that the essence of this art form and its experience should be recognized, lionized,

illuminated, shared, and even taught to those who wish (providing they have the innate talent)

to learn it? If we can figure out methods to teach actors how to emote and be expressive, why

can’t we do the same for popular musical artists? Perhaps the question really ought to be, why

doesn’t anyone ever take this into consideration when they “develop” artists?This goes back to

some of the elements that make the work I do so much fun. These are the collaborative aspect,

the communal effort, a group of people working together with one purpose in mind and no

other agenda. Few thrills are greater than participating in a project where an artist surpasses



her own expectations. From where I stand, this is one of the best and only ways to move

forward and make great art. It is the only way I can imagine to make popular music that once

again matters to people everywhere. Because, more than anything, people who hear music

also want to feel it.That’s one more thing this book is about—not simply my perspective on

making records, not just the credo or intent that drives my creative process, not just interesting

ways to effect change in creative situations and the creative processes of others. It’s also about

what the creative process feels like when I am (or you are) in the midst of it. The fact is,

everyone who creates has some kind of physical, somatic connection to their creative process

—just the same as the audience who experiences the end result of that process does. Most

people are simply not aware of it. When you’re in touch with this sensory connection, you will

always know what you’re doing.And, whatever you’re going to do next.1.The Record

ProducerWhat is a record producer? Even though the job title seems to carry a lot of weight

and has an almost heroic, mythical resonance to it, most people don’t really know what a

record producer does. In fact, most artists and record company executives don’t even

understand what record producers do, although many of them believe that simply having a

specific producer’s name on their recording will guarantee them success, even if the producer

in question winds up contributing next to nothing.On the surface, record production is

comparable to a wide variety of jobs—from office manager to school teacher to film director to

lion tamer (and, perhaps, clinical psychologist). Beneath the surface, a record producer is often

an objective outsider, an independent consultant, a music fan, a song cowriter, an arranger, a

recording technician, a computer programmer, an artist development specialist, a support

system, a psychologist, and a catalyst. But at its core, record production is mainly about being

a conduit that helps the entire creative process flow most efficiently while maximizing the

creativity of all the participants on the project.To be clear, a record producer’s primary directive

is to help the artist excel. The producer does this by illuminating the artist’s creative path,

demonstrating various ways the artist can reach the highest level of expressive ability, and

often motivating or pushing the artist to reach this summit. Working with a record producer is

ideally not only an enlightening experience for an artist but also character building and life

changing. After working with a talented producer, the artist may never view his work the same

way as before. He should feel as though he’s leaving the project as a different person from

when it began, with a brand-new perspective and skill set.Each record producer has his own

approach and methodology—there is no right, wrong, or even generally accepted way to

produce a record. This is also what creates so much confusion regarding the producer’s actual

function. Some record producers are very hands-on, involving themselves in every aspect of a

production, from the recording budget to song arrangements to songwriting to working with the

artist on her performance and the nuts and bolts of the recording itself. The scope of this

producer’s work is anything in the creative process that, by his estimation, requires

assistance.Some producers are mainly involved in the technical side of a recording and are

either minimally involved in the musical or creative side, or not at all. Some producers cowrite

the music for a recording with the artist (and often perform on these recordings) but don’t get

very involved in how the actual recordings are made. In some cases, these producers are also

songwriters who are eager to acquire a larger equity share of a recording by writing songs for

their artists, and then producing them. Some producers do multiple projects simultaneously;

they hire engineers to run their sessions for them and check in periodically but generally don’t

go to the studio to do hands-on work with the artists while the recording is underway.The old-

school record producer stereotype was an omniscient, evil genius—a pale-skinned, puppet

master Svengali who intimidated and manipulated his bewitched charges while rolling with the



jet set in the evenings and on weekends. The stereotypical new-school record producer is a

clichéd, youngish, scruffy hipster in white kicks who gets all his clothes from multiple

endorsement deals with apparel companies that outfit prominent sports figures. He wrote the

book How to Schmooze for Dummies, is marketing his own “personal scent,” has his own scale-

model action figure (by Mattel), knows more about his iPhone than a microphone, drives a

