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1. Technical Justification  

1.1 System 6000 #1  

The system 6000 is an 8-channel outboard processor that can be used for mastering, 

broadcast, film, and music (Canford, n.d). Its mastering side houses some high-quality real-

time mastering tools like limiters, equalisers, and compressors. TC Electronics discovered that 

software plugins that were compressors or limiters did not always work like their analogue 

equivalents and many limiters at the time added a subtle distortion that would be difficult to 

notice when mastering but would cause serious playback issues when the tracks hit radio or 

a CD players. (Owsinski, 2005). 

 

Doug Mountain is a re-recording mixer and sound designer who has been using the system 

6000 since it first came out and has been using since, most noticeably on the US Grammy 

Awards for the national academy of recording and sciences and he goes on to state (T.0:53) 

that at the time in the industry there was no other boxes that could contain a 5.1 mix with 

multiband compression. He later goes on to say one of the most important tools the System 

6000 had released was the unwrap feature which was a great addition at the time as it allowed 

for engineers to out-mix from stereo to 5.1. (TC Electronic, n.d) 

 

Mark B. Christensen is a mastering engineer based in New York and he uses the System 

6000 for this masters and he mastered the album, Shaolin vs. Wu-Tang by Raekwon (TC 

Electronics, 2011) (Allmusic, n.d). Mark states (2011, T3:35) that he uses three engines in the 

system 6000 at the start of his signal chain and afterwards it goes through a load of analogue 

based equipment but at the end of his chain he goes back through the system 6000’s converter 

to get it back to digital as he believes it to one of best analogue to digital converters out there. 

(TC Electronics, 2011).  

 

Pete Doell a mastering engineer based in California, and he is a system 6000 users, he stated 

that, (2015, T0:10) the System 6000 is an absolutely necessary tool for mastering engineers. 

He mastered the album Re:(disc)overed by Puddle of Mudd (Allmusic, n.d) Pete Doell goes 

on to say that when he has a mix that requires little correction he often find himself using 

purely just the system 6000 and says that the tools inside the system 6000 is very musical 

tools and addresses the brickwall limiter, he compliments the brickwall limiter for its very subtle 

approach and it being a very great tool. (TB Electronics, 2015) 
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1.2 Samplitude Pro #2 

Samplitude is a DAW typically used for mastering as all of the effects are built to work best for 

mastering tasks, they built it to have such things like, peak, loudness, frequency, and phase 

are accurately and easily visualised within the DAW. An interesting feature of Samplitude is 

the ability to have multiple different sample rate and bit depth tracks within it at once as simply 

allows for more freedom when working with tracks. (Magix, n.d) Samplitude plugin thrive when 

it comes to quality instead of quantity, as ammunition, Samplitude’s compressor/limiter, 

supplies a crisp, clean compressor that gives a subtle volume boost and adds no ugly 

colouring. (Blum, 2008)  

 

Lukas Drozd is a mastering engineer from Poland, he uses Samplitude for his mastering 

projects, compositions, and mixing. He has mastered The underground man’s no secrets track 

(LukasDrozd, 2020)  

 

Josh Bonati is a mastering and vinyl cutting engineer based in Brooklyn, New York. Josh uses 

Samplitude for his mastering projects but also for vinyl cutting, stem mastering and restoration/ 

remastering work (Magix, n.d) (Aes, n.d) Josh has mastered WOLF!’s album WOLF!, as well 

as Ava Luna’s album Infinite House. (Allmusic, n.d) 

 

Siegfried Meier is a mastering engineer based in Canada, he uses Samplitude for his 

mastering projects and has gone on to say that no other DAW works as fast and the sound 

from Samplitude is the best. He has mastered Gypsy Chief Goliath’s album New Machines of 

the Night (Allmusic, n.d) Siegfried has stated (n.d) that he would not hesitate to use other 

DAWs for his mastering, but Samplitude is a very powerful tool and is so easy to use. He 

continues to say how the object editor and ability to burn straight from Samplitude are great 

assets for him, as well as its handing of ISRC codes and other CD text. He finishes by saying 

the editing workflow is fantastic, snappy, and responsive. (Magix, n.d) 
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1.3 Lipinski L-707s #3 

The L-707 loudspeakers are Studio monitors built 

by Lipinski sound (Figure 1), they are designed with 

components that have little distortion and supply 

maximum damping, with a wooden core foil inductor 

which has a resistance less than half of a wire-

wound foil inductor. The material is a 1-inch thick 

MDF with strong internal bracing that gives no 

audible colouration or resonance. (Lipinski Sound, 

n.d) (Katz, 2004). (Figure 2 & 3) shows the 

specifications, acoustic crossover, and frequency 

response of the L-707, these show that the quality 

of the L-707 are extremely high and that these 

monitors are not your average loudspeakers. 

