
HNC Sound Production Studio Diary 
 

Throughout semester one, we had the opportunity to work on a variety of sessions in our 
Studio Sessions. I will be writing about four of those sessions, and will be performing a critical 
evaluation on one. 
 
Session 1 – Drum Tracking: 
 
The first session we did as a class was a drum recording session. During this session, I helped 
set up mics and ran cabling in the live room, and was the drummer for the session as well. 
 
We planned to use a basic set up as it was our first time working with mics on a drum kit. The 
mic choice was largely down to Geoff and Magnus for this session. There was no specific genre 
to the session. As the drummer, I was just asked to improvise for about ten minutes. The 
ProTools sessions was setup as the mics were setup. 
 
The following mics were used: 
 

Channel Mic Used Application 
1 AKG D112 Kick Drum 
2 Shure SM57 Snare Top 
3 Shure SM57 Snare Bottom 
4 Sontronics STC10 Hi-Hats 
5 Audio-Technica ATM25 Rack Tom 
6 Audio-Technica ATM25 Floor Tom 
7 Aston Spirit Overhead 1 
8 Aston Spirit Overhead 2 
9 SM7B Kick 

 
Kick mics: 
 
It is worth noting that there is always the risk of coming across phase issues with more than 
one microphone on the same source. The phase button on the desk can be used to eliminate 
any issues that present themselves 
 
The cardiod D112 was placed closer to the batter head of the kick in this session (fig 1.1). This 
placement gives us a punchy, clear attack while still giving us a full low end. The D112 is very 
suited to use in a kick due to the low end boost and the flat low mid response, gives us a nice 
representation of everything that is going on in the kick (fig 1.2). 
 
The cardiod SM7B was used to give us an option in the mixing process, and gave us a different 
sound to that of the D112. The SM7B was placed further away from the batter head than the 
D112 (Fig 1.1) this was done to capture more of the overall sound of the kick. The SM7B’s 
frequency response (Fig 1.3) gives a reasonably flat low end response, with a good mid-range 
response which gives us a nice amount of clarity and will allow us to recreate the tone of the 
kick in the mix 



 
Fig 1.1 

 
 
Fig 1.2 

 
(Berklee, 2019) 

 
Fig 1.3 

 
(Shure, 2019) 
 

Snare: 
 
Again, due to the fact two microphones were used on the snare (one top, one bottom), one 
has to be vigilant with phase issues. In this recording, we did have to flip the polarity of the 
bottom mic. 
 
The iconic cardiod dynamic Shure SM57 Instrument mic was used on both the top and 
bottom of this snare. The slightly boosted response upwards of 2kHz up to 5kHz means this 
microphone really captures the attack and tone of the snare almost perfectly (fig 1.4). The 
cardiod polar pattern of this microphone also helps reduce spill and any acoustic feedback. 



The mics were positioned to be almost mirror images of each other. The snare top mic was 
placed to capture the tone as well as the attack, as such sat with the capsule just in line with 
the rim (fig 1.5). The bottom snare mic was slightly further in than the top, giving us more 
body and capturing the sound of the snare wire. (fig 1.6) 
 
Fig 1.4 
 

 
 
(Shure, 2019) 

 
Fig 1.5 

 
Fig 1.6 

 
 
 



Hi-Hats: 
 
The cardiod small diaphragm condenser SonTronics STC10 was used on hi-hats in this 
recording. The microphone was placed facing directly down towards the bow of the cymbal, 
not quite on the edge (see fig 1.6 above). This positioning means the mic would pick up the 
sound from the bell and the edge, as well as the body of the cymbal, giving us a true picture 
of what the hi-hat sounded like. With a gradual boost from 3kHz upward, peaking at 10kHz 
(fig 1.8), this microphone is really suited to reproducing the Hi-Hat in a clear, and bright 
way, helping it stand out in the mix.  
 
(fig 1.8) 

  
(Sontronics, 2019) 
 

Rack Tom: 
 
The dynamic hypercardiod AudioTechnica ATM25 was used on the rack tom. The mic was 
placed just inside the rim, pointing towards the centre of the drum (fig 1.9). This captured 
the tone of the drum while still giving a nice amount of attack. The gradual boost from circa 
1kHz upwards captures the tone from the drum and attack really nicely, giving us a true yet 
full sound. (fig 1.10) 
 
Fig 1.9 

 



Fig 1.10 

 
(AudioTechnica, 2019) 

 
Floor Tom: 
 
Again, the hypercardiod dynamic ATM25 was used on the floor tom. The mic was placed 
virtually in line with the rim of the drum, capturing the nice full tone that a floor tom has, 
while still giving us a distinct attack element (fig 1.11). With the slight boost from 50-150 Hz 
this mic does a great job of really capturing the body and depth of the floor tom (see fig 
1.10). 
 