Mercedes S600 and a tricked-out white Range Rover, has two young, hot PA’s who were exotic

dancers in a former incarnation, and rolls with the jet set in the evenings and on weekends.The

bottom line is that record production is like any other form of work. It’s time-consuming and

requires dedication, skill, and a lot of effort.Although there are many types of record producers,

I tend to put them in one of two categories. In the first category is the producer who makes an

artist’s recordings sound like every other recording in the same genre. He has a sound that he

is known for, and no matter what artist he works with he follows his very specific template and

never deviates from it—not even for an instant. This approach tends to deliver the same, very

quantifiable results every time it’s employed.In the second category is the producer who makes

recordings in accordance with the way he hears things. This approach is more abstract, more

personalized, caters to the uniqueness of the artist, and, consequently, is more open-ended. It

can’t deliver quantifiable results the way the other approach can, but you can pretty much

guarantee that the end product will always be more personal and more interesting.A record

producer also functions as an objective third party, providing experience and expertise as an

invaluable resource for an artist to draw from. The flip side of working with a producer is that

she might either be personally uninvolved and detached from the projects she works on, or

become proprietary and develop a sense of ownership regarding the artist’s work. The former

situation often occurs because the producer wants to get a job done quickly and be able to

move on to her next job. The latter situation often occurs as a result of the record producer’s

ego. The title “record producer” establishes a specific hierarchy, and being the leader of a

project can be very seductive for some people. These individuals often buy into the idea of

what being a record producer looks like to others, and then take it too far.I feel that to do this

work properly, it’s essential to contribute to it artistically. It’s imperative to speak up when you

have an idea that will improve or potentially save an artist’s song and to stick to your guns if

you believe in your idea. It’s also vitally important to know when to disengage emotionally, to

stop being an artist in your own right, and to let go of your great ideas if they are operating at

cross-purposes with those of the artist or the project.In the most ideal sense, a record

producer should have no interest or agenda in dominating or manipulating what the artist does

—just in intensifying and distilling it. As a fellow artist, he may see his function as being a

conduit or a receiver that funnels ideas to the artist for the benefit of the creative

process.Therefore, it is essential to constantly exercise flexibility for the sake of the artist, the

project, your own creative process, and your peace of mind. This occasionally requires giving

up your preconceptions and your proprietary feelings, and somehow remaining as completely

committed to the work as when you began. Being flexible may be the single most difficult—and

important—aspect of producing records.THE PRODUCTION PROCESS BEFORE

RECORDINGAlthough some of the most important decisions on a recording project are made

during its earliest days, this part of the process is often the least addressed, possibly because

it’s not very glamorous and involves a lot of intense work. The next few chapters address the

ways I approach various stages of pre-production of a project before the actual recording

starts. I tend to deal with the process in stages, because a methodical approach often

encourages creative ideas to develop organically, instead of feeling forced.Later on in the book,

I’ll provide more specific and in-depth explanations for how this all works.Stage 1: Introduction/



Interview. This stage entails meeting the artist, preferably via e-mail, and then meeting in

person or over Skype, FaceTime, etcetera. This helps set the tone for how the artist and I will

work together.Stage 2: Flyover of Artist’s Work. I listen to the artist’s demos and previous

recordings, watch his videos, assess his work, and get inside it. During this stage, I generally

get a feel for who the artist really is as opposed to who he claims to be and what the artist is

actually doing as opposed to what the artist imagines doing or wants to do. Combined with

stage 1, this stage helps me determine whether working with this artist will be a good fit.Stage