(Lipinski Sound, n.d) (Greenhill, 2005)  

 

Bob Katz is an American mastering engineer. Bob 

wrote in 2004 a review on the L-707 where he states 

that (2004, pp.3) it was quite a challenge to be better 

than Dunlavy but after buying the L-707s he 

believes the L-707s are much better. He further goes on to say that he used the Reference 

3As for eight years and would have never expected to change at the drop of a hat but after 

trying out the L-707s and hearing their ability to make it easier to notice subtle processing from 

compressors and equalizers and delivering masters that translate even more better in the 

outside world he had to get them and replace his Reference 3As (Kats, 2004). Bob Katz with 

the L-707 has mastered Miami Saxophone Quartet’s album Midnight Rumba, Rich Walker’s 

album Bar Hop and The Real Tuesday Weld’s album The return of the Clerkenwell Kid back 

in 2005 (Allmusic, n.d) 

 

Larry Greenhill is a music producer and mix engineer, he has worked on Frank Sinatra’s 

Duets/duets II: 90th Birthday Limited Collector’s edition, Willie Nelson’s Collections, Vol 2, and 

Willie Nelson’s The Songs album in 2005 (Allmusic, n.d). Larry has stated (2005, pp.6) that 

the L-707 loudspeakers live up the hype, Lipinski has created portable loudspeakers with high-

end qualities, superb dynamic range, great detail, three-dimensional imaging, and very 

accurate instrument reproduction that are usually only associated with super expensive 

equipment. (Greenhill, 2005) 

Figure 1 L-707 Monitors 

Figure 2 L-707 Specifications 

Figure 3 L-707 Acoustic Crossover/ Frequency 

Response 
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2. Reflective Evaluation  

The biggest take away from this Audio Mastering Module is the ability to further analysis music 

with hearing and use of tools and equipment in a mastering context and general use. Being 

able to hear the pressure position of instruments and vocals when mastering and mixing has 

improved the overall quality of the work tenfold, being able to focus on the positions of all the 

elements in the track helps put in to perspective what needs to be done to correct the track 

and how far the track has got to go to become fit for commercial use.  

 

This new improved hearing analysis will be in part due 

to the Equal loudness Contour, which is what 

frequencies the ear hears at certain decibels of sound 

(Figure 4) To summarize, the ideal listening volume is 

83dB due to minimal colouration from the ears  

(Suzuki, 2003). From learning this information all 

mixes and masters are to be done at optimal listening 

level of 83dB.  

 

 

Despite improved analysis hearing, the 

subtle changes from processing tools like 

Equalisation and Compression are still 

difficult to hear, especially on the M-audio 

AV32s at the home setup but work arounds 

have been developed to help critical listen 

to processing changes (Figure 5). By 

isolating the frequnecy content the subtle 

processing changes can be more 

noticeable.  

 

Further understanding compressors has been a definte improvement in the mixes and masters 

done, understanding the subtle but important relationship between each control parameter 

has made it clear how to properly approach compression and to get the best out of a 

compressor, it is still difficult to hear the changes completely and even harder to avoid the 

visual aids of the compressors but due to knowing how to use the compressor gives the 

confidence to know the compressor is set correctly. (Owsinski, 2017) 

 

Figure 4 Equal Loudness Contours 

Figure 5 Using Multiband Compressor to Isolate Frequency 

content of Lil Backpast 
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The processes taken to begin mastering start with a V1 (Version 1) first judgements (Figure 