Fig 1.11 

 
 
Overheads: 
 
We used two Aston Spirits in spaced pair configuration for the overhead mics for this 
recording. The Aston Spirit is a large diaphragm condenser microphone, which we used in a 
cardiod polar pattern. We measured the distance to one microphone from the centre of the 
snare drum using an XLR. We then ensured this distance was the same for the second 
microphone, trying to reduce any potential phase issues.  
 



The microphones were placed in line with the middle of the kick (see fig 1.12). This captured 
the overall sound from the crash and ride, along with the ambience and balance of the kit as 
whole. 
 
The frequency response of the Aston Spirit makes them a great choice for drum overheads. 
The boost from 2kHz upwards gives us a bright and clear image of the cymbals, but due to 
the relatively flat frequency response below 2kHz, also gives us an accurate representation 
of the rest of the kit, giving us a good sound to glue the mix together. (fig 1.13) 
 
Fig 1.12 

 
 
Fig 1.13 

 
(Aston Microphones, 2019) 



Technical Issues 

 
As is the case with most sessions, we had a few cables that went down. These were 
replaced which resolved the issues. We also had issues with the headphone amp and 
headphones, both of these were replaced which resolved the issue. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Session 2 – ‘The Other Neil Morrison Band’ 
 
We welcomed a newly formed Perth College band into the studio on October 2nd. The 
session was recorded in Eastlake One.  
 
We weren’t aware of what the band consisted of pre-session, so we took an educated guess 
and set up for a simple drum kit, bass, 2 guitars, keys and vocals. We set up the Pro-Tools 
session with the appropriate number of channels, named the channels and grouped them. 
 
The actual turn out of the band wasn’t far away from this, with the keyboard player opting 
to play Rhodes. 
 
The channel list and mics were as follows: 
 

Channel Mic Used Application 
1 AKG D112 Kick 
2 Shure SM57 Snare Top 
3 Shure SM57 Snare Bottom 
4 Sontronics STC 10 Hi-Hats 
5 AudioTechnica ATM25 Rack Tom 
6 AudioTechnica ATM25 Floor Tom 
7 StudioSpares S300 Ribbon OH L 
8 StudioSpares S300 Ribbon OH R 
9 ElectroVoice RE 20 Bass Cab 

10 DI Box Bass DI 
11 Shure SM57 Guitar 1 (Amp) 
12 Shure SM57 Guitar 2 (Amp) 
13 Aston Spirit Room Mic 
14 DI Box Rhodes (L) 
15 DI Box Rhodes (R) 
16 Shure SM7B Vocals 

 
Kick: 
 
We used the cardiod dynamic AKG D112 on the kick. This microphone was placed about 4/5 
inches back from the batter head (fig 2.1). The placement was chosen to capture the attack 
and retain the tone and body of the kick.  
 
Another reason this mic was chosen is that the sound of the room was rejected (and the 3 
cabs and the Rhodes) due to the cardiod polar pattern.  
 
Finally, the frequency response of this microphone makes it incredibly suitable for use on 
the kick drum (Fig 2.2). The distinct boost above 20Hz, through to 400Hz, giving us a nice full 
low end tone in the mix.  
 
 



Fig 2.1 

 
(Agnieszka Derkowska) 

 
Fig 2.2 

 
(Berklee, 2019) 

 
Snare: 
 
Due to the fact that two mics were used on the snare drum, we have to be aware of 
potential issues with phase. We reversed the polarity of the second mic to eliminate the 
phase issue.  
 
The legendary cardiod dynamic Shure SM57 Instrument mic was used on both the top and 
bottom of the snare in this recording.  
 
The relatively flat frequency response, along with the slightly boosted response upwards of 
2kHz up to 5kHz means this microphone really captures the attack and tone, giving us a nice 
element of clarity too.(fig 2.3).  
 
The cardiod polar pattern of this microphone also helps reduce spill, rejecting noise from 
the rear, and minimising any acoustic feedback. The mics were positioned to be almost 
mirror images of each other. The two capsules were placed quite about an inch inside the 
rim, capturing the attack of the snare more than the tone. (Fig 2.4) 
 
 
 



 
Fig 2.3 

 
(Shure, 2019) 

 
Fig 2.4  

 
 
Hi-Hats: 
 
The cardiod SonTronics STC-10 small diaphragm condenser was used on the hi-hats for this 
session. The Mic was placed further towards the bell than the edge of the cymbal. (fig 2.5). 
This placement was chosen to really help the attack on the Hi-Hats stand out. 
 
