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DRAG-A-FILTER

Wanna add a VST plug-in, pull up a VSTi instrument, route to
an Aux send or add some EQ? Just drag a filter to the track
you want to effect. It’s really that simple.

INSTANT INFO

12 lets /l u record your Tracktion follows your every move with its Properties
d tt Panel. Click on an audio clip and see its fade-out

curve; click on a MID! clip and quantise away; click

on a reverb plug-in filter and fine-tune the pre-delay.

The relevant info is always at your fingertips.

— — |

e —— { IMPROVED METERING QUICKTIME SUPPORT
e | When setting levels, T2 can tuirn the Tracktion 2 supports Quicktime™ video

v | full screen into a giant meter bridge playback. Select a movie and start

[ el | With the press of a button. compaosing music, add effects, replace ==
= — your diatog, and win your Oscar?. QU

In addition to Tracktion's ReWire host
funclionality for use with applications SUPERIOR 64-BIT, (92KHZ MIX ENGINE
like Reason, T2 supports MIDI Time Code Much has been made about the “summing bus"in DAW
(MTC) and MIDI Machine Control (MMC) software, Tracktion 2 features a new high-definition

input/output, pius MIDI Clock output. 64-bit mixing engine for uncompromising sound.

@ www.mackie.com T 425 487 4333 (Outside U.S.) = 800 898 3211 (Toll free within U.S.)




YOU CAN'T PUT A PRICE ON FREEDOM.
BUT HOW DOES $199* STRIKE YOU?

There's nothing like the creative freedom that comes with having a
complete suite of music production tools at yout fingertips. Unfortunately,
most comprehensive music software packages come with steep learning

Amplitube LE -
curves and price tags upwards of $500. Until now

Introducing the Tracktion 2 muslc production bundle. A complete, powertul
' production suite with everything you need to take your music from initial
.' ' inspiration to final mixed-and-mastered CD—with as-good-or-better results

SampleTank SE - than softwdre costing several times its price.

4 Our acclaimed Tracktion 2 software represents the easlest way to record on

- your Mac or PC—with a clean single-screen interface, unlimited track count,

= —e e, a 64-bit mix engine, VST and ReWire support, and the ability ta export your
IR A s music to other audio software with ease.

With bundied Amplitube™ Lt Guitar Amp
Simulator and Sampletank™ SE Sample
Playei, the LinPlug RMIV™ drum machine,
the refX Slayer 2™ gultar and bass plug-
in, and a full suite of Mackie Mixing and
Mastering tools. you'll never lack the right
: software far the job at hand.

Final Mix «
And with T2's list price of only $199 all this
creative freedom won't break your budget.

Amplitube LE, Ea.,":e"f;’mf.‘; SE Download the Tracktion 2 demo today at
Liaping RMIV und Fiseil Mix: ki /62
just four of over 30 plug-ins MAERAN I KIC.COMTLL.
included with Tracktion 2,

o=

SIMPLE. POWERFUL. REVOLUTIONARY. TRACKTION 2.

* Suggested Retalil Price. Actual dealer price may vary.
Faralimited time, get a FREE artist website and 6 manths aof hasting fram www.braadjam.cam when yau buy and register Tractkian 2.
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06 1 MIKED THE UNSANE
Joel Hamilton hammers it home: harsh

sounds and the mics that love them. A primer

for punks.

08 QUICK PICKS: HEIL SOUND PR40
DYNAMIC MICROPHONE

08 THE OBLIGATORY GENIUS GUIDETO

STUNNING MICTACTICS...

Take a passel of pros, mix in serious blackmail

threats and you get? The best and brightest
offering their best and brightest mic tricks,
tips, and hints.

10 QUICK PICKS: B.L.U.E. Microphone
Snowball

10 ~.THE GREAT AMERICAN MIC HUNT

y ’ J.J. Blair is being very, very quiet while hunting
for serewy rabbits, mics, and the ever-elusive

snipe. Fox Force Five. . .!!l Power ON!!!

