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FREE VIDEO  
 

As a way of saying thank you for your purchase, I am 
offering a free Video to all my readers. The Video has 
been created as an extension to this eBook.  

It gives you a chance to listen some of the different 
EQ’s (and EQ settings) that I mention in the eBook, 
together with a lot of additional knowledge.  

To receive the video, just send an email to 
thomasjuth@gmail.com, and write “EQ Video” in the 
subject field.  
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ABOUT THE AUTHOR 
 

I have been working as a Mix and Recording Engineer 
for the past 10 years. I started my career at Mayfair 
Studios (London), and later became the in-house Mix 
Engineer at Kensaltown Studios (the home of producer 
Martin Terefe).  

During seven years, I mixed most of Martin’s records 
and literally lived in that mix-room, in front of a 
beautiful old API console. I had the honour to work 
with artists such as Cat Stevens, Elton John, Jamie 
Cullum, Jason Mraz, Leslie Clio, A-ha, and the Latin 
duo Jesse & Joy (which would eventually win me two 
Grammys). 

After the Kensaltown years I ran my own studio, 
Elephant Lane Studios, a place that I set up together 
with producer and songwriter Michael Bianco. Since 
2015 I am based in the city of Berlin, Germany, where I 
am continuing to mix records on a freelance basis. 

The idea of this short book is to share some of the 
knowledge and experience that I have gathered over the 
past 10 years, and to hopefully inspire aspiring 
engineers. I will be sharing lots of useful tips, as well as 
some of my personal views on equalization.  
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Feel free to get in touch, and to share your opinions and 
thoughts. Hope you will find this book fruitful and 
enjoyable.  

 

Thomas Juth – March 2016, Berlin. 
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INTRODUCTION  
 
Do you ever find yourself a bit lost when working with 
EQ’s, wondering if you are using “the right” approach, 
or are missing some important steps or knowledge?  Do 
you sometimes feel that your mixes don’t come out 
sounding as open and smooth, as you would like? 

Also, perhaps there are situations where you normally 
use an EQ, but where another method would have given 
even better results. 

This guide aims to give clarity to the art of equalization, 
introduce some advanced concepts and to share some 
useful tips and secrets. However, this book also aims to 
be easy to read and present complex subjects in a very 
simple and straightforward manner. Having said that, 
the reader is expected to know at least the basics of 
equalization, and knowing what an EQ does. 

I will also share my own personal views and try to 
explain how I think before and while applying EQ. By 
doing so, I hope to be able to help you to feel more 
confident when working on future mixes.  

So, what is the purpose of working with EQ's in the first 
place? What should be the aim and the reason for 
inserting an EQ while mixing or recording?  
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As I see it, an equalizer can have two main uses: 

1. To creatively shape the tone of a sound. This means 
tweaking a sound to achieve a totally different timbre 
from the original sound. This also refers to being a bit 
bolder than normal, and not being too worried about 
staying true to the original sound. 

2. To alter and correct the frequency content of a sound. 
This refers to attenuating or boosting frequencies, to get 
rid of unwanted harmonics, or to even out the sound, or 
simply to boost the more desired parts. 

 
To achieve this, there are two main approaches: 

1. Subtractive EQ 

2. Additive EQ 

 

As I am going to explain in the next few chapters, it is 
very important to have a good understanding of both 
concepts.  
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Note: In this book I will be using the word “EQ” when 
referring to “equalization” and “equalizers”, and the 
word “EQ:ing” when referring to “the process of 
applying equalization”. 
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CHAPTER 1  
THINGS TO KEEP IN MIND BEFORE 

REACHING FOR AN EQ 
 

1.1 ALWAYS ASK YOURSELF THESE QUESTIONS  
 

Just as with compression or any other type of audio 
processing, one should never reach for an equalizer 
without having a vision or a clear reason for it. In fact, 
one of the most important questions you could ever ask 
yourself while mixing is: “what does this 
song/sound/recording need to sound better?”. If the 
answer is: “nothing, it already sounds amazing”, and 
you leave it untouched, then you have come a long way 
as an engineer. 