3: Creative Visualization. Assuming that the artist is an ideal candidate and there is a good

rapport between us, specific groundwork is laid for the creative collaborative process to

commence. During this stage, I complete my conceptual overview of who the artist is (as an

individual), what the artist is (as a creative entity—whether she is a dedicated artist, an

inspired dilettante, a skilled artisan, an unskilled enthusiast, or an exotic blend of these

elements), and what the sum total of the recording may look like at completion. At this point, I

start to develop a mental picture of the artist’s future work (as it may be affected by our

collaboration) and to envision the best ways to actualize and enhance the artist’s maximum

capabilities.This visualization creates an understanding regarding how to move forward and will

guide nearly every decision I make with regard to the artist and his project.Stage 4: Preliminary

Pre-Production. The artist and I commence our creative collaboration. Gradually, as this

process deepens, I gain the artist’s trust, an even deeper insight into the artist (musically and

otherwise), and the artist’s songs come more clearly into focus.I refer to this stage as

preliminary pre-production, and the technical aspect of it covers everything from examining and

fixing song structures and song arrangements to band orchestrations, addressing performance

issues, and so on. This stage could conceivably last for a couple of months and requires

regular interactions between the artist and myself. Most of the interaction is via e-mail, Skype,

or FaceTime, with one or two physical meetings per week (each of which might ideally last two

to four hours). All of this will vary in accordance with the artist’s needs, my recommendations,

and other factors, such as how far away the artist lives from me.There is also an interpersonal

component to this stage. Working more closely with the artist, I now begin to experience him.

All along, I’ve been intuitively “reading” the artist through his music. Now, being in closer

proximity with him, I start “reading” him and begin connecting the creator to his creations. This

also helps me develop an awareness of the artist’s unique way of communicating ideas and

feelings. I start to pick up on the artist’s sensitivities and am mindful of them when

communicating any ideas, critiques, or thoughts to the artist.Among other things, I feel that my

job is to create a safe environment for the artist, within which he feels comfortable and is aware

that any concerns he has (creative or otherwise) will be heard and addressed. It’s important

that I’m always conscious of this if I’m going to win the artist’s trust, help build his confidence

and to provide him with the proper tools to navigate his creative journey. In doing this, I wind up

developing an empathetic rapport with the artist, which helps me get an instinctive sense of

what he truly requires.Stage 5: Pre-Production. Once the artist’s music is arranged and roughly

orchestrated, other musicians can be brought into the creative collaboration process.This is the

pre-production phase of the project. Pre-production ideally lasts for two to three weeks

(although, it can last even longer) and involves daily rehearsals. I’m present with the band

throughout the process, with the possible exception of when specific band members need to

rehearse together and focus on aspects of their performance.At this point, all the musicians

should know the music they will be recording intimately. They will already have been playing

the songs together or heard the songs in demo form and learned them. They are prepared to

work on aspects of performance as well as developing their parts further.At this stage, I often



record band performances while in rehearsal just to get a point of reference (or, on the odd

chance that someone plays something great and subsequently, forgets it). I generally use a

smartphone or a handheld digital recorder with built-in microphones. Taking these performance

recordings out of rehearsal, I can listen forensically, make changes where applicable, and then

go back in with band to implement them.Stage 6: The Next Vista Awaits. The pre-production

stage is completed. All of the songs we have been tirelessly working on are now ready to be

recorded with, in some cases, new arrangements, and a fresh approach to performing them.

The songs have strong foundations and (with noteworthy exceptions, such as parts that can be

composed later in the recording—for example, percussion, keyboards, background vocals,

additional guitar overdubs, strings, and brass) all the vocal and instrument parts have been

written. We are now ready to transition into the recording studio, meet other members of the

creative team (such as the engineering and technical contingent), and begin the next phase of

the process.AND WHAT HAPPENS AFTER YOU’RE IN THE STUDIO?You’ve done all the

preliminary work, and brought the artist’s songs and performances to a level that even you

couldn’t have predicted. You’ve selected an engineer who you feel is a perfect fit with the artist.