The Frequency response of the STC-10 means it is ideal for use on hi-hats due to the boost 
from 4kHz upwards. (fig 2.6). This helps the brightness of the hats stand out in the mix. This 
is crucial due to the hi-hats being a vital element of the drum kit. 
 
Given the live tracking environment we were using, the cardiod polar pattern helped to 
reject some room noise, and the placement of the mic helped reduce spill from the snare. 
 
 
 
 
 
 
 
 



 
Fig 2.5 

 
(Agnieszka Derkowska) 

 
Fig 2.6 

 
(Sontronics, 2019) 
 

Rack Tom: 
 
The hypercardiod dynamic AudioTechnica ATM25 was used on the rack tom for this 
recording. The placement of this mic was very similar to that of the snare top mic. This 
positioning allowed us to capture the attack and body of the tom in relatively equal 
measures. 
 
The frequency response of the ATM25 makes it ideal for use as a tom mic (fig 2.7). The 
boost from 1kHz upwards captures the sound of the rack tom really nicely, giving us a nice 
tone yet still capturing the attack in a true manner. 
 
The polar pattern of this mic means that, in the live room environment, it rejected the 
majority of noise from behind the mic, helping give us a cleaner sound to mix with. 
 
 
 



Fig 2.7 

 
(AudioTechnica, 2019) 
 

Floor Tom: 
 
Again, the hypercardiod dynamic AudioTechnica ATM25 was used on the floor tom. The 
same mic placement was used on this mic as the rack tom, and snare top. This captured a 
nice balance of attack, tone and body of the drum.  
 
The frequency response of the mic makes it very suited to use on a floor tom, with a subtle 
boost up to 150Hz, and relatively flat response up into the low mids, the mic captured the 
fullness of the floor tom nicely. 
 
Again, the hypercardiod polar pattern really helped minimise spill from the room. 
 
Overheads: 
 
We opted to use the figure of 8 StudioSpares S300 Ribbon Microphone for the Drum 
Overheads. This mic was chosen so that the cymbals weren’t as bright as they would have 
been if recorded through a large diaphragm condenser, for example. 
 
Both Mics were placed equidistant from the centre of the snare drum, helping to minimise 
the potential phase issues. The mics were over the crash and ride, but they captured the 
ambience of the whole kit very nicely. (fig 2.8) 
 
StudioSpares haven’t released a frequency response graph for the SE300, but they say the 
SE300 “Delivers a warm and natural classic sound. The rich low end response is balanced by 
the transparent mid/high frequency output.” (StudioSpares, 2019). We found the 
microphone to be clear but not excessively bright, helping the kit blend into the mix nicely. 
 
 
 
 
 
 
 
 



Fig 2.8 

 
 
Bass: 
 
The ElectroVoice RE20 was used on the bass cabinet for this session. This dynamic cardiod 
mic was chosen as we thought it to be suitable for use on a bass cab due to its frequency 
response. 
 
The mic was placed slightly off-centre from the middle of the driver in the cabinet (fig 2.9). 
This was done to ensure that we captured a mix of the brighter tone of the middle of the 
driver, but still retained the dark, smooth tone that a bass needs.  
 
The RE20’s frequency response means the mic is well suited to use on a bass cabinet. (fig 
2.10) as the response is relatively flat above 60Hz, with only a slight roll-off prior to this (-
4.5dB).  
 
We re-inforced the mic with a DI box, to ensure we captured everything, and to give ourselves 
options in the mixing process. The DI box captured a far cleaner tone than the Mic, so we 
used this to our advantage and mixed so we had the body of the DI, and the tone and depth 
of the mic on the amp. 
 
The bass went into the DI box, linked out into the amp, and also came out as an XLR, which 
was then taken into the wall box. 
 
 
 
 
 
 
 
 
 



Fig 2.9 

 
(Agnieszka Derkowska) 
Fig 2.10 

 
(Recordinghacks, 2019) 

 
Guitars: 
 
The two guitar cabs (Orange and Fender in fig 2.9) were miked using the legendary Shure 
SM57 Cardiod Dynamic Instrument mic was used, placed slightly off-centre of the driver. This 
captures a good overall tone of the guitar.  
 