J
17 'QUICK PICKS: CAD M177 + CAD M179

YOU ARE LOUD? | AM LOUDER
Tim Green from Louder Studios (and The
F*%king Champs) wrestles three of his

favorite mics to the ground until they scream

UNCLE. And they do.
f

24 NOT-SO-QUICK PICKS:
AEA R92 Ribbon Mic

HOWTO STOP WORRYING

ABOUT OMNIS

Rich Tozzoli teaches you how to love them
nstead. A deep, strongly held, and abiding
lave. That spans the ages. That kind,

28 NOT-SO-QUICK PICKS: THE SETITAN,

SE 2200A, SE 1AST, SE 2A, SE 3ST

30 MY NAME IS DAVE RAT & YOU'RE
HERE WITH ME NOW
EQ does a hit-and-run Q&A with the man

who ran Rollins, the Red Hot Chili Peppers,
\and Rage Against The Machine. What? You

didn’t know?

& 3

QUICK PICKS: SHURE KSM
44/32/27/137 + AUDIO TECHNICA
4033CL/4040

THEY CALL HIM...SWEDIEN!

Or Bruce. OrThe Man. Or, or, or . . . well the
list is as endless as the greats who credit him
with participating in their greatness. From
Nat King Cole to J. Lo. Yeah. Exactly.

AKG vs. AUDIOTECHNICA vs. B.L.U.E
The man they call Manley. Phil. Manley. From
NR Studios rolls a baker’s half dozen of mics
through the wringer for your sordid sonic
reading pleasures.

TOP ROUND 1ST CHOICE DRAFT
PICKS FOR EQ’S RIBBON RONDELE

If there was going to be ONE person who
had anything to say that was remotely
coherent, cogent, and compelling on ribbon
mics, well Lynn Fuston might be that person.
And his picks? Stone cold locks for the
upcoming season.

QUICK PICK: PEARL DS60

WHEN GRINDCORE WALKED

THE EARTH

Roberto Martinelli, he of www.maelstrom.nu
and several grrrr metal bands too numerous
to mention here, gives the straight scoop of
the best mics to use if you're planning on
going to hell, In a hurry.

MIC IT UP!

Mitch Gallagher bangs the gong [and breaks
the bank?] on the AT2020, MA-200, and the
PHANTOM V. Oh yeah? Yeah!

HELP! STRANDED! SEND MORE MICS!
If you were stuck on a desert island and the
powers that be had ruled out a, um, powerboat,
what mic would you most want to record
your maundering missives to a world that
had no longer cared?

TALKBOX

ROOM WITH A VU
The Creation Lab: Turlock, CA

Cover photo by Craig Rubadoux
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With the AWS 900 Analogue Workstation System, anyone ,
can take advantage of the outstanding sound quality and ¢ [ '5'".
feature set of a Solid State Logic console. Combing a pe —
world-class mixing console with a powerful integrated —— Y 2

DAW controller, the AWS 900 delivers legendary SSL \"'\( —
quality in a compact and affordable package. Picturing )

yourself behind an SSL of your own just got a B
whole lot easier. '

Make It Happen With GC Pro!

When it's time to add some new gear to your studio
or live sound system, GC Pro is dedicated to earning
your business. Along with the excellent pricing you'd
expect from the world's largest pro audio dealer, you
receive the expertise and extraordinary service you
deserve.

GC Pro has expert
Account Managers
in nearly every
territory of the
USA... contact

us today!

800-935-MYGC
= www.gcpro.com

From the most coveted microphones and the

finest outboard gear to vintage instruments and
sophisticated DAW systems, we are your one-stop
solution. Contact your local GC Pro Account Manager
for a personalized consultation.
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TRY THAT WITH A MEGAPHONE

The images are altogether a sort of cryptic bit of modern Western
iconography. That is: the amazing Mr. Please Please himself bent
over one, Elvis wrapped around one, or the Sinatra of the bobby
soxer heart throb era leaning all over one.

What is a microphone, Alex?

What is a microphone?

A prop, an affectation, a suggestion of something . . . else. ..
entirely, depending on how you rocked it and what you were
rocking. Because it needed to be but suggested (versus even
being shown) to get across what was killing itself to be said
definitively and, more importantly, more loudly than everybody
else: therefore | am.