6), processing path (Figure 7), processing outcomes (Figure 8) and Transfer path (Figure 9), 

these are done so you know exactly what the goal is when undertaking this master, instead of 

messing around, it helps gives context to what needs to be correct, how to do it and potential 

errors after correction is done. It also makes it easier to make a logging sheet afterwards. It is 

a very organised method of mastering but by doing this it ensures the best outcomes and 

allows for correction if something goes wrong. (Owsinski, 2017) 

 

 

 

 

 

 

 

 

Figure 6 First Judgements V1 

Figure 7 Processing Path V1 

Figure 8 Processing Path Outcomes V1 Figure 9 Transfer Path/ordering and Tool Type 
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During the processing applying part of the master session, references from Owsinski’s 

mastering handbook were mostly used as this book goes in to detail on most mastering tools 

and how to use them properly. Some additional from Savage’s Mixing and mastering in the 

box book, as well as audio mastering Lynda series and mixing and mastering Lynda series. 

The Lynda series helped visual their application of the processing tools. 

 

After all the steps have been written down and the processing have been done and everything 

is going to plan, then it is worth making a V2 and reviewing the V1 master and seeing there is 

any more processing that can be done to achieve a commercial ready master.  

 

For future development, training of the ears would be vital for being able to hear the subtle 

changes from processes as well as fully understanding the processing tools, further 

experiment would be good, set goals to achieve with a particular tool and try to do it. 

3. Appraisal of Audio Tracks  

3.1 Gunship – Tech Noir #1 

Tech Noir was mixed by Carl Bown and Jim Pinder. Both work at Treehouse studios, they 

have mixed tracks such as Bullet for my Valentine’s Gravity, Machine Head’s Bloodstone & 

Diamonds album and Trivium’s In Waves. (Bandcamp, 2015) (Treehouse Studios, n.d). Geoff 

Pesche is a mastering engineer working at Abbey Road Studios. He has done masters for 

artists such as: Gorillaz’ Feel Good Inc., Basement Jaxx’s Hush Boy and Kylie Minogue’s Into 

The Blues. (Abbeyroad.com, n.d) (allmusic.com, 2019) (Bandcamp, 2015). 

 

This Spectrum graph shows that 

the song’s 400Hz and below 

frequencies are louder than 

everything else above 400Hz. 

(Figure 10). This helps the track’s 

low end be audible through 

playback devices that lack low 

end, so listeners still enjoy the 

music. (Owsinski, 2013). 400Hz and above is flat, resulting in a frequency balance that will 

help the track be played on many devices and still sound good (Owsinski, 2013) (Figure 10). 

This flatness is in line with the Cube system, which is the process of making the width, 

amplitude and frequency content fit in a cube to be properly transposed to one device to 

another. (Formation Audio, 2015)  

Figure 10 Frequency Spectrum Graph 
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Another element of this track that is well mastered is the 

stereo image. As shown in (Figure 11), the track has good 

width to the song and has a good phase relationship. This is 

evident in the orange phase meter which averages around -

3, this shows that the track is in phase, as it does not sound 

weak. The stereo tool also shows that the song is not one-

sided, which is shown in the off-white meter above the phase 

meter. It shows that the song has an average equal level on 

left and right. Which is essential for any good master. 

(Owsinski, 2013).  

 

Gunship – Tech Noir EBU Grade. 

 

 

 

 

 

 

 

 

Figure 11 Stereo Tool 
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3.2 The Contortionists – Reimagined #2 

Jamie King produced, mixed, engineered and mastered The Contortionists’ album 

Clairvoyant, which contains Reimagined. He has produced, mixed, engineered, and mastered 

Scale The Summit’s album The Migration, Soften The Glare’s album Making Faces and 

Thomas Giles’ album Don’t touch The Outside. (Jamie King Audio, n.d) He owns the studio 

Basement studios in North Carolina, USA. (Jamie King Audio, n.d) 

(Figure 12) shows that Reimagined is on the border of being hypercompressed, when listening 

to Reimagined it is apparent that there very little dynamic range. This decision to do this to the 

track falls in line with competitive level, which is competitive nature of trying to make songs 

louder due to customers gravitating towards more louder music. (Owsinski, 2017) This 

decision may has not been from Jamie King, as he states (n.d) that his primary goal is ensure 

the expectations of client are met, where that be the artist, record label, and/or management 

so there is a possibility that he just doing what they have asked for. (Noisecreators, n.d) 

(Owsinski, 2017) It is worth noting that this will translate well on many devices. (Owsinski, 

2017) 

(Figure 13) shows the spectrum analysis of the loudest part of the song (T:2:28), and it shows 

that the track is fairly flat with nothing being overly peaked or troughed (Owsinski, 2013) this 

also falls in to the cube system, even more so than Tech noir due to having less of a dynamic 

range and lower level bass frequencies resulting in a track that fits better in to the cube system. 