The SM57 was used here as the frequency response is well suited to that of a guitar cabinet. 
The mic almost has a built in High-Pass filter, meaning it gives us a clear representation of the 
guitar without muddying the mix with extra low-end. The flat frequency response through 
the mids, and the general boost up to just shy of 14kHz gives us a clear high-end for any lead 
parts, along with a full-bodied sound. (fig 2.11) 
 
We added reverb to the guitars, using an outboard unit. 
 
 
 
 
 
 
 



Fig 2.11 

 
(Shure, 2019) 

 
Room Mic: 
 
We decided to put up a room mic for this recording, to give us options in the mixing process. 
A room mic can act as glue in a mix, as such it’s a very useful thing to use. 
 
We opted to use an Aston Spirit Large diaphragm condenser, employing the Omni-Directional 
polar pattern, to capture the ambience of the room, and the balance of the live performance. 
(fig 2.12) 
 
The frequency response of this microphone makes it ideal for use as a room mic. With an 
astonishingly flat frequency response above 100Hz and Below 7kHz, with a built in low end 
roll off, and high end emphasis, allowing the cymbals and guitar nuances to be heard, but not 
muddying the mix with excessive low end. (fig 2.13) 
 
Fig 2.12 

 
 
 
 
 
 
 
 
 
 
 
 



 
Fig 2.13 

 
(Aston Microphones, 2019) 

 
Rhodes: 
 
We used DI boxes on the Rhodes. One was used for the Left output, the other for the right. 
This then went into a stereo channel in ProTools. We used an outboard unit to put reverb on 
this. We used DI boxes as the in-built Rhodes speaker is fairly inaccessible and was giving a 
really dirty sound. 
 
Vocalist: 
 
The vocal mic used was a Shure SM7B. We initially chose this mic due to the fact it has great 
rejection properties, being a cardiod dynamic mic, but still produces stellar vocal 
reproduction.  
 
However, we discovered part way through the session that the vocalist was perhaps not the 
strongest, as such we isolated her in the air lock between the live room and the control room 
(with a very bright LED light). We also put a pop shield over the mic, to reduce any harsh 
consonants and plosives.  (Fig 2.14) 
 
The frequency response of the SM7B lends itself to producing clear vocals, with a relatively 
flat response up to 4kHz, giving us an even recording. (Fig 2.15). 
 
 
 
 
 
 
 



Fig 2.14 

 
(Agnieszka Derkowska) 

Fig 2.15 

 
(Shure, 2019) 

 
 
Technical Issues: 
 
As previously mentioned, the vocalist had to be isolated due to spill. The Floor tom XLR had 
to be swapped out for a new one. The Rhodes was initially temperamental, but giving it time 
to warm up settled it down.  
 
 
 
 
 
 
 
 
 
 
 
 
 



Session 3 – “Jack” 
 
On the 4th of December, we welcomed Jack, a Singer/Songwriter (and his lovely acoustic 
guitar) into Eastlake 1. We recorded two acoustic tracks with Jack, and overdubbed an electric 
guitar solo on the second track.  
 
We knew beforehand that he was bringing his guitar, so we set-up a fairly comprehensive mic 
set. He sang vocals live, so we factored that into our mic choice. 
 
One of my classmates, Murray, had bought himself a cheap, small diaphragm condenser from 
amazon for just shy of £40, so we set that up next to one of the Aston Spirit mics on the guitar, 
to compare them. 
 
Geoff also treated us to using the glorious Soundfield SPS 200, so we set that up as well. I 
think Jack was a tad overwhelmed with the number of microphones! 
 
The channel list was as follows: 
 

Channel Mic Used Application 
1 Shure SM7B Vocals 
2 AKG C414 Guitar (Body) 
3 Aston Spirit Guitar (Sound Hole) 
4 Aston Spirit Guitar (Neck) 
5 DI Box Guitar 
6 Soundfield SPS200 Ambient 
7 Soundfield SPS200 Ambient 
8 Soundfield SPS200 Ambient 
9 Soundfield SPS200 Ambient 

10 Chinese Mic (Murrays) Guitar (Sound Hole) 
 
Vocals: 
 
We used the stellar Shure SM7B Cardiod Dynamic mic on vocals. We used this mic as it is 
renowned for giving condenser-like vocal reproduction but in a dynamic mic, which is very 
handy for tracking vocals and guitar due to the fact a dynamic is less sensitive than a 
condenser, and the cardiod polar pattern will reject a certain amount of noise from the side. 
 