The heavy lifting of pre-production is done, and the siren’s call of the recording studio beckons

you forth. Now it’s time to let your imagination run wild and have fun.But nothing is ever as it

seems. On the first evening of recording, at the first stroke of eleven o’clock, out of nowhere,

everything suddenly goes haywire.The bassist has forgotten all his parts and flips out. The

guitarist has punched the singer in the face and blood is everywhere. Everyone is ignoring the

engineer, who can’t stem the mounting tide of mayhem. Discord reigns and all hell has broken

loose.What the hell just happened? You thought you had it all figured out. Everything was

going so smoothly and you had already begun to ease into this next phase. Suddenly, without

warning all your perfectly laid plans have gone up in a puff of smoke. For whatever reason, the

recording feels hexed, as if it’s all magically come undone in an instant.What do you do now?It

would be too easy to curl up in a ball, stick your head in the sand, and ignore what’s

happening. But you know that great recordings can’t get done when the prevailing atmosphere

is nihilism. You know how you would feel if you were suddenly in the middle of a creative war

zone, without a road map or anyone else to help pick up the pieces. And you’re not the kind of

person who bails on something just because it hit an unexpected bump in the road. So, you do

what any clearheaded, responsible individual does. You roll up your sleeves and take

charge.Kind of calls to mind that scene in The Godfather Part III when Michael Corleone

exclaims, “Just when I thought I was out, they pull me back in!”The first thing to do is restore

order. You probably won’t be able to fix anything this late in the evening, so you calm everyone

down and make a plan to regroup. The next day, you head down to the recording studio and

regroup the troops. They’re in pretty bad shape but you’ve seen worse. They may have all

gotten overwhelmed by the first day of being in the studio.Who knows? You do the necessary

damage control and everything resumes, this time, with no hiccups.Some producers will

blithely tell an artist that they’re more of a cheerleader than a hands-on producer. Still other

producers will show up at the studio at their leisure and sit on the couch all day making

business deals on their iPhones. But you don’t operate like that, because experience has

taught you to look further down the road. You know that not only will the artists you’re

producing have to bear the consequences of any careless choices you make, but that in the

long run, you’ll also have to live with them, too.And from this point on, everything you do will

simply be an extrapolation of what you’ve done during the early stages of the project. It just

needs to get recorded.Now that you’re at that stage, you begin strategizing with the engineer

about how the band will be recorded—such as which microphones and signal paths will be



used, which performers will be playing when the initial recording takes place, and so on. You

pay attention to the integrity of each portion of each signal chain, their nuances, how they

interact and eventually come together to assist in creating an integrated band sound. You know

the general characteristics of each microphone, each preamp, equalizer, and compressor that

can be introduced into a signal chain, so you have a strong sense of how to paint an evocative

picture using these audio devices. Having such a broad palette to choose from is like being a

kid in a gigantic candy store.You review song structures and all aspects of performance with

the musicians and make sure they know exactly what they’ll be playing. This is where all that

preliminary and pre-production work you did comes in so handy.While you’re keeping an eye

on all the technical stuff, you’re also paying close attention to the general mood and how each

individual is holding up. You know the way this works. Everyone, at some point in the recording

process, needs some one-on-one coaching. You know when to be encouraging, when to push

hard, and when to hang back, leaving them alone so they can figure things out on their own.

You also want to pay close attention in case another fracas, like the one at the outset of the

project, happens again. Of course, it doesn’t.When the recording commences, you morph into

a minutia-obsessed, multitasking maniac. You’re constantly attentive and acutely attuned to

everything around you. You can hear the tiniest subtleties being picked up by each individual

microphone. You can tell what each person is feeling and if they’re concentrating on their work

just by listening to how they’re playing. That’s part of what makes this work as much fun as it is

challenging.You select the best versions of each song, and if you were recording only drums

and bass first, you begin to record all of the overdubs. More setups, more signal processing,

more coaching. This is the juncture where art and interpersonal dynamics meet. It’s your

milieu.Finally come the vocals. Generally, you try to break them up by stopping every few days

and recording other instruments so as to give the singer a break and let his voice cool down.