(Formation audio, 2015) 

 

 

 

Figure 12 Reimagined Waveform 

Figure 13 Reimagined Frequency Spectrum analyzer  
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The Contortionists – Reimagined EBU Grade.  

 

3.3 The Midnight – River of Darkness #3 

Tim McEwen mixed and produced River of Darkness; he is also the vocalist of the band The 

Midnight. He had produced The Wanted’s Word of Mouth album. (Allmusic, n.d) (Discogs, n.d) 

The track was mastered by Anders Schumann, a Danish Mastering engineer based in 

Copenhagen. He owns a studio called StudioC4 (Figure 14) (Bandcamp, 2017) (StudioC4, 

n.d). Anders Schumann has mastered Darkness Falls’ Dance and Cry album, Laid Back’s 

Cosyland album and Men Among Animals’ Buried Handsome album. (Allmusic, n.d)  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 Figure 14 StudioC4  
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It is interesting to note that side information for River of Darkness 

mostly consists of the reverb and delays, when muting the sides the 

song loses most of its reverb and spatial image. It is also worth 

noting that the Left and Right balance are well balanced (Figure 15) 

This helps the song translate on multiple devices and stay neutral, 

as then the only difference from the left and right will be due to the 

playback system the track is played on. (Owsinski, 2013)  

 

What is very interesting is that all three of the references track follow 

this modern mastering technique for competitive loudness, as all 

three tracks have a very large amount of compression on them 

(Figure 16) 

 

 

 

 

 

 

 

 

 

 

 

This falls in line with what Owsinski stated (2017, pp.66) The loudness war that we experience 

these days started back in the 50s in the vinyl ear. It is also worth mentioning that Owsinski 

also mentions (2017, pp.66) that many top mastering engineer pride themselves on being able 

to create mastered that are maxed out on level and also do not distort. This is one separation 

from a professional master and an amateur. All three of these tracks have no unwanted 

distorted at all, showing proof of their validity (Owsinski, 2017) 

 

 

 

 

 

 

 

 

Figure 15 Stereo Tool 

Figure 16 Competitive Loudness level 
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The Midnight – River of Darkness EBU Grade 

 

4. Contextual Analysis of References 

The EBU method of subjectively analysing music is very well crafted, the options given cover 

all bases and allow the reviewer to focus on those elements which results in a review not 

taking very long. The three graded EBU sheets within this report are examples of that, it was 

straight forward to pick apart the track and make a judgement on whether the tracks were 

good or not. There was an attempt to make each EBU sheet unique from track to track but in 

a good way it can be difficult to do that being how narrow and straightforward the criteria are.  

 

When crafting the EBU sheets for this report, it is an interesting train of thought as the EBU 

sheets are well developed and when writing these EBU sheets it felt natural to be relaxed, 

calm and not necessarily in the frame of mind someone would consider when trying to be 

critical but the EBU sheets design helps with that as there is not much thinking on the 

reviewers part as they just need to go through the sections, listen to the music and make a 

judgement and the easy nature of the EBU sheets provides good judgements due to this. 

 

There is an argument to be made that maybe it should not be so handhold-like as this can 

result in reviewers not going in depth with the EBU sheet, and also not considering something 

that does not fit in the sections specificness. But it could also make more complications and 

annoyance if the reviewer has nothing to go off and might cause over thinking. 
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5. Statement of Approach  

See Appendix (1) for Excel Logging sheet 

5.1 Lil Backpack – Lil Backpast #1 

Manual Compression was done to equalize the level between each section and to avoid 

automation since it lags the audio and make the compressors processing more effective. 

