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Final Project Reflective Commentary
My music production project is a collection of 6 tracks that will be part my upcoming artist LP, which I plan to release on Halloween this year. Originally, I planned on releasing them as a separate EP as mentioned in my proposal but realised that my previous single releases and much of the material I was producing alongside making this project fit in with the project’s overall sound. Rather than rush the production and release of two different commercial music projects, I decided to combine them into one longer LP. This would give me more time to plan its release and build buzz for it. The main genre of the project is Hip Hop and Trap, and as intended, it borrows from several subgenres, including Southern Hip Hop, early “Road Rap”, lofi and grunge. As proposed, it was also influenced by Horror and Crime film soundtrack.
About the genre
As stated above, the tracks on my project fall into the genres of modern Hip Hop and Trap music, and thus includes most if not all its defining traits. The production is entirely electronic, with the inclusion of complex drum machine programmed beats, double and triple time high hats, as well as prominent snares and claps (Lōtic, 2012) . Long decaying 808 sub kicks were tuned to provide the low end for all but two of the tracks, while looped samples, synths, and keys are used for the rest of the instrumentation (Raymer, 2012). Many of these elements have been popular in Hip Hop since its golden age in the 80s, with drum machines and 808s being used by producers such as Afrika Bambaataa, and the Bomb Squad among others (808, 2015) (Couchman & Dearcangelis, 2016). The more advanced elements such as sampling became common as the genre gained credibility and more funding went in to producing Hip Hop, with digital samplers and all in one production groove-boxes such as the MPC becoming available to more people (Aciman, 2018). Eventually, digital audio workstations such as Fl Studio and Logic Pro and Reaper were introduced, meaning that producers and artists such as myself could produce quality music without needed access to a large recording studio (Weiss, 2016). Also, the increased popularity of internet streaming platforms such as YouTube, Soundcloud and Spotify have made it easier for artists to release music in the form of commercial mixtapes and EPs, without the need for label backing, thus allowing them to build their own fanbase and buzz (Rys, 2017) (Smith, 2018). These two factors are the reason why Hip Hop has grown so quickly over the past decade. This is probably the reason why UK Rap as we know it gained any traction at all, since so many artists relied on YouTube channels such as SBTV, GRM Daily and Link Up TV to build their music careers.
	When working on the project, I took inspiration from a number of well renowned Hip Hop Producers. I used the work of Southside, Metro Boomin, and Pierre Bourne as a benchmark for good Hip Hop production (Southside, 2017) (McIntyre, 2018). In terms of UK based producers, perhaps the closest thing that comes to my production style is Carns Hill, whose instrumentals are a cross between UK Drill and Trap music.
My aims for this project
There were several goals I wanted to achieve for this project. Firstly, as both a producer and an artist, I wanted to differentiate myself from “safer” styles that are typical of mainstream UK Rap. Much of the lyrical content and slang is similar, but the production style of the project is very “un-British” in nature. It takes more influence from American hip hop and is also different in other ways. Urban genres of music are not as popular in the UK as it is in other places such as the US, probably due to the country’s lack of support for local urban music, and discrimination against genres such as rap and grime by the UK government, either by censoring or removing music videos, or preventing urban artists from doing live performances locally, using the myth that the music causes gang violence (Cobain, 2018) (Wolfson, 2013). British rappers didn’t start consistently having any chart success until the late 2000s, with very pop and dance-oriented songs from N Dubz and Chipmunk among others, years after rap artists from other countries such as France and the United States would obtain national and international success. A lot of British urban music still relies on Pop and RnB influenced hooks, melodies and chord progressions, a lot like the Pop Rap that was released by artists like Nelly and Ja Rule in the late 90s and early 2000s (Awoyera, 2017). Some songs outright copy well known Hip Hop and RnB songs from that time period, using the familiar hooks and melodies, hoping to use nostalgia to make an easy hit. The production is often bright, clean cut and melodic, and often uses the type of pitched up vocal chops that are also heard in Pop, British deep House, Garage and Grime. UK music also takes certain elements, such as drum patterns and instrumentation, from Afrobeats and Dancehall, something that pop music has also done (Awoyera, 2017) (Mcquaid, 2018). In particular, many British producers attempt to imitate the production style of producers such as Steel Banglez with varying degrees of success (Mcquaid, 2018). As a result of British artists and producers trying to copy the latest chart hits in an attempt to “blow up”, the scene is saturated with songs that are either sound like cliched, outdated versions of American rap music, or stripped down pop songs with rap verses and more autotune. The exceptions to this are more underground subgenres such as UK Drill, and earlier Road Rap, but these are heavily affected by all the censorship issues I brought up before (Fact Magazine, 2012). There have even been instances of drill artists being banned from making music (Cobain, 2018). There is a growing amount of backlash against these types of commercial pop-oriented songs from core UK rap fans, one of the more extreme cases being British rapper Ramz, who was bullied so much over the corniness his song “Barking” that he considered suicide (Krol, 2019).  