Whether I am working with ‘subtractive equalization’ 
(dipping frequencies) or ‘additive equalization’ 
(boosting frequencies), I will always ask myself a set of 
questions before applying any type of EQ (in the same 
way as described in "The Art of Compression”). This 
will help me in deciding what action to take, and if 
anything is needed. Having said that, to answer these 
questions one must first have a clear vision of how the 
mix should sound, as a reference point in your mind.  
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THE QUESTIONS ARE: 
 

Is the sound or the overall mix…  

1. Too heavy in the low end? 

2. Too muddy? 

3. Too boxy? 

4. Too harsh? 

5. Too hyped in the high-end (too sibilant)? 

These five issues will normally be treated with 
subtractive EQ, by subtracting frequencies in the right 
areas. 
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 I will also ask myself:  

Do the individual sounds or the mix I am working on 
have… 
 
1. Enough body? 
 
2. Enough presence? 
 
3. Enough top and air? 
 

These three issues, on the other hand, will often be 
treated with additive EQ, by boosting in the right areas. 

However, as a rule I always apply subtractive EQ first, 
and 70% of my EQ:ing will be of the subtractive kind. 
Let’s have a closer look at the two concepts. 
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1.2 A COLOUR PALETTE OF EQ’S 
 

After deciding what action to take, if any frequencies 
need boosting of cutting, the type of equalizer you use 
will also have a big influence on the result. 

Just as with compressors, it’s not only about which EQ 
setting you use, but also about which specific equalizer 
you choose to work with. Analogue EQ’s (or plugin 
emulations of analogue EQ’s) are all unique, with their 
own distinct tone and personality. So, when applying 
EQ to any sound, choosing the right EQ is equally as 
important as knowing where to boost or cut. Of course, 
purely digital EQ plugins (which are not emulations of 
analogue EQ’), are whole different story.  

Having said that, it’s of course possible to mix a record 
using just one high-end EQ (hardware of plugin). There 
was a period when I only had access to one EQ, an API 
550A, and it worked fine for all my additive EQ work. 
However, when I have access to more EQ’s (my own 
collection of favourites), it just makes the job more fun 
and easier.  

These days I mainly use three or four different EQ’s for 
additive equalization (when boosting frequencies in a 
mix). These four EQ’s complement each other really 
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well, and they all have unique sonic qualities which are 
hard to replace.   

However, when working with subtractive equalization, 
which I will discuss in the next chapter, I normally go 
for something like a Waves Q10. These kinds of EQ’s 
are purely digital plugins, with no personality or 
flavour, but with the benefit of being more precise and 
surgical.  
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CHAPTER 2  
 WORKING WITH SUBTRACTIVE 

EQUALIZATION 
 

A large part of the EQ that I apply is of the subtractive 
type (the process of attenuating, rather than boosting 
frequencies). As I briefly discussed in my last book, 
The Art of Compression, I often use the ‘Waves Q10’ 
plugin when doing my subtractive EQ work.  

The aim when working with subtractive EQ is simply: 
‘find the frequencies that annoy you and make them 
quieter’. I see it as a way to “clean up” sounds and to 
remove unwanted “dirt”, in order to get more clarity and 
separation between the different elements.  

In fact, this is also my mix philosophy in general; I 
address the things that annoy me, until I am left with a 
“healthy” sound, and until nothing bothers me anymore. 
After that, one just needs to add some extra sparkle and 
spice on top.  
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2.1 WHY USE MORE SUBTRACTIVE EQ? 
 

I generally try to add as little gain as possible to any 
part of my ‘audio path’ (whether I’m working with 
EQ’s, compressors, level-trim pots, etc.), as it adds 
unwanted distortion and noise to the signal. Also, by 
respecting the gain structure of your signal chain, the 
whole mix will end up sounding more open and clear. 
The same thing relates to EQ’s, and when boosting the 
volume of a specific group of frequencies.  

Therefore, subtracting/attenuating frequencies will give 
you a much smoother and less hyped (more natural) 
sound, as well as more clarity and space between 
instruments. Also, attenuating a group of frequencies 
can be just as effective as boosting frequencies 
elsewhere. For example, attenuating low-mid 
frequencies will give you the same results as boosting 
high-mid frequencies. 

 

2.2 HOW IT IS DONE 
 

The main goal, when working with ‘subtractive EQ’, is 
to find and attenuate (dip) ‘problem 
frequencies/harmonics’. This might be frequencies that 
are too strong, that create “mud” or that are simply 
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annoying or painful to listen to. Also, by attenuating 
frequencies in one sound, another sound might suddenly 
sound clearer and be allowed to take more space. 

I usually start by boosting a selected frequency (using 
the Q10 plugin) by 10-18dB, with a very narrow “Q 
value” (the width of the affected area). I then sweep 
through the problem area and look for problem 
frequencies (frequencies/harmonics that are clearly 
making the problem worse).  