(Figure 17) (Formation Audio, 2015) 

 

The Fabfilter Equaliser was set to Linear Phase and with a low shelf (Figure 18). The Manley 

Massive Passive was set to a low pass shelf (Figure 19) The Fabfilter was selected for its 

Linear Phase function as this helps keep the EQ clean and subtle (Owsinski, 2017) (Figure 

18). The Gerzon shape used was to increase the more audible low end and being simpler to 

apply than to apply two separate shapes. (Bent, 2000).  

 

The Manley Massive Passive was used due to being a clean, passive EQ and it being able to 

cut frequencies above 20kHz. Which helped remove harmonic distortion and noise. (Owsinski, 

2017) (uaudio, n.d) 

 

Three compressors were used, two Weiss DS1s set to parallel compression, one for the vocals 

and bass and the other for the drums. (Figure 20) Figure 21) The last compressor was a Dyn3 

set to slightly compress the bass and vocals again, these processes were done to increase 

the micro dynamics and give more detail. (Figure 22). The Weiss was used for its flexible, 

transparent compression and its parallel function. (Katz, 2003) and the Dyn3 was used due to 

equipment limitations and due its straight forward and basic but effective nature (White, 2009) 

(Owsinski, 2017). 

 

An MSE used to isolate the mid and side information for better processing and control of the 

track. (Owsinski, 2017) (Figure 23)  

 

(Figure 24) shows the compression used on the mid information for the vocals, this was done 

to reduce the dynamics of the vocals and also bring it up in level. (Owsinski, 2017) The reason 

for applying it after the MSE was so the vocals were more easily focused by the compressor. 

(Owsinski, 2017).  

 

The side information was weak, compression was applied to help bring it up in level, which 

helped improve the stereo image. (Owsinski, 2017) 
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The reason for using the Fabfilter Equaliser instead of Pro tools’ de-esser was due to it being 

awkward and creating an overall negative effect by reducing the snare and hi hat in level. 

Whereas the equaliser’s isolation feature gave the ability to find the sibilance and reduce it 

solely without negatively effecting other elements of the track. (Figure 26) (Owsinski, 2013)  

 

After feedback, in V2, an Equaliser was applied with a shelf to boost the low end since it was 

under control but slightly weak. (Figure 27) (Owsinski, 2013) 

5.2 Near Mrs – Crooked #2 

When analysing the track, it was obvious 

that the first section is vastly different, thus 

different processing would need to done 

for each section. So in order to make the 

processing part easier, a manual split of 

each section was done so the processing 

would be separate. (Figure 28) 

 

A Fabfilter EQ was used to apply a low shelf and high shelf to remove any noise, unwanted 

weight, and harmonic distortion from the track. The Fabfilter was used due to being the best 

parametric EQ available with its simple, yet effective design. (Figure 29) (Owsinski, 2017)  

 

Another Fabfilter was used to balance out some of the harsh/weak frequencies (Figure 30). 

Feathering was used as this helped keep the processing smooth and allowed for further 

reduction of the frequencies. (Owsinski, 2017) 

 

After applying the MSE, a Fabfilter EQ was applied to the side information to reduce some of 

the level of the lead guitar, to make this not obvious, the feathering technique was applied. 

This resulted in the lead guitar losing some of its pressure and sitting further back in the mix. 

(Owsinski, 2017) 

 

The last MSE side processing was a upwards compressor, this was done to further reduce 

the level of the lead guitar as it was still overpowering the track. (Figure 32) By doing this the 

guitar sat further back in the track which reduced the masking from the guitar and allowed for 

the other elements of the track to shine. (Owsinski, 2017) 

 

 

Figure 28 Manual Split of Track’s section 
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The last processing in V1 was originally a parallel compression process to raise up the micro 

dynamics and reduce the overall dynamics of the track, but after this was applied and 

judgement began for V2, it actually caused more problems due to raising the noise floor in the 

quiet section, thus it has to be removed to negate the noise. (Owsinski, 2017) 

 

After removing the Parallel compression and beginning the V2 processing, a compressor was 

applied to reduce some of the dynamics of the entire track. After listening to track with this 

processing applied the dynamics were futher under control. (Owsinski, 2017) 

5.3 Jimbo – Chains #3 

Two Fabfilter Equalisers were used to remove the noise and harmonic distortion, and to 

balance out the frequency content. (Figure 34) (Figure 35). The tracks frequency content is 

fairly flat to begin with, so a feathering processing was applied to raise the high end as it was 

the only major trough. (Owsinski, 2013) 