On this particular project, you’ve already lost a lot of time and there is no wiggle room—there

are only a few days to cut the vocals. You just have to hope that the singer’s voice stays fresh

for the entire time and doesn’t give out. This is a big deal. After all, the vocals just happen to be

the most important component in the entire project. With grim determination, you grit your teeth

and dig in.Panic, chaos, and everything else imaginable, ensues. You’ve seen it all before.

Working closely with the vocalist and helping him through the bumpy patches, the vocals get

completed.And somehow, in the process, everything else gets recorded, too.Joy of joys—

everyone who hears it, loves it. You love it, too. Why wouldn’t you? You worked your butt off

making it.And then, it’s time to mix the recording. You get to listen back to months of hard work

that finally have come to fruition. You recall all the stages it went through to attain completion.

You gaze lovingly like a proud parent at all its component parts splayed out over a mixing

console—one last time before it’s committed to stereo forever and ever.Then, as quickly as the

project began, it’s over. And, just as you have on so many other projects you’ve finished, you

look back and wonder how it all managed to work out. Was it magic, talent, or just blind luck?

You’ve dodged another bullet. Phew.DIALOGUE IN THE STUDIOI was working on a recording

with M. N. and his band. When it came time to record his guitar, I felt that he was holding

something back in his performances. I needed to address this with him, but it had to be done

without affecting his confidence or our intention to record his best performances.Michael: Okay,

let’s stop for a minute and talk about what’s going on here.M. N.: Okay. What do you mean?

Michael: Well, I’m hearing you play this song and I’m not really feeling you coming through. I’m

not getting you—your personality. I feel like you’re hiding yourself behind a wall; like you just

want to get this whole thing over with and you don’t want anyone to see you while you’re doing

it. It’s like you don’t want to connect with anyone who’s going to be listening to what you’re



doing.M. N.: You’re getting that just from listening to me play?Michael: Yes, I am. And we—you

—want to make this powerful, believable, right? Your performance—I assume you want it to

connect with people who hear it.M. N.: Well, yeah.Michael: Okay, well, it’s not believable and it

won’t be if you’re not investing yourself in it—if you’re not present in the room with us. You

know, people who listen to music don’t hear the other instruments. They go straight to the

vocal. Everything else, to the listener, is an afterthought, even subliminal. You know?M. N.: I

don’t really think about that, but yeah. I guess so.Michael: But, that said, the vocal can’t be

meaningful if everything that’s supporting it isn’t performed with conviction. And that’s why

everything we’re doing—down to getting the instrument sounds to coexist—it all matters so

much.M. N.: I know what you mean. It’s always so hard for me to come into a recording and just

do what I’m told. To play what I’m expected to play and then get paid and leave. What you want

me to do is so different. It’s kind of foreign. I can keep trying.Michael: Okay, but there’s more. I

don’t want to hear you try anything. You have to be fearless and unafraid. Do you mind if I

make an observation?M. N.: Sure. Anything.Michael: I can feel that you’re hiding part of

yourself away. There’s a lot of rage in there that you don’t want to let out because you don’t

think anyone is going to like it or you. You think people will think less of you for letting it off the

chain. But while you hold on to the rage, it just festers and cripples you—it holds you back

creatively. I’m showing you the opportunity to release it, all of it. It’s safe here. No one is judging

you. I’m just a listener—someone who loves music and wants to share the experience of your

releasing this intense emotion you have stored up inside of you. That’s the only thing that

matters at this very moment.M. N.: Whoa. You can see all of that? [Pauses. Starts to

cry.]Michael: Yes, and it’s vital for you to use this experience as a means to release what’s

inside you now. Play with all the intensity you have. This is the best way to free yourself and

start living and enjoying your gift. Be here, play this song, and put your entire being into it. You

can stop hiding. You have it in you—you have great talent.M. N.: This is frustrating and scary. I