For example, if the sound I am EQ:ing is too “boomy”, 
I would be looking for trouble frequencies around 150-
300Hz. When I find one, I make the “Q-value” a tiny bit 
wider and dip this frequency region by 1-2dB.  

Note: It is important to be very careful when using any 
type of EQ (whether it is subtractive or additive), as one 
can easily make a problem even worse. By going too 
far, and dipping the wrong frequencies, one could end 
up with a thin-sounding and two-dimensional mix. If I 
find myself using too many EQ’s on one track I often 
go back and revaluate what I have done, and back off on 
the processing, if needed.  

This procedure takes a lot of practice and time, in order 
to get right, but with time it becomes like second nature. 
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2.3  SUBTRACTIVE EQ:ING USING A WIDER “Q-VALUE” 
 

So far I have only discussed using subtractive EQ:ing in 
a more surgical way, in order to even out unwanted 
harmonics. Sometimes it’s necessary to use the same 
technique with a wider “Q-value” as well. This can be 
used as a substitute for “additive EQ”. If for example a 
sound needs more presence, one could (instead of 
simply boosting around 3kHz) simply make a wide dip 
around 250Hz. This will give a similar result, but 
without the need of boosting frequencies. I often find 
myself using a combination of both types of ‘subtractive 
EQ:ing’, and then adding a touch of ‘additive EQ’ on 
top (to make sounds poke out even more).  
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CHAPTER 3  
ADDITIVE EQUALIZATION  (THE 
CHERRY ON TOP OF THE CAKE) 

 

3.1 ADDING SPICE TO YOUR MIX 
 

I personally use very little “additive EQ” in a mix, and 
always just enough to make a specific sound “shine” 
and “poke out” in the right place. I usually refer to 
additive as “the cherry on top of the cake”, as it should 
only be the last touch and the final sprinkle of magic 
(though again, some other engineers might disagree 
about this). 

While ‘subtractive EQ’ is mainly used for fixing 
problems and evening out a sound, ‘additive EQ’ is 
more like the spice you add on top of an already 
“healthy” sound. My additive EQ is always done at the 
end of the chain, and always with high-end EQ’s (or the 
best sounding plugins).  

As I mentioned earlier, the 550A is one of my favourite 
EQ’s for boosting frequencies (I will be looking closer 
at it in Chapter 8). Apart from the fact that it sounds 
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great, it is also extremely versatile. Each ‘EQ point’ has 
been carefully chosen, and they are all there for a 
reason. I love what the 100Hz adds to electric basses, 
what the 5kHz adds to acoustic guitars, and the magic 
sheen that 12.5kHz adds to lead vocals. 

Recently I have added the Harrison 32C to my “colour 
palette” (a re-issue of the EQ used by Bruce Swedien on 
Michael Jackson’s “Thriller” album). It is a beautiful 
sounding EQ, with a very sweet midrange and top end. 
My favourite part of the Harrison EQ is the region 
around 4kHz, which can make guitars, pianos and 
vocals come alive. The top end is great for opening up 
drum sounds, and adding “air” to vocals.  

Another favourite of mine is the classic Trident A-
Range EQ, which in my opinion is one of the most 
musical sounding EQ’s ever built. It has a midrange 
(especially around 3kHz) to die for, and a very majestic 
top-end. It is especially good for giving vocals and 
pianos presence, and for giving bite to kick and snare-
drums. The Trident A-Range console (where this EQ 
comes from) was designed in the late 60’s and used on 
many classic records by artists like Queen and David 
Bowie. It’s also my favourite EQ for pianos, and for 
giving presence to snare drums.   
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Note: If you are interested in hearing examples 
of these EQ’s and want to know more about 
how I work, check out my short Video “The Art 
of Equalization”. The video gives you a chance 
to hear and see how I work with these EQ’s, 
and is perfect for those who want to dig a bit 
deeper.  
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3.2 SPREAD OUT YOUR EQ-POINTS 
 

One golden rule when boosting with any EQ is to try to 
not boost the same frequency for too many instruments. 
So, for example, if you are boosting the vocal at around 
3kHz, try to not boost 3kHz for the guitars as well (or 
another “midrangy” sound). Then it’s better to boost the 
guitars a bit higher up, or lower down. In this way, you 
ensure that one area of the frequency range doesn’t get 
too cramped and busy.  

The midrange is a very sensitive area, and getting this 
aspect of your mix right is extremely crucial. A well-
balanced midrange will make your mix sound open and 
lush, while a wrongly distributed midrange (or simply 
too much of it) will make your mix sound busy, small 
and harsh. 