 

Afterwards some manual compression was done as the track had very inconsistent level 

changes between sections, doing this helped keep the level consistent and made all the 

dynamic processing work more effectively. (Figure 36) (Formation Audio, 2015) 

 
An MSE was applied to address the mid and side information of the track as the side 

information was too load and the vocals were not the focus of the track. So the side information 

was simply turned down (Figure 37). This was done instead of any processing due to not 

needing it, there is not much of a point to process it with a compressor when simply turning it 

down can do just as good as a job, especially when the goal is to turn down the whole thing 

instead of the peaks.  

 

Two compressors were applied to the side information, one bring up the micro dynamics of 

the guitar and the other doing the same for the cymbals (Figure 38) (Figure 39) 

 

These compressors was applied differently from any compressors in any of the masters, as 

instead of being set to subtly apply the compression with a slow release, the release for these 

two were set to follow the instruments they were compressing which made the compressors 

compress more aggressively, which resulted in a much fuller sound and gave them the clarity 

they lacked (Owsinski, 2017) 
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The more subtle approach could have gave the same outcome but results in other elements 

getting compressed as well, whereas this shorter release method helped make it more 

focused on the guitars and cymbals. (Owsinski, 2017) 

 
Two compressors were applied to the mid information for the bass and vocals, one was more 

subtle with a long release and the other had a shorter release. (Owsinski, 2017) This helped 

bring the vocals to the forefront and gave the bass the fullest it needed.  

 

After the V1 was finished, The track was really controlled expect for the two peaks (Figure 40) 

So an upwards compressor was applied which compressed the two peaks to control them. 

(Owsinski, 2017)  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 20 Upwards Compressor for control two peaks 
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6. Graphical Transfer Path 

6.1 Lil Backpack – Lil Backpast #1 
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6.2 Near Mrs – Crooked #2 
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6.3 Jimbo – Chains #3 

 

 

 

 

 

 

 

 

 

 



Nathan McCubbin  JP Braddock 

20 

 

Reference List  

1. Abbey Road, n.d. Geoff Pesche Mastering Engineer. [online] Available at: 

<https://www.abbeyroad.com/engineer/geoffpesche> [Accessed 25 April 2020] 

2. Aes, n.d. Josh Bonati. [online] Available at: 

<http://www.aes.org/students/awards/judges/j_bonati.cfm> [Accessed 23 April 2020] 

3. Allmusic, n.d. Bob Katz. [online] Available at: <https://www.allmusic.com/artist/bob-

katz-mn0000054492/credits> [Accessed 24 April 2020] 

4. Allmusic, n.d. Anders Schumann. [online] Available at: 

<https://www.allmusic.com/artist/anders-schumann-mn0001519071/credits> 

[Accessed 27 April 2020] 

5. Allmusic. N.d. Mark B. Christensen. [online] Available at: 

<https://www.allmusic.com/artist/mark-b-christensen-mn0001322871> [Accessed 23 

April 2020] 

6. Allmusic, 2019. Geoff Pesche. [online] Available at: 

<https://www.allmusic.com/artist/geoff-pesche-mn0001049217> [Accessed 25 April 

2020] 

7. Allmusic, n.d. Josh Bonati. [online] Available at: <https://www.allmusic.com/artist/josh-

bonati-mn0001426358/credits> [Accessed 23 April 2020]  

8. Allmusic, n.d. Larry Greenhill. [online] Available at: 

<https://www.allmusic.com/artist/larry-greenhill-mn0000129267/credits> [Accessed 

24 April 2020] 

9. Allmusic, n.d. Pete Doell. [online] Available at: <https://www.allmusic.com/artist/peter-

doell-mn0000267230/credits> [Accessed 23 April 2020]  

10. Allmusic, n.d. Siegfried Meier. [online] Available at: 

<https://www.allmusic.com/artist/siegfried-meier-mn0002305135> [Accessed 23 April 

2020] 

11. Allmusic, n.d. Tim McEwen. [online] Available at: <https://www.allmusic.com/artist/tim-

mcewan-mn0000989711/credits> [Accessed 27 April 2020] 