The frequency response of this microphone is well suited to tracking vocals, with a low-end 
roll off, and a flat mid-range, this microphone gives us clear vocal reproduction. (Fig 3.1) 
 
The vocalist was sitting about 10cm from the mic, so we kept the windshield that came with 
the mic on. (Fig 3.2) 
 
 
 
 



Fig 3.1 

 
(Shure, 2019) 
 

Fig 3.2 

 
 
Guitar (Body): 
 
For this recording, we wanted to capture the sound and tone of the actual body of the guitar. 
To do this, we used the cardiod, large diaphragm condenser AKG C414. 
 
The mic was placed roughly 2 inches from the guitars body. This was done to try and minimise 
spill into the mic from the singing, but still capture the wooden tone of the guitar. (fig 3.4) 
 
The C414 was a good microphone to capture the tone of the guitar as it offers a relatively flat 
frequency response up to circa 2kHz, with a slight high end boost upwards of 2kHz. (Fig 3.3) 
 
Fig 3.3 

 
(AKG, 2019) 
 



Fig 3.4 

 
 
Guitar (Sound Hole): 
 
2 mics were employed on the sound hole. We placed mics here to capture the rounded sound 
of the body and strings together. Both of these mics were upside-down to help reduce spill 
from the vocals 
 
The Aston Spirit large diaphragm condenser mic was used in its Cardiod polar Pattern, about 
20cm from the body of the guitar (fig 3.4). The mic was placed here to minimise proximity 
effect, yet still capture an accurate image of the tone of the guitar. The frequency response 
of this microphone lends itself nicely for use on acoustic guitars. The slight boost from 2kHz 
upwards helps the nuances of the playing stand out in the mix, but won’t colour it excessively. 
(Fig 3.5) 
 
The infamous Chinese Mic, as Fig 3.4, was placed directly next to the Spirit, We don’t know 
much about this mic, we believe it to be small diaphragm and it is a condenser. It sounded 
empty and, needless to say, wasn’t used in the final mix.  
 
 
 
 
 
 
 
 
 
 
 



Fig 3.4 

 
 
Fig 3.5 

 
(Aston microphones, 2019) 
 

Guitar (Neck): 
 
This mic was placed upside-down to help reduce spill from the vocalist. 
 
We placed a mic here to capture the detailed sound of the strings, and movement of fingers 
along the fretboard. The mic we used was the large diaphragm condenser Aston Spirit. We 
used this mic in its cardiod polar pattern. The frequency response of this mic helped pickup 
nuances such as finger slides and the general brightness of the strings really nicely, due to 
the boost above 2kHz in the frequency response chart (Fig 3.5 above) 
 



The mic was placed roughly Halfway down the neck of the guitar, 20-30cm from the body of 
the guitar, picking up all the strings and frets equally. (see fig 3.4) 
 
Soundfield SPS 200 
 
This system consists of 4 Cardiod condenser mics, arranged in a close array (fig 3.4). We used 
this system to capture the stereo width of the performance. It was a very interesting product, 
as you can “change” the properties of the mics using software. This microphone recreates an 
actual listening experience for the listener, giving us a 3D Image of the recording. This mic 
was placed about 4 feet away from Jack, to capture the ambience of the performance. 
 
Guitar Solo Overdub: 
 
In Jacks second track, there was a guitar solo. The acoustic wasn’t quite cutting the mustard 
on this, so Magnus retrieved his electric from his car. We set up two mics on the cab; 
 
AKG C414 – This mic was placed one foot back from the cabinet, to capture the rounded tone 
of the cabinet. The C414 is great for this as the frequency response is flat up to 2kHz, giving 
us an even sound to work with, and boosting the high-mids and highs a touch to add clarity. 
(Fig 3.6) 
Shure SM7B – This mic was used to close mic the cabinet. It was placed just off-centre of the 
driver, giving us a good mix of dark and bright tone. The frequency response of this mic is 
relatively flat throughout, giving a clear image of what was being produced by the amp. (fig 
3.7) 
 
The mixture of these two mics gave us a clean, full sounding solo with a great deal of clarity. 
 
Fig 3.6 

 
(AKG, 2019) 
 

Fig 3.7 

 
 
(Shure, 2019) 



Technical Issues: 
 
There were a few issues with this recording. There was a phase issue with the SoundField 
SPS200, so we reversed the polarity of this mic. After the first run-through, we turned the 
mics upside down to reduce spill from the vocals. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Session 4 – “PYRO” 
 
On the 18th of December, we welcomed the up and coming indie band “PYRO” into Eastlake 
one. This session was part of a single deal with Vandana records – a record label based at 
Perth College UHI. The band had a recording session with producer Mark Morrow in his 
studio in Edinburgh in January, so we were tasked with recording some demo’s for them to 
take to Mark. 
 