On the next page, I have attached a very simple chart 
that demonstrates how I often spread out my “EQ 
points” when boosting in the midrange (to add presence 
to different instruments in a mix). As you can see, each 
instrument has been allocated its very own frequency 
area. Of course, these EQ points are not set in stone and 
change slightly from mix to mix, but at least it gives 
you a rough idea.  
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The chart shows different EQ points where I often boost 
if I need to add presence to specific instruments in a 
mix, and how they are distributed. As you can see I 
never boost the lead vocal and the guitar in the same 
area. 

 

2khz 3khz 4khz 5khz 7khz 8khz 
Electric 
Guitar 

Electric 
Guitar 
or 
vocal 

    

  Lead 
Vocal 

   

   Acoustic 
Guitar 

  

    Piano 
or 
strings 

 

     Snare 
drum 
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CHAPTER 4  
THE FIVE ISSUES TO FOCUS ON WHEN 

WORKING WITH EQ’S 
 

Generally, when working on a mix, I take for granted 
that I will have (at least) five potential issues to deal 
with, in relation to EQ. One could also refer to it as five 
potential battles that need to be won before the mix is 
finished. The way to “win” these battles is to achieve a 
good balance between the good and the bad. This could 
be, for example, achieving a sound that has a great level 
of presence but that is not too harsh or sharp. 

Note: What I am going to discuss in this chapter relates 
to the questions I presented in ‘Chapter 1’.  

Right from the start, and all through the mix process, I 
always keep my mind on these five issues and I don’t 
stop until I am satisfied and have found a great balance, 
(one versus the other). 
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These five issues/battles are:  

 

Good  Versus Bad 

LOW-END/FATNESS LOSS IN HEADROOM 

WARMTH/BODY MUD 

RICHNESS  A BOXY AND HONKY 
SOUND 

PRESENCE HARSHNESS 

OPENNESS AND AIR HYPED TOP-END AND 
SIBILANCE 
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1. In the “low region” (approximately 60Hz-150Hz) we 
find the warmth and fatness of the mix/sound source, 
but we also have a potential problem:  

Too much bass in a mix kills headroom and will make 
the mix appear sluggish. 
 

2. In the “low-mids” region (approximately 190Hz-
350Hz) we have the warmth and body of the mix/sound 
source, but we also have a second potential problem:  

Too much “low-mid frequencies” in a mix will create 
“mud”, and the sensation that the sound is not clear.  
 

3. In the “mid region” (approximately 400Hz –1000Hz) 
we find the richness and upper body of the mix/sound 
source, but there is also a potential issue here:  

Too much information in this region can result in a very 
boxy, nasal and honky sounding mix.  
 

4. In the “high-mids” region (approximately 2000Hz –
4000Hz) we find the presence and forwardness of the 
mix/sound source, but the potential issue here is:  
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Too much “high-mid” content will result in a very 
harsh sound, and can lead to a painful experience for 
the listener.  
 

5. Finally we have the high frequencies (approximately 
5000Hz –15000Hz), and the very important “air-band” 
(anything above 15000Hz). Here we find the clarity and 
the sense of air, openness, and spaciousness. However, 
the potential issue here is:  

Too much of high-frequencies will lead to harshness 
and overly sharp S:es and cymbals. 

 

So, I normally ask myself, “is the mix present 
enough”? If the answer is “yes” I will then ask myself, 
“is this mix (or any elements in the mix) in any way 
sounding harsh?”  

If the answer to this question is “yes”, I will go back 
and try to address this problem. All these problems can 
easily be solved by the use of ‘subtractive EQ:ing’, or 
by simply backing off on any ‘additive EQ’ used.  

If the mix is too harsh there is a chance that you have 
perhaps boosted too much midrange, at too many 
places.  
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CHAPTER 5 
THE POWER OF FILTERS 

 

Another important aspect of Equalization (one that 
often gets overlooked) is ‘filtering’.  

One can improve a mix drastically by simply filtering 
out the right frequencies, and by stopping them from 
entering the mix. Personally, I use filters for a lot of 
different applications, almost as much as I boost or 
attenuate frequencies. Here are a few examples: 

 

5.1 FILTERING REVERBS  
 

When working with reverbs, in a very busy mix, it’s 
very important to not allow the full (frequency) range of 
any reverb into the mix. Too much low-end or top-end 
in a reverb can easily make your mix sound messy and 
undefined, unless you are going for a specific type of 
sound. So, I always try to be careful, especially with the 
lower frequencies.  