In order to stand out as an artist in the urban music scene and build a real fanbase, I have to produce music that deviates from the norm. My music production project does this successfully, replacing the bright, African-Caribbean instrumentation and melodies, with dark, reverb heavy piano riffs, guitar like synth leads, and slowed and reversed samples. Instead of the danceable African style drum patterns, I chose to use much slower trap drum programming, complete with distorted 808s. Where vocal samples would normally be pitched up, I pitched them down, as can be heard in one of the tracks on the project “Dead him Up”. There is one track, “27 Club” that features autotune vocals throughout, as well as a sung hook, but attack is set to more than zero in order to keep some of the pitch imperfections, making the vocals sound more “real”. I ended up using many different genres as inspiration for chord progressions, melodies and other musical ideas. Some tracks, such as “Columbine” “27 Club” took some influences from Rock music, especially Grunge. When producing those tracks, I asked myself this question; If a live band were to perform a cover of my track, would it still work musically? I had this idea after hearing Fame on Fire’s Rock cover of “XO TOUR LIF3” by Hip Hop artist Lil Uzi Vert. Other songs in the project, such as “Spazzed and caught a M” “Rightinthiertorso” and “u won’t be ok (Redux)”, were influenced by Crime and Horror movie soundtrack. As an artist and producer, what I aim to do is make each mixtape and album act as its own film, with each track serving as its own scene. The piano riff of “u won’t be ok” is intended to sound like it could be the main theme for a classic horror movie. I used effects such as beat delay and reverb to make the piano on that track sound more ominous.  Overall, the sound of this project is slower, grittier and darker in production, paying homage to Houston Chopped and Screwed, a technique that originated in the mid-90s where an existing track would be slowed, pitched down and remixed by scratching and beat skipping (DJ Screw, 1995). These types of remixed tracks are often associated with the use of drugs such as Codeine, which apparently increases thee appeal of the music by slowing down the brain (Patel, 2007). The project also draws from earlier “Road Rap” songs from artists such as Giggs and Blade Brown that started becoming popular in the UK during the late 2000s, ironically in response to the commercialisation of grime during that time period (Fact Magazine, 2012). In general, its approach to music production was very similar to the way I approached this project: slower, more Americanised rap beats, with a much darker tone and subject matter than what was popular in British urban music at the time (Fact Magazine, 2012). I should also note that in my proposal I stated that I wanted some of my tracks to have elements of old school Southern Rap, complete with Funk and Soul based instrumentation. However, my attempts didn’t fit in with the rest of the project, and the RnB like beat I produced for the track technically went against whole idea of making a project that wasn’t in any way Pop or RnB influenced. What I did end up with was some track that were still influenced by Southern Rap, but closer to being a modern version of 2000s Crunk than old school rap. As a whole the project meets its goal of being able to stand out from most of the mainstream music released in the British Hip Hop scene. By having my own “lane” in his scene it will be easier to attract a more dedicated fanbase and be commercially successful for longer as an artist.
	My second goal for this project was to establish the dual personality aspect of my artistry. My artist name “hustlemansantino” is actually made up of two different names; “Hustleman” and “Santino”. These two names represent the positive and negative personalities of the artist respectively. There has yet to be a popular. The most comparable examples of rappers that successfully used similar concepts are Eminem with “Slim Shady”, T.I. with “T.I.P.” and YMW Melly with “Melvin” (Reid, 2007) (Ziegbe, 2010) (Skelton, 2019). In this case “Santino” would be the alter ego. This project is the first of many that I will produce that expresses the character of “Santino” at its worst and presents it to the audience. I mentioned in the proposal that the main challenge with this is showing this persona beyond just lyrical content. Using elements of the projects production to express an artist’s character is not a particularly common practice in music, so doing so helps the project further stand out from other bodies of work, and also helps each track feel like it belongs to the artist, rather than just being a generic instrumental that the artist raps or sings over. One of the main techniques I used was to pitch down vocal samples when I used them. This made the tracks as a whole sound deeper and darker. When it came to pitching down the lead vocals, this was a problem, because it negatively affected the clarity of the lyrics. For this reason, rather than pitch down the lead vocals, I doubled up vocals in places such as the hook, and pitch those down instead to get the same effect. This can be heard in “Spazzed and caught a M”. In that same track there’s also an example of me using certain sounds and melodies to go with the whole dark character persona. The lead synth motif that can be heard from the start of the track is supposed to mimic an alarm, in order to convey a sense of danger, but it’s in the same key as the track so it doesn’t sound jarring or out of place. Sound effects also play a key part in setting the atmosphere for he projects. On most tracks I added crackling vinyl samples to achieve a gritty vintage effect, as well as horror film screams, gunfire, whispers and “Kill Bill” sirens on various tracks to further add to the atmosphere and place the listener into the world of each track, as if they are right there with the artist. Through doing all these things, I feel like I have accomplished the goal of portraying the split personality concept in my project.