So through the same cool medium of exchange that packed
them out for Orpheus and that now, in this day and age, had a
name, a face, and a place in space, usually in some singer’s
enraptured fist, the mic’'s fallen heir to being accessible like no
other bit of music technology has ever been accessible.

It's where the recorded songs start.

It's how good recorded songs shine.

And, hell yeah, we gave it its own issue.

Because it deserves it, because it makes a difference, because
you can’t do without it, and if you can't do with it well, you will do
without it. Because nobody else has bothered talking to BRUCE
SWEDIEN in a damn, good long while, because what AL SCHMITT,
ED CHERNEY, BIL VORNDICK, et al. know many of us can't even
begin to guess at, and because what J.J. BLAIR, TIM GREEN, and
JOEL HAMILTON put themselves and their mics through a dog
shouldn’t even have to suffer.

This is our September. Welcome to it.

Cheers,

PS. Tuba Players [EQ, Talkbox, July 2005)? Yes, yes, you can stop
writing any time now. You have been heard.
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Adjustable Power Seat

Featuring unprecedented control over response at the mix position, JBL steps forward with the new LSR6300 Studio
Monitors, the first complete solution to tackle problems in the room. Our exclusive RMC™ Room Mode Correction
system, including a hand-held acoustic analyzer (shown above in your seat), accurately measures boundary-induced low
frequency modes so you can adjust the speaker’s 1/10th octave parametric equalizer and correct the problems in the
room. Designed from the ground up, the LSR6300’s deliver ultra-flat response (+1/-1.5 dB), an exceptionally wide sweet
spot free of spatial anomalies and an incredibly accurate window on your mix. Shielded, mountable, and THX® pm3°®
approved, for stereo or multi-channel, music or post, the LSR6300’s truly put you in the power seat.

See your JBL Dealer today for a demo of this extraordinary new monitoring system.

LSR6300 Studio Monitors - Mix Without Boundaries.

Learn more about the power of the LSR6300 Studio Monitors at www.jblpro.com/LSR

1IBL,
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H A Harman Intemational Company
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MICROPHONE

The word, the deed and everything in between: what you always

wanted to know about mikin

cled feature.

So you have asked and now you shal

I r
EQ GUIDE to MODERN MIKOL
Get in where you fit in, sit
e

THE

njoy the ride.

POST PUNKISTICS

| MIKED THE

by Joel Hamilton

There are two things | know.

Every mic is a part of our sonic vocabulary.
Every mic "describes an event” differently.

With that in mind, and a fairly “eloquent”
selection of mics, | set out to make a
record that really let a band with an
aggressive sound be described by a record-
ng that engaged, annoyed, attacked, and
affected the listener. The band was UNSANE,
known for a sort of very aggressive, heavy,
sonic assault. This is not heavy metal. This is an attack.

But how the hell to get that attack, that gesture, all the way
through to the end listener?

HERE COME THE DRUMS
Well we started in an obvious place: the drums. Vinnie hits the damn
drums like they owe him money, and so | wanted a setup that let that
really come across, focus, real impact and the aggression of the room,
versus the old “I wanna sound like Bonham” crap that winds up
translating as BLINK 182 with a little more room mic in the final mix.

With this in mind, | tried all kinds of stuff, based on my “usual”
rock setup

| had a Sennheiser E602 in the kick, about two inches away
from the beater. That gave me the thwack | wanted without having
to EQ. | put a Neumann FET 47 in front of the kick, for the boom. Snare
was top miked only, with a Revox 3500, in the same way you see in
pictures of every frikkin’ session ever. The Revox is like a Beyer 201

. EQ SEPTEMBER 2005 www egrmag.com

. , mics, different ty
and recording them all bundled into one handy

es of the same,
andy mega-mus-

eceive:

OGY.
back and

with a little more top. Nice. Responds to compression well. Rack and
floor toms had one Oktava MCO012 each, in cardioid. | love those things
for toms. | have tried everything, and | came back
to these cheap condensers for the awesome balance
of thwack and boom. So much tone, NO EQ again
on any of these, to tape. Actually there was no
EQ at all on this record, on the way in, or during mix. None. Zero. Zip
Overheads were Earthworks TC30s. Omnis as OH. Like hovering
above the kit. Open, fast, brutally honest. | had a center ambient mic
in the room {mid size, terra cotta tile floor, wood walls). | used a C12
VR custom | have, into a tube pre, into a Neve 33609 limiter for some
explosive ambient sounds, but still focused. The C12 VR | have has a
good overall balance in front of the kit. Like the source, only better. . . .
| also wanted a really distant room mic as well, still mono.
| tried a few different mics that | would normally choose, and settled
on a Neumann CMV563 with a M7 capsule, through a custom
Ampex 601 tube pre | have, into an AM864/U "federal” compressor.
Slow, floppy time constants, but fast enough release to give me
more explosions, and complement the quick release of the Neve 33609
so my releases average out and there is no “pumping” regardless of
the tempo of the song. The CMV was like the old guy in the corner,
really enjoying the whole experience at the show. Not accurate, not
really "the truth” but giving a flattering account of the attack in
progress kind of like how FOX news would describe Iraq. . .
| also had yet another mono room mic, kind of a “wild card” mic
that | will throw in the mix on almost every session | do, that gives
me an overall character of that particular session, and really gives the
drums a sonic fingerprint specific to that session or album. Think “When
the Levee Breaks.” We could all name it from the first kick hit because
it really has a sonic footprint that is instantly recognizable. On this record,
that "wild card” was a Lomo 19A19, behind the upright piano,
through an 1176 with all four buttons engaged. Fun craziness that
wasn't always appropriate, but was always fun. The Lomo is like
a dark, smoky, (distorted in this case) storyteller that makes
even mundane acts seem a little more sinister, like Tom Waits
describing a trip to the grocery store.

World Radio Histo
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CRECK 1|,

What we heard when we gat all of these mics really screaming was the sound of war. Vinnie
really was making the air work in that room, and with all those mics around, | was sure | was
getting what | needed to really make this exciting. In circumstances like this, | felt like | was
putting up as many cameras as possible, because the schoolbus I1s only going 1o jump the canyon
ONCE, you know? And we can always look, listen, and decide later whether it's going to be
riding the room mic heavy for the slow one or tight and punchy for the screamers.

BASS FISHING

The bass in Unsane, a three plece, is really an intrinsic, unique part of the band’s overall sound
Capturing the sound of an SVT abaut to explode is na simple task. This bass makes a lot
of racket cutside of traditional “"bass” sounds. To grab this, to really describe this unsettling
event Dave Curran calls "bass” for UNSANE, we wound up with the following setup.

We piit the SVT in it3 own roocm, with a DI {Avalon US) and four mics. | needed some-
thing with fangs first, and something that would handle 10 billion dB, so we grabbed a 57
Yes, a Shure 57. Put that on the top right speaker of the poor SVT cabinet. | listened 1o
the phase relationship to the DI . . . awesome. FANGS. The 57 was eating the grille and
you could hear it was in an unpleasant place . . . Perfect. | also really wanted some balls
for this sound. We put an RE20, eating the grille down by the floor on another speaker: low
end, and some top sizzle. Cool fit with the 57 and the post-pedal DI. Assume there was
some dicking around with phase for all of these choices. | also wanted something NOT as
focused as these close mics, so we put @ Neumann FET47 about four feet back from
the center of the 8x10* cabinet. Awesome. Totally snarling lashes of really heavy barbed
wire coming at your faco: the intended gesture was coming through the monitors.

GUITERROR

Guitar was much simpler: A twin, 1 Fender twin, ALL THE VWAY UP Couple that with Chris
Spencer’s Telecaster, and you have a punishing sound. We also had a Mesa/Boogie
Triple Rectifier for the more driven part of the sound through an old basket-weave
Marshall 4x12 cab. A 57 and an Echolette 409 on two different speakers for the Triple
Rectifier, and a 57 on the twin. Simple, effective, abrasive, but “professionally abrasive.”

ULTRAVOX

Vocals are shared by Dave and Chris, and for Chris, (after Frank Black finally left the stu-
dio, as he was doing the Pixies reunion thingy at Hammerstein here in NYC and stopped
by to hang out) we simply plugged in a 57, held in hand. Chris wound up on the floor on
his side, wailing away. All 10 songs in an afternoon. Amazing. For Dave | wanted a little more
tubed-out drive, so | hauted out an RFT 7151 bottle, and let it get killed by the onslaught.
Fully grabbed the intent of both neople, and sat 'aell in the rost of the mayhem.