As I will discuss in my next book, “The Art of Creating 
Depth in a Mix”, this can be done in two ways. One can 
either filter out the signal going into the reverb, or/and 
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add a filter to the actual reverb itself (the return). I 
always do a combination of both, to ensure my reverbs 
are “clean” and controlled.  

Having said this, when working with very sparse 
productions, where there are only a couple of 
instruments, I often allow more “lows” into my reverb. 
It all depends on the amount of space one has to play 
with. 

 

5.2  MOVING SOUNDS BACKWARDS  
 

Filters are also great for moving sounds backwards in a 
mix. This is another subject that will be discussed in 
“The Art of Creating Depth in a Mix”, and which is 
important for achieving depth and space in a mix.  

When it comes to the perception of how close a sound is 
(to the listener), the high and low frequencies play an 
important part. By filtering out highs and lows 
(especially highs), the sound naturally moves 
backwards, and creates more space in the front of the 
mix. I often apply this technique when working with 
‘backing vocals’, in order to place them behind the lead 
vocal.  
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5.3 FOCUSING A SOUND INTO A FREQUENCY RANGE 
 

Filters are also important for focusing sounds into a 
specific frequency range, which is another great way of 
creating space in a mix.  

A good example of this is when a mix has a lot of high 
frequency content, fighting for attention. This is often 
the case when you are mixing guitar-based music, 
where there are a lot of cymbals and other bright 
elements. By simple filtering out the high frequencies 
from the guitars, and focusing them into the midrange, 
you can create more separation and space in that region.  

I do the same thing when working with low-end (which 
I will discuss later in this book) and I always think 
carefully before allowing any instrument/sound into the 
region below 100Hz. 
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CHAPTER 6  
 ALTERNATIVE WAYS OF SHAPING 

SOUNDS (NOT USING EQ’S) 
 

Sometimes using EQ’s might not be the most effective 
way of shaping sounds, or give you the most pleasing 
result. This is something that I have learnt over the 
years, by trial and error. Here are two methods that I use 
a lot when mixing, as alternatives to using additive EQ. 

 

6.1 PARALLEL TREATMENTS 
 

When working with drums and basses, I often find that 
EQ’s don’t give me the result that I am looking for (in 
terms of tone-shaping). 

For example, using additive EQ on drums will not 
always translate so well into a mix. Boosting top end or 
midrange to an overhead or snare track, can sometimes 
give you a very harsh and flat sound, at least when 
using the EQ as an insert.  

However, by instead adding layers and parallel 
treatments to the drums, one can achieve the same goal, 
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but with more pleasing results. With ‘parallel 
treatments’ I mean making duplicates of the sounds and 
treating the duplicates in certain ways, in order to 
achieve the desired outcome. 

Sometimes I may use three or four parallel treatments 
on the snare (for example), and I rename these tracks 
“bite”, “smack”, “grit” or “body”. However, I normally 
balance these tracks and bounce them together as soon 
as possible, so that I don’t have too many tracks in the 
session. The benefit of this technique is that the original 
sound is still kept untouched, beneath all the other 
layers. 
 
This was also discussed in The Art of Compression, in 
relation to parallel compression.  
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How it works: 

 
Let’s apply this technique to an electric bass. 
 
I would start by duplicating the original bass track, and 
then run each copy through its own chain/treatment. 
One copy would go through a bright distortion (treat 1), 
the second through a dark distortion (treat 2), and the 
third one would go through an EQ with a very extreme 
presence boost (treat 3).  
I then combine these three signals together with the 
original sound, depending on what is needed for the 
song. The two distortions and the EQ’d signal add 
midrange, clarity and grit to the bass, without having to 
EQ the original bass track. In fact, the original bass 
track might only receive a little boost around 100Hz.  
 
When hearing the bass (together with the treats) in the 
mix, one might not even hear that the bass is distorted. 
It only helps it to cut through the mix, on smaller 
speakers. I could even add other kinds of treatments to 
the bass guitar, by using chorus, flanger or a delay; 
whatever it takes to shape the sound the way I want it. 
Remember, there are no rules when mixing, only 
different concepts and ideas. 
 
A similar approach could be used for shaping the tone 
of most sounds and instruments, as an alternative to 
additive EQ. Of course, I often combine this technique 
with normal (static) additive EQ:ing as well.  
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6.2 THE POSSIBILITIES OF “DYNAMIC EQ” 
 

One subject that is often overlooked when mixing is the 
concept of “Dynamic EQ”. 