12. Bandcamp, 2017. River of Darkness (Feat. Timecop1983). [online] Available at: 

<https://themidnight.bandcamp.com/track/river-of-darkness-feat-timecop1983> 

[Accessed 27 April 2020] 

13. Bandcamp, 2015. Tech Noir. [online] Available at: 

<https://gunshipmusic.bandcamp.com/track/tech-noir> [accessed 25 April 2020] 

14. Bent, C, 2000. Renaissance Equalizer. [pdf] Acrobat Distiller. Available at: 

<https://www.esm.rochester.edu/ears/docs/waves/pluggins/REQ.pdf> [Accessed 28 

April 2020] 



Nathan McCubbin  JP Braddock 

21 

 

15. Blum, J. 2008. Magix Samplitude 10. [e-journal] 10/04. Available at: 

<https://search.proquest.com/docview/197971724/abstract/AF6F719285F647FAPQ/

1?accountid=14693> [Accessed 23 April 2020] 

16. Canford, n.d. TC Electronic Processors – System 6000. [online] Available at: 

<https://www.canford.co.uk/TC-ELECTRONIC-PROCESSORS-System-6000> 

[Accessed 22 April 2020]  

17. Discogs, n.d. Tim McEwan. [online] Available at: 

<https://www.discogs.com/artist/1034235-Tim-McEwan?query=chicane> [Accessed 

27 April 2020] 

18. Formation Audio, 2015. Corrective Manual Compression in Mastering. [online] 

Available at: <https://mastering.ninja/blog/corrective-manual-compression-in-

mastering> [Accessed 28 April 2020] 

19. Formation Audio, 2015. Mastering the cube, [online] Available at: 

<https://mastering.ninja/articles/thecube> [accessed 25 April 2020] 

20. Greenhill, L. 2005. Lipinski Sound L-707 Loudspeaker. [e-journal] Available at: 

<http://lipinskisound.com/img/revphoto/Lipinski_review_7.pdf> [Accessed 24 April 

2020] 

21. Hepworth-Sawyer, R and Hodgson, J. 2019. Audio Mastering: The Artists: Discussions 

from Pre-Production to Mastering. Third Avenue, New York. Taylor & Francis Group. 

22. Jamie King Audio, n.d. Jamie King Audio. [online]. Available at: 

<https://www.jamiekingaudio.com/> [Accessed 26 April 2020] 

23. Katz, B. 2004. Lipinski Sound L-707 Monitor. [e-journal]. Available at: 

<http://lipinskisound.com/img/revphoto/Lipinski_review_6.pdf> [Accessed 24 April 

2020] 

24. Lipinski Sound, n.d. L-707 Monitor. [online] Available at: 

<http://lipinskisound.com/products/main-speaker-l-707/> [Accessed 24 April 2020] 

25. Lukasdrozd, 2020. Productions. [online] Available at: <http://lukasdrozd.com/> 

[Accessed 23 April 2020] 

26. Magix, n.d. Artist Interview: Siegfried Meier. [online] Available at: 

<https://www.magix.com/gb/magazine/music/artist-interview-siegfried-meier/> 

[Accessed 23 April 2020] 

27. Magix, n.d. Samplitude Pro X5 Suite. [online] Available at: 

<https://www.magix.com/gb/music/samplitude/pro-x/functions/#c1199482> [Accessed 

23 April 2020]  

28. Noisecreators. n.d. Jamie King. [online] Available at: <http://noisecreators.com/jamie-

king/> [Accessed April 26 2020]  

https://search.proquest.com/docview/197971724/abstract/AF6F719285F647FAPQ/1?accountid=14693
https://search.proquest.com/docview/197971724/abstract/AF6F719285F647FAPQ/1?accountid=14693


Nathan McCubbin  JP Braddock 

22 

 

29. Owsinski, B. 2005. TC Electronic Mastering 6000 -- Get even more out of the versatile 

System 6000. Surround Professional. [e-journal] 7/05. Available at: 

<https://search.proquest.com/docview/200843333?accountid=14693&rfr_id=info%3A

xri%2Fsid%3Aprimo> [Accessed 22 April 2020] 

30. Owsinski, B. 2017. The Mastering Engineer’s Handbook. 4th Edition. West Burbank, 

Blvd. Bobby Owsinski Media Group. 