AND SO.

All of these mics were chosen because they describe the original event in the way we
wanted. We control the media. We choose the way we are presented to the world in the
studio, and these microphones “described” the event so well that we wound up with NO
EQ anywhere on the record. Choose microphones, and any piece of gear for that matter,
with the intent of flattering the original intent of the artist, and you will wind up with
something that really sounds like the artist only better . . . . »
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MICROPHONECHECK 1, 2

STATE SECRETS

THE OBLIGRTORY GENIUS GUIDE
TO STUNNING MIC TACTICS...

Starring suspects both usual
and unusual: Charles Dye, Ron
Albert, Al Schmitt, Pat Dillett,
David Z, Bil Vorndick, Bob
Bullock, and last but by no
means least, Joe Chiccarelli

It's a given that successful people figure out a few things on their own
along the way. Very successful people also figure out that they
might want to keep a few tricks up their sleeves that help keep
them unique. But some secrets, as is the habit with secrets, ultimately
come out, and here a slew of great engineers and producers share some
techniques — on the QT, hush hush, and very confidential — that
helped them get to Easy Street.

QUICK PICKS

HEIL SOUND PR4“0 DYNAMIC MICROPHONE

This is supposed to be a replacement for the ElectroVoice RE20.

Why replace the RE20?
Why not?

The Hejl PR40Q sounds very close to the EV but it is about

by Dan Daley

HERE COME THE DRUM MICS
CHARLES DYE, Grammy winner, best known for his work on Ricky
Martin's 1998 love-it-or-hate-it hit "Livin' La Vida Loca.”

"For hi-hat | usually go for a sound that’s less clanky
and more whispy. Using a 451 or similar, | position
the mic on the opposite side of the hat from the snare
for separation, about one inch beyond the hat's
outer edge, and two inches above the edge pointing
straight down. The mic is now aimed directly at the
floor and not pointing at the hat at all. This off-axis
and slightly unconventional position turns out to
give me just the sound I'm looking for with the
least amount of equalization. But invariably either the
drummer or assistant engineer will at some point ‘fix’
it for me, thinking someone bumped the mic.”

Beyond the high-hat, Dye says he gets ambient drum
sounds via early reflections. I prefer miking the
room'’s ambience by positioning room mics facing a wall
or window. The purpose is to get as much reflected
sound as possible, without getting any dircct. | often

half the price of a used one. | used the PR40 outside the front
head of a kick drum. Sounded exactly like what | thought the
RE20 would sound like. Cool.The Heil PR40 doesn’t have the same
little 85-95Hz bump that the other one has, but | generally
notch a little of that out anyway. | tried the PR40 on everything
from acoustic guitar, male vocals, a hi-hat, some male narration,
a snare drum, and a piano. You know, it worked pretty well on

prefer warmer large diaphragm condensers for this.
Most rocontly at Hit Factory Miami’s Studio C | used
a pair of tube 47’s, placing them on the sidewalls to
the left and right of the drums 14 feet in front of the
kit. They were 10 to 12 feet high pointing directly at
the wood walls 12 inches out. Becausc the mics
were pointing in opposite directions from each other,

everything — kind of the same way that a SM57 works OK on almost
everything. l really liked it on the narration — it sounded very “broadcasty”
and radio announcer-like. And it sounded pretty good on the snare. Also
great on the bass amp. It sounded like one of those Beyer Dynamics. | like
this mic — it is the affordable RE20 replacement. It comes in a nice wooden
box with a stand clip. The mic Is very sturdily built.

The frequency response is from 28Hz and stays perfectly flat to 18kHz
with mid-range rise that gives it great natural articulation for VO and broadcast.
Apparently all the HAM radio guys really dig this mic. If you'ré in the market
for a truly affordable option, check this one out. A shockmount is going to
be available for this model very soon. ($200 street} —Monte Vallier

the ambicnce was out of phase, so | flipped the
phase on one. The sound was a very warm and rich
room tone that later sounded great while recording
electric guitars as well.”