If one refers to a normal EQ as a ‘static EQ’, a dynamic 
EQ is something that dynamically changes the amount 
of attenuation or boosting (for individual frequency 
bands). One device like that is of course a multiband 
compressor.  

You might be a bit confused now; how can a multi-band 
compressor serve as an EQ?  

In a way, the only difference between a multi-band 
compressor and an EQ, is that the compressor 
automatically (and dynamically) changes the volume of 
separate EQ bands, while an EQ is changed manually, 
and stays static (unless it’s automated).  

They both change the volume of only a part of the audio 
signal (one frequency band), and thus change the tone 
of the audio.  

Another way to use a multiband compressor, so that it 
becomes even more like an EQ, is by inverting it. This 
is referred to as ‘upward compression’. If you have 
never tried this before, this will be a big eye opener for 
you, and something you need to try. It’s simply the 
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opposite of the usual “downward compression”, in 
which the volume of a sound is decreased (whenever 
the audio signal gets too loud). In upward compression, 
the volume of the audio is increased whenever the audio 
signal reaches a certain threshold.  
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How it works: 
 

The only plugin I have tried this with is Waves C4, but 
it works just as well with any other multiband 
compressor plugin (sif it has a range control).  

There is one parameter in the C4 plugin called “range”. 
The value in this box controls how much that specific 
frequency band is going to “duck” when the signal 
reaches the threshold (just for that specific frequency 
band). 

If one puts a positive value in that box, instead of a 
negative one, the multiband compressor will suddenly 
act backwards. As soon as the signal reaches a certain 
threshold the volume will be boosted for that frequency 
band. What does this mean? 

This means that if you, for example, put the C4 across 
the whole mix, you could make the whole mix brighter 
every time the snare hits (if you put the threshold so that 
it reacts to the snare drum). Or you could put the C4 
across the drum bus, and set the compressor so that the 
whole drum kit gets more low-end every time the kick 
hits. This is a good trick for getting more low-end to a 
track, but only momentarily.  



38 

 

Try this. It’s an extremely useful tool and something 
that I use a lot.  
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CHAPTER 7  
A FEW TIPS FOR MIXING LOW-END  
 

Achieving a good low-end can sometimes be the hardest 
part when mixing, especially when working with Hip-
hop or very sub heavy music. 
 
One might think that in order to achieve a massive 
sounding low-end one just needs to reach for an EQ and 
boost lots of 50Hz. But by doing so you will quickly hit 
“the ceiling” (maximum headroom), and run into 
problems. 
 

7.1 THE BOX 
 

I always look at the frequency range of any song, as a 
box. There is only so much room to play with, and only 
so much one can fit into the box. Low-end takes up a lot 
of space, compared to higher frequencies, and will 
quickly fill up the box (“eat up” your headroom). So, as 
you will soon realise, there is always a trade-off, 
(always a sacrifice to be made) when dealing with low-
end. For example, the more low-end in a mix, the less 
loud your mix can be.  
 
Next time you work on a mix, try adding a high-pass 
filter to the bass and kick and you will see how much 
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louder you can make the mix. But as soon as the low-
end comes back you need to back off on the overall 
loudness, in order to not overload the ‘master bus’. 
 
A low-end heavy mix will present a lot of other 
challenges too, such as maintaining the clarity and 
punch of the mix, or avoiding undesirable compression 
effects (especially when using a compressor across the 
whole mix). One must work hard to achieve the perfect 
balance. Also, too much low end will overwhelm many 
speakers and make them pump in an ugly way, which 
affects how your mix is played back. This will in turn 
make the mix appear less punchy and clear. 
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7.2 SEVEN TIPS FOR GETTING A BIGGER, MORE 
CONTROLLED AND CLEAN LOW-END 

 
Every engineer will have his own way of dealing with 
low end, and here are some of my personal approaches 
and tips. 
 

1. Watch your VU-meters. They will tell you a lot 
about your mix. In fact, when I mix I always 
rely a lot on what my VU meters are telling me, 
sometimes as much as my ears. Next time you 
are working on a mix, insert a VU meter plugin 
across your mix and study the movement of the 
needle. A healthy mix should give you quick 
and alert movements, and the needles should 
move freely. If they stay too long in the same 
place, or move in a very soggy way, you might 
have too much low-end in your mix. Normally 
when muting the bass (if there is an electric bass 
or synth bass) the mix should drop circa 3dB.  
 