31. Owsinski, B. 2013. Audio Mastering Techniques. [Video online] Available at: 

<https://www.linkedin.com/learning/audio-mastering-techniques/compression-tips-

and-tricks?u=36922300> [Accessed 15 April 2020] 

32. Savage, S. 2014. Mixing and Mastering in the Box : The Guide to Making Great Mixes 

and Final Masters on Your Computer. Madison Avenue, New York. Oxford University 

Press. 

33. StudioC4, n.d. Studios. [online] Available at: <http://studioc4.dk/studios/> [Accessed 

27 April 2020] 

34. Suzuki, Y. 2003. Precise and Full-range Determination of Two-dimensional Equal 

Loudness Contours. [e-journal] Available at: <http://www.mp3-

tech.org/programmer/docs/IS-01Y-E.pdf> [Accessed 25 April 2020] 

35. TC Electronics, 2015. Pete Doell (Universal Mastering) using System 6000 for 

mastering. [Video online] Available at: 

<https://www.youtube.com/watch?time_continue=8&v=ANfPGkbYsB0&feature=emb

_logo> [Accessed 23 April 2020]  

36. TC Electronics, n.d. System 6000. [online] Available at: 

<https://www.tcelectronic.com/Categories/Tcelectronic/Signal-

Processors/Compressors-Limiters/MASTERING-

6000/p/P0CJS/Videos?pPageno=0&tPageno=&lPageno=&section=product#googtran

s(en|en)> <https://www.youtube.com/watch?v=6nXHOz5qj8c> [Accessed 22 April 

2020] 

37. TC Electronics, 2011. TC Electronic Global Konnekt Episode 6 – Mastering. [Video 

online] Available at: 

<https://www.youtube.com/watch?time_continue=20&v=ttr2RcUc93E&feature=emb_l

ogo> [Accessed 22 April 2020] 

38. Treehouse Studio, n.d. Treehouse Studio. [online] Available at: <http://treehouse-

studio.co.uk/#av_section_4> [accessed 25 April 2020] 

39. Uaudio, n.d. Manley Massive Passive EQ. [online] Available at: 

<https://www.uaudio.com/uad-plugins/equalizers/manley-massive-passive.html> 

[Accessed 28 April 2020] 



Nathan McCubbin  JP Braddock 

23 

 

40. White, L, B. 2009. Mixing and Mastering with Pro Tools. [Video online] Available at: 

<https://www.linkedin.com/learning/mixing-and-mastering-with-pro-tools/using-

limiting-and-compression-to-maximize-track-level?u=36922300> [Accessed 16 April 

2020] 

41. White, L, B. 2009. Mixing and Mastering with Pro Tools. [Video online] Available at: 

<https://www.linkedin.com/learning/mixing-and-mastering-with-pro-tools/using-the-

digirack-dyn-iii-compressor-limiter?u=36922300> [Accessed 28 April 2020] 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Nathan McCubbin  JP Braddock 

24 

 

Appendices 
 

1. Logging Sheet, available at: <https://drive.google.com/open?id=10I9kE2NyCKLL-

I6nQ7ijsWUN9Npamh5I>  

 
 

  

Figure 17 Manual Compression Lil Backpast 

Figure 19 Manley Massive Passive Low Pass Shelf 

Figure 18 Fabfilter Linear Phase Low Shelf 
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Figure 31 Parallel Downward Compression for Drums 

Figure 22 Compression for Vocals and Bass 
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Figure 24 Mid information Compression for vocals 

Figure 25 Side Information Compression  

Figure 26 Fabfilter Sibilance 

Figure 27 Fabfilter shelf boost for bass end 
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Figure 29 EQ to remove unwanted frequencies 

Figure 40 EQ to balance out frequencies 

Figure 31 EQ feathering on Lead Guitar 

Figure 32 Upwards compression on Lead guitar 
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Figure 33 Compression to reduce dynamics 

Figure 34 EQ to remove noise and harmonic 

distortion 

Figure 35 EQ to balance out frequencies 

Figure 36 Manual Compression Chains 

Figure 37 Side information turned down 
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Figure 38 side guitar compression 

Figure 39 side cymbals compression 