Pluses: Relatively flat and wide frequency response, sturdily buiit to last,
all-around workhorse type mic, good price.

Minuses: Needs a shockmount.
___‘
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PAT DILLETT, engineer and producer for They Might Be Giants and
David Byrne, has a subtle trick for miking drums.

“I'll place tom and snare microphones at a lower angle
to the drum than most people. On toms | usually use
[Sennheiser] 421°'s or [Shure] SM98’s, on snare
usually a [Shure] SM57. | find if | place the mic at a
little less than a 30-degree angle to the drumhead —
aimed at the point of attack (or at least the drummer's intended
point of attack — don't get me started!} — | end up with a fatter sound.
The mic catches the full impact but also grabs more of the skin
resonating than a sharper angle placement. Of course, when stage
miking, you want a sharper angle to avoid picking up everything
else thundering around onstage.”

DAVID Z While engineering for Prince during his most creative days
in Minneapolis in the 1980s, David did a lot of off-the-wall experimentation.
And some even had to do with music.

"On the Family aloum, we were recording in a huge
warehouse. We had to put the drums on the other side
of the room because there was no control room. To get
a particularly hot snare sound, | put a Sony ECM-50
condenser lavalier microphone inside the snare drum.
We took off the top skin, suspended it with tape so it
didn’t touch any part of the drum, ran the wire out of
the air hole on the side and then taped up the air hole as part of
securing the mic. You need some way for the air to escape the
drum so | burned a hole in the bottom skin with a cigarette. | still do
that to get rid of the boingy-ness of the snares. It freaks drummers
out when | do it — even when | tell them I'm going to do it, they don't
believe me until | actually burn the hole. But it works, and so did that
Sony mic inside the snare, but not for too long. It just got the life
whacked out of it. It wasn't designed for that kind of abuse. It
lasted for about four songs. But it sounded great.”

STRINGS & THINGS

RON & HOWARD ALBERT have graced the acoustic guitar sounds
of Eric Clapton, Keith Richards, Steve Cropper, et al. The key?
According to Ron? Hardware.

"The ultimate acoustic guitar sound is a Martin D-45, preferably
vintage, with bronze-wound strings. Put a Neumann U-87 into a shock-
mount and place it on a stand upside down, so the capsule is at the
bottom — the secret is that you don't get reflections off the metal body
of the microphone that way. Set the mic on axis to the strings, as close
as comfortable to the guitarist. Then, run it first through a Pultech
PEQ-1A equalizer, because they have the ability to cut and boost in
the same frequency range simultaneously. That's what we do — cut
and boost the highs and lows; the microphone honks the mids on its
own. Then send it through a UREI 1176LN compressor. The setting
will vary according to how hard the guitarist plays.

“On vocals, one longtime trick of ours has been to use dynamic
microphones, like a Shure SM-7, for rock vocals. Dynamics lower the
proximity effect and they tend to sit in the mix better, whereas con-
densers tend to pop out.”

JOE CHICCARELLI, production and
engineering great whose bona fides
run the gamut from the Stranglers to
the Kronos Quartet, loves stringing
them high.

"Often I'll record solo violin or viola as a color on a country or even
a rock track. The violin puts out sound from all over the instrument,
from the neck to the body and out the sound holes. Using a close-up
and a distant (room) microphone will work well, adding some depth
to the sound. However, sometimes the tracks or the mics aren't
available to me. So | found that the most realistic sound could be
captured with one mic above the instrument in the omni pattern. By
moving the mic up and down above the violin | can control the balance
between the present (close) sound and the ambience of the room.
This seems to yield a result that truly sounds like the instrument in
the room with a very three-dimensional quality to the sound.”

BRASS TACTICS
AL SCHMITT, whose 17 Grammys out of 34 nominations gives him
an exact .500 batting average, has a favorite trick for brass.

“I leave all the microphones in an omni pattern instead
of cardioid, like most engineers do. On big sections I'm
not worried about things from other parts of the room
leaking in, and there's something about the way a
fully open microphone sounds. The back is open and
it just picks up a more natural array of sounds.”