2. Use a Limiter and a multiband compressor on 
the final track, just to keep track of what is 
going on at different parts of the song. I 
normally don’t want to see any movement or 
compression going on, and the purpose is just to 
spot problems. If the low-end region of the 
multiband compressor suddenly starts ducking, 
that section of the song might be too low-end 
heavy. 
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3. Only allow the kick and bass to enter the region 

below 100Hz. This should be a kick and bass 
zone only and, by keeping it that way, your low-
end will be a lot more controlled and clean. I 
normally add high-pass filters on most of the 
other tracks (guitars, keyboards, vocals, etc.), to 
ensure they stay out of that zone.  
   

4. As I mentioned earlier, try using upwards 
compression (dynamic EQ), to boost the low-
end of the kick or other percussive sounds. This 
can be used across the whole mix, on the drum 
bus or only the kick itself. So, whenever the kick 
hits the low-end gets boosted temporarily. This 
is a great way to boost low-end of an entire mix, 
without effecting the other instruments that 
much. 

 
5. Boost and attenuate different frequencies for the 

bass and kick. This will ensure they don’t 
interfere with one another as much, and you will 
create enough space for both of them.  
 

6. Sometimes backing off on low-end will result in 
fatter and bigger low-end. Too much low-end 
will just overpower your mix and make it soggy 
and unclear. It’s all about finding that balance. 

 
7. This point might be obvious, but when working 

with low-end it’s extra important to work in a 
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well-treated room, and using good speakers. The 
biggest reason for a “bad” low-end is normally 
that people work in bass-light rooms or with 
bass-light speakers, or the other way around. 
This will lead to bad decisions. 
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CHAPTER 8 
 A CLOSER LOOK AT THE API 550A 

EQ 
 

Before leaving you, I want to share some tips on 
working with the API 550A, and take a closer look at 
this legendary EQ. 

The 550A was designed back in the early 1970’s but is 
still in production (both as a hardware and Plugin). 
Along with the Neve 1073, it is probably one of the 
most beloved high-end EQ’s today. 

After spending many years working with the same EQ 
one will get to know it inside out, and finding the 
“right” settings becomes second nature. One will also 
learn what each ”EQ point” (many older EQ’s, like the 
API 550A, had fixed “EQ points” and stepped pots) 
does and what it can do to individual instruments. 

In my opinion, The API 550A is designed in a genius 
way, and each ‘EQ point’ seems to be perfectly chosen. 
What I also like about it is that it has a stepped Gain 
pot, in 2dB steps. This might seem like a limitation for 
some engineers, but personally I love having fewer 
choices. And most importantly, it almost always sounds 
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great. By the way, there are many plugin emulations of 
the 550A out there, so you can easily try these tips in 
your DAW.  

I mentioned at the beginning that, if I am left with no 
choice, I am fine working with almost any high-end EQ. 
However, whenever there is a choice I will always 
choose an API 550A. One will always have preferences 
and feel more comfortable with certain pieces of 
equipment. 

Here are a few tips and examples of how I usually use 
the API 550A (most of the time I tend to attenuate or 
boost by 2dB): 
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EQ POINT     GREAT USE 
100Hz Great for adding chesty    

low-end for bass guitars 

200Hz (shelf) Great for moving sounds 
backwards in the mix 
(subtractive EQ) 

300Hz Great for opening up 
“boomy” acoustic guitars 
(subtractive EQ), and making 
them sound lighter. 
 
Great for adding body to lead 
vocals (additive EQ). 

800 Hz Great for adding clarity and 
upper punch to bass guitars 

3kHz Great for adding presence to 
electric guitars and vocals, or 
for moving any sound 
forward in the mix 

5kHZ Great for adding presence 
and “magic” to acoustic 
guitars, especially when they 
are played with a pick.  

7kHz Great for adding clarity and 
presence to upright pianos 

15kHz (shelf) Great for adding air to lead 
vocals, and probably my 
favorite thing with the 550A.  
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Another great feature with the API 550A is its filter, a 
feature that took me a while to notice.  

Just below the main EQ knobs there is a little switch 
that says FLTR. When pushed to the right (turned ON), 
all frequencies below 50 Hz and above 15kHz get 
filtered out. Most people don’t actually know that it 
works as a dual filter, and that it cuts both highs and 
lows.  

As discussed in chapter 5, this is very useful when 
trying to focus sounds more into the midrange, and 
when trying to move sounds backwards in the mix. 