know it’s in me, I’m just not sure . . .Michael: Come on, man. No excuses. We’re here to help

you get through this. I want to feel what you’re really feeling come through your performance. I

want to feel your anger; I want to feel your joy. If you risk letting people see who you are, then

the singer will also feel it and she’ll be challenged to let people see her, too. It’s all cumulative,

all down the line. This isn’t just about playing a song—it’s about raw emotions, expression, and

release. All those emotions are trapped inside you and they need to get out. This is the way to

do it. It’s about making a commitment to what you’re doing and leaving something of yourself

behind. That’s you leaving your mark on this music. That’s what you want, isn’t it?M. N.: Let’s

roll it again. I’m ready.2.Prep WorkIt never fails to amaze me that many people who identify

themselves as record producers commence work on recording projects without knowing

anything about the songs or artists they’re going to record. Yep, you read that right. There are

people getting paid cash money to make records who start a recording without knowing a

single note of the music they’re going to be working on. It’s as though they think that everything

will just magically happen while they leisurely sit back, dispense a few sage platitudes, and let

the Pro Tools guy fix what doesn’t sound right.Even more bizarre to me are those record

producers who have actually listened to the music they’ll be working on and have no ideas or

thoughts about how to improve any of it. I can’t help but wonder if this sort of cavalier attitude

would be permissible in any other business or type of work. How would you feel about having a

surgeon stand over you, scalpel in hand, and as the anesthesia starts to kick in, he ever so

casually mentions that he has no idea what he’s supposed to be doing for you?The fact is,

nothing great has ever come from anyone passively sitting back and making neither a

conscious effort nor contribution to what they were supposed to be doing. Especially not when



their agreement to work on a project also represents a commitment to giving it their very best

efforts.All recordings need some degree of prep work. This may be as simple as listening to the

songs you’ll be working on and getting to know them. Personally, I feel it means getting

immersed in them to the point where they become part of my DNA. And yes, I’m aware that by

saying this I’m admitting that I develop a personal relationship with, and thereby a proprietary

attitude toward someone else’s music. For better or worse, that is how I work when I’m wearing

my record producer hat. As a result, I must constantly be aware of when I’m becoming too

proprietary toward someone else’s music.The way I see it, an artist is coming to me for

guidance and I’ve represented myself as being the man for the job. I might as well sit down and

listen to what she does. It also won’t hurt if I take note of what feels right and wrong to me

about it. Since I have connected with it and decided to work on it, I can invest myself in

cracking its code and help make it feel as right as possible.If you can detect that something in

a piece of music doesn’t feel right to you, sit with it and try to develop a deeper understanding

of what feels wrong. First, it helps to identify what exactly is making you feel uncomfortable. For

example, is there an issue with the song structure? If so, is it in the melody, chord selection, or

chord sequence? Is there an arrangement or orchestration issue or is there an issue in the

performance? Next, consider a solution that might improve this issue and how you can best put

it into effect. It is always helpful to establish a baseline standard for both good and bad

elements. For example, by combining your feeling for the artist’s body of work with your

personal aesthetics, you can establish a baseline for what you consider to be the best and

worst ideas she has presented. Once you have established a baseline standard of the artist’s

best work, you can use that as a general point of reference. From there, you can help the artist

to maintain everything he does at that baseline or attempt to surpass it.Concentration and

focus are necessary to assess and prep an artist’s songs, and you should be prepared to

spend as much time as possible in order to do this effectively. If you can’t or won’t invest

yourself in working with an artist’s music at this level, you have no business trying to produce

it.This stage of work doesn’t end once pre-production begins, or even when the project goes

into a recording studio. Well into the recording process, I have constant flashes of inspiration

regarding new instrument parts, arrangement and performance ideas, and other

embellishments. By remaining completely open to inspiration, the creative well never runs dry.