	The third goal I had for this project was to increase the rate at which I could produce songs. The reason for this was so that I could have more material ready to release more frequently, and be able to plan releases further in advance. Also, if for any reason I was unable to produce new music for an extended period of time, I would still be able to release regular content. This has worked well for artists such as Tupac Shakur and Gucci Mane, who were able to release music posthumously or whilst in prison respectively (Breihan, 2006) (Pigeons and Planes, 2015). Originally, my aim was to double my work rate from one song a week to two songs a week. I felt that this would be realistic. If producers and artists were able to produce or write multiple songs a day, then it would be possible for me to finish at least one track every 3 -4 days and produce about 10 tracks over a space of one and a half months (Nguyen, 2014) (Southside, 2017). While I didn’t manage to turn out tracks that quickly, I was still able to finish a track in about 4 – 6 days and had around nine tracks after about six weeks. I realised during the process, that the songs that were easiest to finish were based on ideas that I had either written down, or in my head months, or sometimes a year prior to starting the project. In the same way, some of the instrumentals used were partially completed before I started working on the project. There’s also the subject of quality vs quantity, something that I showed concern for in my proposal. For the most part, I felt I was able to balance this well, being able to produce some good quality tracks considering the time I had. One mistake I made however, was that when planning the project, I didn’t completely take into account the time I would spend on failed attempts at producing a song, or finished songs that would ultimately be discarded form the project. There were also other problems relating to exporting files and assets. For example, at one point when using a recording studio to record vocals, the STEMS and other files weren’t exported properly after the session, leading to the tracks being mute when played. I had to wait a whole week before I would get the chance to export the files again due to it being booked by other producers and songwriters throughout thee week. This wasn’t a major problem since I would continue working on other songs in the meantime, but it still wasted valuable time. Perfectionism was also a slight issue. Throughout the project, I often recorded multiple takes of verses and hooks even if didn’t make any mistakes in the recording, because I thought I would be able to do a better take. To manage this mindset, I had to remember that because music in itself is subjective, what I as the producer might see as a good or bad take probably doesn’t match the opinion of the consumer. I also improved my audio editing skills and was able to correct slight imperfections in vocal delivery, editing words that came in at the wrong timing, pitch or volume. Also, a lot of the solution to the problem was also just getting used to the sound of my own voice. Overall, while not to the extent I hoped for, I still succeeded in reducing the amount of time it took for me to make quality tracks.
Resources, Equipment and Personnel 
In my proposal, I said that since Hip Hop is an electronic genre of music, and because I was the artist as well as the producer, I knew I would not need much in terms of personnel and equipment. It turned out that I needed even less than I planned to use. The equipment I used included a Maschine MK2 drum machine, MIDI keyboard, computer and DAW for producing the instrumentals. VST plugins were an essential tool for many of the synths I used in the project. For vocal recordings, I used two different condenser microphones; one of which I used at home and the other I used within a professional studio. Reaper and Logic were the software I used when recording vocals. A mixing desk was also used in times when I used the studio. I probably could have used a smaller studio setup since I was only recording vocals. At this point, larger studios and recording rooms are only really needed when a large number of live instruments are being recorded at once. I had access to an electric guitar and amp, and I did intend to use live guitar recordings in my original proposal, but I eventually deemed this unnecessary due to being able to achieve the same results without them. Also, none of the genres that influenced the project were typically known for guitar solos to the point that I would need specialised guitar parts. I thought that I would have also need to use live guitar for the grunge elements, but in the final iteration of the project, those elements ended up existing in the form of song writing style rather than instrumentation. Both studio headphones and monitors were used for mixing and monitoring, though I typically prefer to use headphones for mixing since its easier to hear everything more accurately. Nonetheless, I still tested mixes in non-studio environments by using home and car speakers. This was an important thing to do because commercial music is often listened to in these environments, and with much of my earlier work released prior to the project, mixes would not sound as good through these types of speakers as they did in the studio. I had to consider the fact that non-studio speakers would enhance certain frequencies, usually the low end, in order to make the music sound “better”. 
There were very few personnel involved in the making of the project itself, with myself as the producer and a recording engineer, who assisted in recording some of the tracks whenever I was recording in the larger studio. There were no session musicians involved because, again, the project production ended up being completely electronic.