As mentioned in the beginning of this book, you are 
welcome to check out my FREE Video Podcast, also 
called “The Art of Equalization”. The video is an 
extension to this book and demonstrates many of the 
things I have discussed. It also gives you a chance to 
listen to some my favorite EQ plugins and to see how I 
use them. 

Simply send an email to thomasjuth@gmail.com, and 
write “EQ Video Podcast” in the subject field, and I will 
send you the Video.  
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THANK YOU! 
 

Before you go, I would like to say thank you for 
purchasing and reading this book. I hope you enjoyed it! 

I would also like to thank my brother Fredrik Juth, for 
proofreading and for great teamwork. 

Feel free to get in touch, with any questions or tips. 

Thomasjuth@gmail.com 
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MORE BY THOMAS JUTH 
 

Did you find this book useful? Then you will probably 
also enjoy THE ART OF COMPRESSION and 
TURN YOUR PASSION INTO A CAREER 

  Juth-ebooks.com 
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Free Sample from: 

 

“Turn your Passion into a Career  

– How to Become a Successful Freelance Music 
Producer/Engineer” 

 
INTRODUCTION   

THE THINGS THEY DON’T TEACH 
YOU AT SCHOOL 

 
As a freelance Mix Engineer myself, having fought my 
way through the music industry, I know what an 
odyssey it can be to reach any level of success (even if 
it just means having a stabile income). Especially if you 
are starting from nothing, and you are dreaming about 
producing or mixing records on a higher level. The first 
step into the music industry can seem enormous and the 
possibilities can seem impossible to find. But there are 
ways that you can slowly start moving towards your 
goals today, and little by little make your way into the 
right direction. 
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Many people go to production and sound engineering 
schools these days, such as SAE or dBS. Most schools 
are of course great, and studying is always a good 
option. However, what most of these schools don’t 
teach you is how to survive in the music industry after 
completing your studies. Having knowledge and 
technical skills is great, but if one wants to make a 
living out of it, it takes a whole new set of skills. Most 
people that enter into the music industry today will most 
likely start off as a freelancer right away, and this will 
add even more challenges. 

The purpose of this book is to act as a guide and as an 
introduction to different ideas and concepts, that have 
helped me in my career. I want to share some of the 
knowledge and experience I have gathered over the 
years, and hopefully guide others who want to take a 
similar path.  

I will talk about how to survive as a freelancer 
(Producer or Audio Engineer), how to build a clientele 
and different types of self-promotion. I will also talk 
about things to think about when applying for a job in a 
studio, if you want to take the intern or Assistant 
Engineer route. 
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Once you have taken your first steps into the music 
industry this book can also help you in getting more 
work, and with finding new clients.  

I have deliberately made this book short, to make it 
enjoyable and easy to read. I will also be very straight to 
the point, and only talk about things that I truly believe 
will help you.  

 
To make this book easier to read I will at times use the 
expression “Music Professional” to describe both 
Producer and Audio Engineer. 
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CHAPTER 1 
WORKING FOR SOMEONE ELSE  – 

THE BEST WAY TO START A 
FREELANCE CAREER 

 

Even though this book will focus on building a 
freelance career (which is probably the most common 
path in today’s music industry), there are many people 
who might want to try working as an employee 
(“Runner”, Assistant Engineer or an in-house Engineer) 
for a recording studio or a Producer.  

This is of course a great idea, and something that I 
would recommend for everyone, even to kick-start your 
freelance career. Or to put it more realistically, in a 
perfect world this is how everyone should start their 
career. Even if you are aiming to build your own 
freelance career, there is nothing better than first 
starting off as an employee for someone else. 

This is also how I started my own career, before going 
freelance and doing “my own thing”. It has many 
advantages, and you will learn a lot of valuable and 
priceless things by working for someone else. After a 
few years working for a studio (or working for another 
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Producer/Engineer) it is then a lot easier to take that 
leap out into the “freelance-world”. By then you will 
already have a lot of clients, important knowledge about 
the industry and a better vision for your own career. 
Sadly, over the last 10 years it has gotten harder and 
harder to get an employment, as many studios (all 
around the world) have closed, and many Producers 
nowadays work from home and with more compact set-
ups. But it is still possible to go down this path, so don’t 
give up without at least trying. Here are a few things to 
think about when applying for studio-jobs. 

 

TO CONTINUE READING PLEASE CLICK HERE: JUTH-
EBOOKS.COM 

 

 

 

 

 

 

 