Often, ideas and parts bubble up from my unconscious while I’m listening to something else

I’m currently working on. An idea may pop into my head when I’m doing something completely

mundane and meditative, like washing dishes or driving. Frequently, ideas come at night when

my brain doesn’t want to shut off and needs an excuse to keep working. This always reminds

me of how excited I was as a little boy to stay up late. It hasn’t really changed.After listening to

a song a few times, I generally have the entire structure memorized and can listen to it at will,

using my mind as a playback device. I’ll often work on music this way, focusing on what doesn’t

feel right and imagining a fix, a new part, and/or sound. I’ll assess whether the music is

speaking clearly to me and delivering all its emotion. Whenever the emotional content is

lacking, I instantly lose my connection to the music. The same thing happens if the artist isn’t

connected with his own performance.I generally know something isn’t right if I begin paying

attention to other things in my immediate environment rather than the music I’m listening to.

This awareness guides me toward the sounds and/or parts that are interfering with my

connection or ability to hear the music and helps me find a way to address the issue. Once the

issue is dealt with and the song flow is restored, the distractions tend to vanish and the song

comes back into focus.It is essential to have an active imagination for this approach to work. I

feel that a lifetime of daydreaming has assisted me in developing my own imagination and



enables me to let it off the chain as often as possible. So does meditation, listening to many

different kinds of music, pretty much all stimulating experiences and exposure to other forms of

expression. I can’t overstress how vitally important it is for the imagination to be allowed to run

wild and expand, instead of being shoved into a box and constantly forced to conform. Often,

doing something creative without the expectation of an outcome can be far more rewarding

than performing the same action with a specific end result in mind.My imagination has created

a very rich and active fantasy life for me. When you imbue your inner world with the awareness

that anything is possible, the outside world begins to reorient itself accordingly. If anything is

possible, then anything can be imagined and, thereby, created. Having this alternate perception

running concomitantly with whatever the perceived concept of reality is has been extremely

helpful when I have to shut out the world and commune with my unconscious.People may insist

that creativity is a conscious act, but the unconscious is truly a bottomless wellspring to mine

for greatness.THE INTERVIEW PROCESSPrior to working with a producer, the artist should

get to know the producer and the producer can begin evaluating the artist. This is where the

relationship between the producer and the artist begins. This doesn’t need to be a formal

interview, but that’s basically what it is.I feel it’s important for me to get to know the artist as an

individual while also becoming familiar with his work and process. Taking time to find out about

his life, his background, likes, dislikes, family, what influenced him to become an artist, what/

who inspires him, and so on, helps me to understand him and relate to him as an individual.

Knowing about the artist’s background can provide deeper insights regarding what motivates

and drives him and generally makes it easier to work effectively with him. This may sound a bit

too involved, but we are forming the basis for a very intimate relationship, and the better I can

serve this relationship, the better the creative process will likely be.
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E. A Young, “Fantastic information on production process and mindset. A great insider view into

the life and work of a producer whose ultimate, primary client is the music. I think I have a good

producer's mindset already, and am learning a lot from reading this book. So thankful Mr.

Beinhorn took the time to write it. I find it most useful for my own creative work, as the

"cobbler's children go without shoes" and I have the hardest time producing my own stuff vs

other people's stuff.”

Bjorgvin Benediktsson, “One of my favorite books on music production because it bypasses all

the .... One of my favorite books on music production because it bypasses all the technical crap

that’s irrelevant to creating art. It’s not about the pre-amps or the microphones.It’s about how

the soul of the performance and the right artistic mindset can create truly great art.I read this

book immediately when it came out. I then gave it away to someone, I forget who. I immediately

bought it again. I wouldn’t be surprised if I repeated this process multiple times over my

lifetime.”

AwoWw, “Great read, easily enjoyableØ=Þ�. Purchased this book for a gift for my boyfriend who is a

music producer, and he really enjoys this. A few other members that work with him also read

into this book and they too enjoyed it. This is great for anyone really.”

rafa, “incredibly nuggets of info. very very helpful”

Sam Johansen, “A good read, if you give it your time. This book was really helpful for me. I've

been making music for over 15 years now, and it reinforced things I knew, and also taught me

new things about putting a song together. A good read, if you give it your time.”