We listened to the bands previous material the previous week, so we knew what genre they 
were playing (heavy indie). This allowed us to correctly choose mics. 
 
Before the band came in, the band had given us the tempos for their two tracks, as well as 
an exact set-up of what they needed. This made our lives super easy, we set up ProTools 
while we were putting microphones up, with two songs set up with their click tracks set 
accordingly.  
 
The band set up their amps and the drum kit in the live room before our class started, so we 
were able to mic up everything while the band were getting lunch. 
 
The band consisted of a drummer and guitarist. The drummer was also the singer, but we 
elected to overdub vocals instead of tracking them live. The guitarist used a splitter pedal, 
to emulate a bass guitar and fill out the bottom end of the mix. 
 
The channel list was as follows: 
 

Channel Mic Used Application 
1 Shure SM7B Kick 
2 Sennheiser E901 Kick 
3 Magnus’ Custom Sub-Kick Kick 
4 Shure SM57 Snare Top 
5 Sontronics STC10 Snare Top 
6 Shure SM57 Snare Bottom 
7 Shure SM57 Hi-Hats 
8 AudioTechnica ATM25 Rack Tom 
9 AudioTechnica ATM25 Floor Tom 

10 AKG C414 Overhead 1 
11 AKG C414 Overhead 2 
12 Shure SM57 Guitar Cab 
13 Sennheiser 421 Guitar Cab 
14 DI Box Guitar 
15 Shure SM57 Talkback  
16 AudioTechnica ATM25 Bass 
17 Aston Spirit Room/Vocals 

 
 
 



Kick: 
 
We used 3 mics on the kick drum. This was done to give us as many options as possible in the 
mixing process. 
 
The dynamic cardiod Shure SM7B was used due to its cardiod polar pattern, rejecting the 
guitar from the other end of the live room. The mic was placed about 2/3 of the way into the 
kick, to capture a good mix of tone and attack (fig 4.1). The frequency response of the SM7B 
also lends itself to use in a kick drum, with it capturing the attack and some of the tone of the 
kick in the lower mid-range, due to the frequency response being remarkably flat above 
100Hz. This helps to define the kick in the mix (fig 4.2) 
 
The Sennheiser E901 boundary condenser was also used in the kick. The placement of this 
mic was about halfway inside the kick drum (see Fig 4.1). This mic captured a clean, crisp 
sound, adding to the SM7B in the mix, clearly defining the kick. It also gave a nice amount of 
body and tone to the kick, due to its relatively flat frequency response in the low-mids. 
 
Magnus’ custom made sub kick really filled out the low end of the kick, giving it a proper thud. 
This was placed where the resonant skin of the kick would have been (see fig 4.1). This mic 
was a really good choice for the genre, and was used extensively in the mix. 
 
Fig 4.1 

 
 
Fig 4.2 

 
(Shure, 2019) 
 

 



Fig 4.3 

 
(Sennheiser, 2019) 
 

Snare: 
 
Two mics were used on the snare top; 
 
Sontronics STC10 small diaphragm cardioid condenser was used on the snare top. This was 
used in conjunction with the SM57 to give us two different sounds to play with on the snare 
batter head. The STC10 was placed directly on top of the SM57 (see Fig 4.4). The capsules 
were about an inch inside of the rim, pointing at the centre of the head, giving us a nice mix 
of attack, but also capturing the nice tone and ring of the snare. Very suited to this genre. 
 
The STC10 is suited to use on the snare due to its flat frequency response up to 2kHz, giving 
us a nice body element to the snare. It also gives us a completely different tone to the SM57, 
much brighter due to the fact it’s a condenser mic. (fig 4.5) 
 
The cardiod dynamic SM57 is a perhaps legendary mic for the snare. The flat frequency 
response through the mid-range captures the body of the snare, with a boost from 2kHz to 
5kHz giving us a nice mixture of tone and clarity. (fig 4.6) 
 
The snare Bottom mic was also an SM57. This was angled a bit further towards the centre of 
the snare, capturing the attack and action of the snare wires more than the tone of the 
drum as whole. (fig 4.7). We flipped the polarity of this microphone to eliminate phase 
issues. 
 
All of these mics are cardioid, and as such reject noise from the rear, which was useful due 
to the live room environment we were working in. These mics rejected some of the crash 
cymbal and some spill from the guitar. 
 