Development of knowledge and skills
My skills as a producer were greatly developed in the months leading up to starting the project, and during the project’s creation. In my opinion, the project signifies my growth from someone who simply makes instrumentals and raps, to someone who can professionally write and produce good quality songs from start to finish. For example, my understanding of audio effects, especially compression, EQ and pitch correction tools such as autotune has improved. Whereas before my development my vocal recordings would sound thin and washed out, they now have more definition, and sound good enough that I could record and mix vocals at a professional level. My audio editing skills have also developed a lot from what they were a few months ago, since I can now correct imperfections in vocal takes relatively easily, meaning I don’t have to start entire takes again. As a result, I am able to produce better music more quickly. Because the project was a solo project without the need for many session musicians and backing vocalists, there wasn’t a lot of opportunity for me to direct a large team of people to complete it. I hoped that this experience would have given me the chance to test and develop the leadership aspect of music project management. However, I did involve a few people in evaluating finished and unfinished tracks, working with others to get feedback from other producers, music fans and A&R. Individuals I worked with also included the studio engineer involved in the project.  Overall, I have gotten more used to seeing music production as a collaborative effort that doesn’t start and end with making the instrumental and recording the vocals. This was also the first time I’ve planned a cohesive music project, complete with a fixed deadline and release date. This has developed my time management skills, and made me re-evaluate the approach I take when making and releasing music professionally. Furthermore, I realised the importance of flexibility. As mentioned before, I planned on working on two different albums simultaneously throughout the summer period, one of which would have been this music project. However, it became clear that I would not be able to do both at once, whilst keeping the music to a high standard. As well as that, not everyone can be relied on to be available at convenient times, including session musicians and potential collaborators. Therefore, compromises had to be made regarding things such as track selection and creative choices.