GUITAR-TRONICS
ED CHERNEY, engineer for the Rolling Stones and Bonnie Raitt,
knows a thing or two about a thing or two. In this instance: guitar amps.

"For guitar amps, to find the sweetest spot to place the microphone —
Shure 57s are usually the classic choice when close miking, although
I have really been digging the Royer Ribbon 121 — then plug the gui-
tar cable into the input, but don't plug in the guitar. On the jack that
you would plug into the guitar, hold it and put your thumb against the
tip of the jack so it hums. Then get down on your hands and knees
in front of the amp speaker, cup your other hand behind your ear and
listen from about a foot away from the speaker. Move your ear
around until you hear the spot where the hum is the fullest and
richest — that's where to aim the microphone.”

BIL VORNDICK, whose engineering and production chops helped
win Allison Krause her first Grammy, and who has pioneered modern
bluegrass recording techniques, says lap steels may be electric
guitars but do need a special touch.

"I like to mic the front and the back of the amp. | will use a single Shure
57, Sennheiser 421, or a Royer on the front of the amp cabinet
(depending on which amp) a few inches from the speaker pointed
one-third of the way from the center to the outside speaker rim. Then
| position a 421 — out of phase from the front mic — pointing into
the back of the speaker cabinet about six to eight inches away.
{Move it around until you get the exact sound you like.) You can really
get more balls out of the amp using the two mics front and back, instead
of just the mics that many engineers only use on the front.”

BOB BULLOCK, a Nashville-based engineer
whose discography includes the most recent
discs for Shania Twain, George Strait, and Travis
Tritt, has a neat adaptation on a stereo microphone
technique applied to an acoustic guitar.

“I'll use a stereo pair of AKG 451 condenser
microphones. | set the first one up over the
[soundbox] of the guitar about six inches away, aimed toward the sound
hole and at the three lowest-frequency strings [E, A, and D). I'll take
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the other microphone and aim it toward the neck, around the 12th fret,
and aimed toward the highest-pitched strings [G, B, and £]. With this
setup, the first microphone is picking up the guitar’s lowest frequencies
from both the lower-pitched strings and from the area of greatest
low-frequency resonance. The other mic gets the upper frequencies.
It's the same principle as miking a piano with stereo mics, and when
you pan them hard left and right, it gives you the same kind of
stereo image. It really sounds great when someone is finger-picking
the guitar.”

Ji ARELLI tyes, again} recalls two techniques that helped him
capture elusive instruments.

“Some time ago | did a project for blues guitarist George Thorogood. George
is an amazing guitarist, capable of producing a big sound with his small
combo amp that could fill a room with a great spectral balance top to
bottom. Often it was hard capturing the type of low end that would emanate
further back in the room and would rumble the floors. | had the best luck
miking the Fender amp with the typical Neumann U-87, Shure 57,
Royer 121 combinations, but | also mic the back of the open speaker
cabinet — in the rear at the outer edge of the speaker | found the most
punchy low end that | could blend in with my front microphones. To
do this properly, | had the best luck with large-diaphragm condensers
like the EV RE20 or the AKG D12. To balance all the microphones
correctly, you'll have to reverse the phase of the rear microphone
Remember, it's a speaker cone moving positive and negative so the
rear motions will most likely be opposite-phase from the front.”

MIC CHEKA

THE GRERT
AMERICAN
MIC HUNT

by J.J. Blair

Strange things happen on the Internet

In a particular pro audio forum, | had posted the £Q cover of Jack
Joseph Puig [March 2005] giving the “Blue Steel” and then the pic
of Dave Navarro, from a different EQ issue, lying shirtless on an

SSL and displaying his total recall technique. | went on to suggest

B.L.U.E. Microphone Snowball

“What the hell am | supposed to do with this?”

A Snowball?

Come on BLUE, when are you going to run out of cute
color/name combos for your spherical mics? What's next: The
Meatball? The Melonball? The Eyeball? Whatever. The mics are
pretty cool.

The Snowball is white (surprise, surprise). It's also the first
USB-powered spherical microphone in existence. The mic is
pretty new on the scene and hasn’t generated a lot of press.
The BLUE website doesn’t have any specs listed, and the
review mic came in a little Styrofoam box with a USB cable and
no literature. So | will wing it.

| don’t use any software where | would need, or could even
use, a USB microphone. The only thing | could try was GarageBand.