 
 
 
 
 
 
 
 
 
 



Fig 4.4 

 
 
 
Fig 4.5 

 
(Sontronics, 2019) 

 
Fig 4.6 

 
(Shure, 2019) 

 
 
 

 
 
 
 



Fig 4.7 

 
 
Hi-Hats: 
 

The Dynamic Cardiod Shure SM57 was chosen for use on the hi-hats, so they wouldn’t be as 
bright in the mix as if we’d used an STC10, for example. The desired effect was achieved and 
it worked really well in this genre of music.  
 
Having said this, the SM57 still handles high-end very well, with a 5dB boost at 9kHz helping 
the definition of the hi-hat. (See fig 4.6 above) 
 
The mic was placed pointing directly down, about an inch into the bow of the cymbal, 
capturing the attack of the stick on the cymbal nicely, alongside the overall tone of the 
whole cymbal. The cardiod polar pattern helped reject noise from the room and the 
placement helped us reduce spill from the snare. (see fig 4.4 above) 
 
Rack tom: 
 
The hypercardiod dynamic AudioTechnica ATM25 was employed on the rack tom for this 
recording. The placement of this mic was very similar to that of the snare top mic. This 
positioning allowed us to record a nice balance of attack and tone. (fig 4.8) 
 
The frequency response of the ATM25 makes it ideal for use as a tom mic (fig 4.9). The 
boost from 1kHz upwards captures the sound of the rack tom really nicely, giving us a nice 
tone yet still capturing the attack in a true manner, while the flat response below this helps 
give us a nice body to the tom. 
 
The polar pattern of the microphone really helped reduce spill from the live room in this 
recording. 
 



 
 
 
 
Fig 4.8 

 
 
Fig 4.9 

 
(AudioTechnica, 2019) 
 
 

 
 
 



Floor Tom: 
 
The ATM25 was also employed on the floor tom. Roughly the same mic placement was used 
on this mic as the rack tom and snare top. This captured a nice balance of attack, tone and 
body of the drum.  
 
The frequency response of the mic makes it very suited to use on a floor tom, with a subtle 
boost up to 150Hz, and relatively flat response up into the low mids, the mic captured the 
body of the floor tom nicely, along with giving us an accurate representation of the attack of 
the stick against the skin (see fig 4.9 above) 
 
Again, the hypercardiod polar pattern really helped minimise spill from the room. 
 
Overheads: 
 
Two AKG C414 large diaphragm condenser mics were used as the overhead mics on the kit 
in this session. We employed these mics to give clarity to the cymbals, and act as glue for 
the drum kit mix. (fig 4.10) 
 
With a boost from 2kHz upwards, peaking at 6dB at 6kHz, and remaining above 0dB until 
circa 15kHz, these mics helped give the cymbals a bright tone and clarity in the mix. (fig 
4.11) 
 
We panned these mics according to where they were placed in the kit, from the drummers 
perspective. One was in between the crash and ride on the drummers right hand side, and 
the other over the crash next to the hi-hat. 
 
Fig 4.10 

 



 
Fig 4.11 
 

 
(AKG, 2019) 

 
Guitar Cabinet: 
 
Two mics were used on the guitar cabinet. This was done so we achieved two different tones 
that we can then blend in the mix. Both mics were placed next to each other, with the 
Sennheiser 421 being slightly further towards the centre of the driver, capturing a slightly 
brighter tone than the Shure SM57. (fig 4.12) 
 
Sennheiser 421: This mic is a dynamic, cardiod mic. The frequency response of this 
microphone is well suited to a guitar cabinet. With a boost above 1kHz carrying through to 
15kHz, this mic was a good choice to capture clear and precise guitar. 
 
Shure SM57: The SM57 was used here as the frequency response is well suited to that of a 
guitar cabinet. The flat frequency response through the mids, and the general boost up to just 
shy of 14kHz gives us a clear high-end for any precise sections, along with a full-bodied sound. 
(fig 4.14) 
 
Fig 4.12 

 
 



 
 
Fig 4.13 

 
(Sennheiser, 2019) 
 

Fig 4.14 

 
(Shure, 2019) 

 
Guitar DI: 
 
The DI box was used here to give us a different tone that hadn’t been coloured by the amp 
to use in the mix. The link into the amp split from here. 
 
Talkback: 
 
We set up a Shure SM57 next to the guitarist so he had a means of communicating with us. 
This mic was not recorded. 
 