Richard, “Must read for musicians who record and recording engineers. Great read for any

musician that will be recording or recording engineer. Offers different ways of thinking.”

L. Bradford, “Galvanizing - For artists of all disciplines. I'm not a music professional, but am a

dedicated music lover, arts education advocate, and a theatre artist who lived in Seattle most

of the 90's; so I was originally drawn to reading this not to learn about music production but for

the behind-the-scenes anecdotes about some of my favorite bands (Soundgarden, in

particular). What I walked away with was so much more than I could have imagined -- in many

ways, Beinhorn's book reads as a meditation from a zen master (I mean, the man must have

such patience to have masterfully collaborated with some of his clients!). I don't recall any other

music industry "how-to" book that employs the word "mindfullness" multiple times in the first

few pages alone. (And, incidentally, I finally understand what being a music producer entails --

at least one of Michael Beinhorn's artistry and astute intellect.) Intriguingly, he also

underscores the importance of established artists eventually giving back by mentoring (and

understanding) the next generation of artists.While Michael Beinhorn is a music producer/

artist, his book UNLOCKING CREATIVITY could serve as a template for artists of all

disciplines in developing a grounded, dedicated and honest approach to creation and

collaboration. Seriously, this book should be included in collegiate level courses -- I only wish

I'd read anything this practical yet inspiring when I was leaving arts school to enter the

entertainment industry slog. It's a rough industry in uncertain times, but this tome gives hope

that the beat will indeed go on. So if you need to remember why you love music, making art, or

just being a creative cool cat in this increasingly uptight corporate world of ours, read this book,

then read it again. Thank you!”



Elijah, “This Book Rocks! And Of Course It Should.... I have been producing records in the

studio for 25 years, and Michael Beinhorn has been an important influence. When making our

own records we always referred to his work in slightly mythical terms. There was a lot of talk

about "What would Michael do?" when we would spend days, weeks, and ultimately years in

the studio trying to create a masterpiece. We wanted to know the secrets to making a great

rock record!So when I heard that he had written a book I was excited to read it! He has

produced so much amazing music from co-writing the seminal Hip Hop hit "Rockit" for Herbie

Hancock in the eighties to being nominated for producer of the year in 1998 for making

Celebrity Skin by Hole http://amzn.to/1I8Sve5 , and Mechanical Animals by Marylin Manson

http://amzn.to/1I8SC9rAnd if that wasn't enough (for I would have died happy had I even just

made coffee during one of the many records Michael has produced) he also produced

Superunknown for Soundgarden http://amzn.to/1I8SLti along with many others.Well I never did

get to make coffee but I did the next best thing instead...I read Michael's book and invited him

to be a guest on my podcast, RecordingStudioRockstars.com/9-2 (Thanks Michael!)Unlocking

Creativity is not about recording techniques or microphone choices. If you are looking for gear

talk then you will be in for a surprise. But it will be a good surprise! Michael focuses on the

important stuff when making a record (or any creative work), the people.This book is a field

manual for producers who want to help an artist create their best work. It is so full of Tweetable

wisdoms about recording and managing the inspirations and challenges of creating music that

I just about wore out my phone while reading it. Michael teaches everything from how to talk to

a band when deciding to start a recording session, to being a session psychologist, to the

importance of not changing the original key of the song (I was very surprised to hear that one!).

You will find many insights to transform your productions into great records that you can be

proud of.I highly recommend that you read this book!Cheers!Lij Shaw”

S, “Very Informative and easy to read.. Finally! Some great tips on creating and collaborating

with other musicians. I can't recommend this book enough to producers,composers and

musicians.”

kungfucarcrash, “Five Stars. A great reality check for anyone who calls them self a music

producer.MD is the real deal.”

The book by Joel Miller has a rating of  5 out of 4.7. 62 people have provided feedback.
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