I'd never really used GarageBand except
that one time where | was on tour in Japan
and we had to do a demo of GarageBand
at the Apple store in Tokyo and none of us
knew how to use it and we leamed it in the
cab on the way to the demo. The demo kind
of sucked in a surreal way. But here was my
chance to redeem myself. | spent the next
three hours getting totally into the freakiness of the software
until 1 had the perfect track to try and record some creepy
vocals into. 1 hooked the Snowball into the USB port on my key-
board, set the audio input preference (the driver automatically
loaded) to BLUE USB thingy, and armed a new track for record
and presto: there was a nice fat signal.

The Snowball is a dual-capsule microphone. One is for
vocals and VO and one is for instruments. There is a three-way
switch where you can choose either capsule or both at the
same time. The one that is for voice is sort of low-mid enhanced
to give your voice a little bit of ball {sic), and the instrument
capsule delivers a more high-passed open sound. Both capsules
simultaneously sound sort of extra fat and chunky. | can‘t sing
to save my life but | know when a mic sounds good. Especially
for the price and the type of market that it'll be satisfying.

1 DO have a couple of problems with it though: 1 think the mic
is just too big and bulky for the laptop/backpack brigade. Also
the demo model | got had no mount — just a 5/8-inch screw hole
on the bottom to attach to a straight stand. What it needs is a
way to mount the mic on a little collapsible desk-mount stand
you can stick by your keyboard or mouse and get to work. Or
maybe they can come up with a flexible swivel mount so you
can get it into position with a normal boom stand.This mic will
have a very specific audience and they need to cater to that
group. The sound is pretty cool, and flexible, and the price
is right so maybe this Snowball has a chance in hell. (MSRP
$139) —Monte Vallier
Pluses: USB powered, no need for a mic pre, dual-capsule
versatility, looks cool on the desktop, price to quality ratio good.

Minuses: needs portable desktop stand, since there’s no pre amp
— no control over input gain, bulky and a bit unwieldy, will get
dirty, makes you make bad puns.
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that perhaps a cerlain £Q editor would rather be working at Honcho. Well, after a couple of vwecks, my
phone rang. "Hi, this is Eugene from £Q. You know, the head Honcho."

The upshot?

He wanted me to write an article for THE MIC ISSUE. Either that or he'd throw me a beating and buy me
a lifetime subscription to Honcho. And it wouldn’t get delivered in the brown wrapper. So here | am.

Let me start out by saying to the manufacturers who are or who have become my friends, if | say
something about your product that you don’t like, I'm sorry. Just remember, I'm not a technician, nor am |
an egghead who understands why every circuit sounds the way it does. I'm just a guy who sets up mics,
turns knobs, and gets sounds good enough that people have decided it's worth paying me to do it.

So what is an opinionated producer/engineer/musician going to write about for the Microphone Issue?
Well, it starts off a long time ago, in a studio far, far away with a passel of mics prime: the Neumann U-47,
Neumann U-87, Telefunken U-47, AKG C12VR, Manley Gold Reference, Audio Technica 4060, BLUE
Kiwi, BLUE Cactus, Brauner Valvet, Korby Convertible with 47 head assembly, Langevin CR2001,
Lawson L47, Manley Reference, Microtech Gefell UM70S, Microtech
Gefell UM92.1, MXL V76T, Neumann M147, Soundelux E47, Soundelux
E49, and the Telefunken U47M_ .

EPISODE ONE: ATTACK OF THE CLONES

!f there were ever a microphone associated with the recarding studio, it
would be the U-47. It s been a staple of studios for over 50 years, and it'd be
safe to say that most condenser mics are based on the technical principles
developed for the U-47. It has also inspired many look alike and sound alike
clones. In the past few years, I've seen articles reviewing some of these
clones, but I've never seen one big shootout. In my studio, | frequently do
shootouts of different pieces of gear, so | thought it would be a great idea to
get a hold of some of the more popular model U-47 clones, or U-47-inspired
mics, take a couple vintage U-47s and put them all through the paces of
recording instruments that a U-47 is typically used for.