Bass Mic: 
 
Through the guitarists system, he got a bass heavy signal out of the guitar too. We put this 
signal through a bass cab and mic’d it up using an AudioTechnica ATM25 HyperCardiod 
Dynamic Mic. This was placed just off-centre of the driver on the cab, to capture a good mix 
of the bright tone of the middle of the driver, and the darker tone of the edge of the driver. 
 
The frequency response of this mic is good for use of bass cabs. With a boost in the low end 
up to 150Hz, and a flat response up into the low and high mids, it captured the tone and 
depth of the bass really well. (Fig 4.15) 
 
 
 
 
 
 
 



Fig 4.15 

 
(AudioTechnica, 2019) 
 

Room Mic: 
 
We used the Large Diaphragm Aston Spirit Condenser as the room mic, in the Omni-
directional polar pattern, capturing the ambience of the room and performance 
 
The frequency response of this microphone makes it ideal for use as a room mic. With an 
astonishingly flat frequency response above 100Hz and Below 7kHz, with a built in low end 
roll off, and high end emphasis, allowing the cymbals and guitar nuances to be heard, but not 
muddying the mix with excessive low end. (fig 4.16) 
 
Fig 4.16 

 
(Aston Microphones, 2019) 
 

Vocal Mic: 
 
For vocals, we repurposed the room mic, changing the polar pattern to cardioid and moving 
it into the centre of the live room. 
 



The Spirit is an ideal choice for vocals, with a frequency response tailored to the human vocal 
range. Boosting after 2kHz helps clarify any consonants, and the flat response in the midrange 
helps portray a true image of the vocalists performance. The vocalist stood 10-20cm from the 
mic, so the proximity effect wasn’t too bad, but the low end rolloff would’ve countered some 
of it if there had been any. (Fig 4.17) 
 
Fig 4.17 

 
(Aston Microphones, 2019) 

 
 
Technical Issues: 
 
We scrapped the Bass DI due to a crackle coming from it. Apart from this, the session went 
well. We took four takes of the first track due to musician error, and two of the second track. 
 
 
 
 
 
 
 
 
 
 
 
 
 

 



Evaluation of Session 4 – PYRO 
 

This session was one of the smoothest we have done as a class. This was down to a few key 
elements; 
 
Planning: The planning of the session was amazing, with Magnus and Geoff having requested 
information from the band regarding what they needed. Before we started putting mics up, 
we knew we would be doing two songs, with guitar, linked bass and drum kit, followed by 
vocal overdub. The musicians also let us know the BPM of both songs before starting, so we 
had the click track for both set up. This helped the smooth running of the session as it allowed 
us to start setting up the control room and getting the correct mic kits. 
 
Preparation: The musicians had come in before our class started and set up their kit in the 
live room. This meant that we knew what we needed to mic. Geoff and Magnus knew what 
mics they wanted to use where, so we implemented this for them. A group of us worked on 
the drum kit, in particular fitting the three mics into the kick drum. Another group worked on 
the guitar side, thinking about where best to place mics to capture the right balance in the 
amps. They also set up room Mics and the guitarists talkback. The final group were set to 
work in the control room, relying on the first two groups for accurate information on which 
microphones were used, on which instruments, and into which channel they were plugged 
in. This was very useful as we were set up and ready to go with plenty of time to spare. 
 
Fault Finding and pre-emptive level setting: Due to the fact we were set up so early, it allowed 
us to soundcheck before the band reappeared from lunch and achieve rough levels and fault 
find. As a drummer, it was left to me to sit behind the kit and go around scratching the mics 
to fault find. I was then asked to start consistently hitting each element of kit to set rough 
levels for each close mic. I then got asked to play the kit as a whole, setting levels for the 
overheads. After doing this, I was then asked to scratch the Guitar mics, bass mic, talkback 
mic and room mic to test if they were working. It was found that the Sennheiser 421 Lead was 
faulty, so this was replaced. 
 
There were, however, a few niggles with the session; 
 
Firstly, I feel as though there was one person carrying the drum kit set-up. I feel it should be 
a group effort, and as such everyone should take more responsibility for setting up mics in 
the proper place using the appropriate techniques. 
 
Also, I feel I would’ve used a more conventional kick mic than the e901. Personally, I felt the 
tone to be too transparent for the genre we were recording. I perhaps would’ve swapped this 
for the fuller sound of the AKG D112 MKII. 
 
Overall, the session went very well. The end product sounded great, and most importantly 
the musicians were happy with what we’d produced for them. 
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