Personal development Plan
Vision and Goals
	My Vision

	· As an artist, my vision is to grow a consistent fanbase that will purchase music and tickets for live shows, as well as merch and other products related to myself as an artist, and to have a number of good quality, commercially successful and well received music projects within 5-6 years
· As a producer, my vision is to producing music for mid to high level clients, mostly artists and labels, either as an independent freelancer or as part of an organisation, within 2-3 years, and be ready to launch my own independent label in 6-7 years.
· Another one of my visions is to successfully found a music based brand, titled “No Safety” (working title) that is centred around a collective of music artists, producers, film directors, fashion designers and other creatives, all under one aesthetic and brand.



. 

	Short/Medium Term Goals (next 6/12 months) 

	· To release 1-2 new music projects and use the knowledge/experience I gain from the MA course and elsewhere to market them.
· Build an active professional relationship with at least 10 different artists, 5 different producers and 5 songwriters
· Find a director to work with on some music videos.
· Release 2 -3 music videos
· Gather enough rap artists to start a Hip-Hop group, they will act the core of the “No Sfety” brand.
· gain the oppotunity to make a stable income from music production, through finding a position within a label or other business in need of music.
· Feature as an artist or producer in the work of at least 4 other artists.
· Start to earn money from selling music production, mixing and mastering services
· Set up an online beat store
. 

	Long-Term Goals (2-3 years) 

	· To be getting consistent live shows and work as an artist and producer.
· To be able to successfully promote singles and projects that myself and other artists work on.
· To grow my fanbase to at least 5-10 times its current size.
· Have a decent sized back catalogue of commercially and critically successful music


. 


SWOT - Personal Analysis 
	Strengths 
	Development Areas 

	· . I learn how to use new DAWs fairly quickly. This means I can collaborate with other producers more easily and I wouldn't be limited to using my own equipment when working.
· I have some awareness of insights and analytics and how these can be used to identify your potential audience. For example, I found that as an artist/producer, my fanbase is predominantly 18-25 year olds from large citiesr like London, Manchester and Birmingham.
· I have a habit of constantly keeping an eye on what's current and trending in commerical music, specifically urban genres such as hip-hop, RnB etc, exploring a number of music platforms and media outlets and using them to influence the direction I take professionally.
· I'm particularly experienced at using samples, virtual instruments, VSTs etc, since most of my productions use more electronic elements.
· I can play piano and guitar to an extent. I also rap.
· I have a good knowledge of how music can be promoted through music videos, blog coverage, radio play, online influencers and viral content.
· I can now record and mix vocals and instruments to a professional standard.
	· It would benefit me to be more versatile when it comes to making certain genres of music. I realised this during songwriter camp when none of the briefs suited my style of music.
· I need to grow my network of music artist and industry professionals.




 

	Opportunities 
	Threats 

	· Regular networking events mean I have the chance to meet potential collaborators, clients, artists, managers and business partners.
· Inernet and social media sites like instagram, youtube, and twitter provide a way for me to promote music to an extent, as well as always being able to interact with fans. 
· Local live shows and open mics are a good means of meeting new artists to work with.
· Music grants are available to help fund unsigned artists
· 


	
I should learn to diversify more, so that I don't become stuck being associated with niche or outdated styles of music, as has happened with many rap/trap producers in the past when the dominant sound of popular music changes and moves on.
Finding the funding to progress my career is a big problem. Things such as music videos and PR are expensive and very few people are willing to invest in someone who doesn’t already have a track record of being successful in the music industry.





	What do I need to learn? 
	What do I have to do? 
	
	What support and resources will I need? 
	How will I measure success? - What does good look like?
	Target date for review? 

	Improve my music marketing/promotion skills
	Read more books and articles on music marketing and promotion. Network with people who are experienced in that field and learn from thier actions.
Apply these techniques to my own work and see what is most effective.
	
	Will need to search the internet and go to he library to fomd books/articles
Should also take advantage of the netwroking events and follow through with getting contacts to uild rellationships with those involved in music marketing and promotion and learn from them.
Take notes during course lectures involving the marketing/business side of the music industry.
	When I can successfully boost the number of plays and music sales for myself and otherartist by a significant amount through promotion and marketing, and grow my brand.
	

	Further improve my skills in recording  vocals and live instruments 
	Practice and work alongside producers and engineers who are more experienced with the recording side of production.
Get advice and experiement with equipment such as microphones to determine which of them are suitable for certain artists.
Watch video tutorials on how to mix vocals
	
	YouTube video tutorials, recording equipment, and the advice of other producers/sound engineers. 
	When my mixes are at the same level as those of professionally mixed songs.
	

	Learn the best way to contact blogs, radio stations and DJs, and learn who exactly to contact
	Ask the people in my network about opportunities to contact these types of promotional outlets in a way that isn’t by email.
	
	This one is more a case of knowing the right people, which can only be done by networking.
	Increased, radio play, blog coverage, etc.
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