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INTRODUCTION

You’re probably wondering why The PreSonus StudioLive Handbook book came
about when there’s a perfectly good manual for the PreSonus StudioLive
console already.

StudioLive’s manual is indeed well-written and contains a lot of details about
the console, some which will also be covered here and some not, but | never
intended for this book to be just a rehash of the manual.

The real reason why | wrote this book is because so few StudioLive owners
actually use this excellent console to anywhere near its full potential. In

fact, the typical user only scratches the surface of what it can do, which is

a shame because if you do tap into its power, it can help make your gigs

and recordings sound so much better, as well as solve a number of typical
user problems along the way. My goal is to show you scenarios where these
features can be helpful in the hopes that you'll give them a try.

This is also a book about “why.” Many users, especially those new to mixing,
aren’t sure why many of StudioLive’s features and controls are included or
what they may be used for. The StudioLive Handbook is intended to give you
some background regarding the real-world situation that caused each feature
to be created. Every parameter is on the console for a good reason, and if
you understand the problem it solves, it makes it a lot easier to apply them
to your own mixing situation.

Like many of my other books, The PreSonus StudioLive Handbook is divided into
three parts:

* Part | is a general overview of StudioLive, with an in-depth look at all
the controls, parameters, and functions as well as an explanation of
why they’re included and the situations where they’re normally used.

* Part 2 is about using StudioLive specifically in the live sound
environment, with a look at how the console can solve some typical
problems in situations where you’ll most likely be using it.

* Part 3 is about using StudioLive in the studio, with a look at
recording, miking, and mixing techniques used by top pros that go
beyond what’s found in a typical owner’s manual.

StudioLive is an amazing achievement in that it packs so much bang for the
buck in terms of features, although many are never even touched by some
users. It’s also highly flexible and updatable, things that many other consoles
in the price range can’t claim, and its feature set blooms when connected to
a computer.

As PreSonus vice-president of sales Rick Nagqyvi says, “The worst that
your StudioLive will ever be is on the day that you buy it!” That’s a bold
statement, but | hope to show how it’s absolutely true. Let’s dig into
the features that StudioLive can contribute to make your live sound and
recordings sound better than ever before.
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Stereo Link

Many stereo instruments or vocals are easier to control during a mix if their
channels are linked together, which is what the Stereo Link button does.
This allows you to change the EQ, compression, or effects on both channels
simultaneously from just a single channel, so the adjustments are faster and
more precise.

To engage the stereo link function, select two channels and then the Stereo
Link button (see Figure 1.12). The only caveat is that they have to be
adjoining odd and even channels, such as 1-2, 5-6, or 21-22, to successfully
link together-.

e

Compressor

h
} |
) J

NEE Channel

| e e e

FIGURE 1.12: THE STEREO LINK BUTTON.

Assignments

The Assignment section allows you to assign the channel to either the main
console outputs or any of the four subgroups (see Figure 1.13). Large groups
of faders (12 drum channels, for instance) can be impossible to move all at
the same time even with two hands, so subgroups were created to make that
operation easier. That means you can assign a number of channels (such as
the drums) to a single subgroup fader and a number other similar channels
(such as vocals) to another subgroup fader so you don’t need four hands on
the console to do a mix.

rreq (Hz) Q Gain (dB) [ Freq (Hz) Q Gain (dB) g rreq (Hz)

Low Mid

Equalizer

| | | i
mDmm

Assign

o W M N - -

FIGURE 1.13: THE ASSIGNMENT SECTION.



METERING

Metering is important in any piece of audio gear, but especially so in anything
digital. That’s because a signal that exceeds 0dB on the meter usually results
in distortion that often sounds worse than when it happens in its analog
counterpart. That’s why we have to take metering seriously, and StudioLive
does, with the ability to visually monitor far more than it initially appears to.
This chapter provides an overview of the various meters on the console and
their functions.

The Fat Channel Meters

The Fat Channel meters are actually multipurpose in that they can display
much more than the individual functions of the Fat Channel. With the buttons
located below the Digital Effects | Master Control (see Figure 4.1), the
meters can be switched to look at input, output, gain reduction, auxes, and
fader position, as discussed in the following sections.

Digital Effects | Master Control

Value

/& 3 @

i

Meters

(NULL)

\ )

Aux Input A Aux Input B

TalkBack

Mic\

A ® -

Solo 2 TrackIn Phones Monitor

(hold)

FIGURE 4.1: THE METER SWITCHES.
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THE SHAPE

The shape of the room is one of the major factors in the way it sounds. The
best shape is a rectangle, as long as the stage is facing lengthwise (see Figure
8.4). That’s because the room reflections are generally more pleasing with less
cancellation and reinforcement as they bounce around (without getting into

a long technical explanation on acoustics). The worst shape is a square—or
even worse than that, a cube, where all the dimensions are the same. This
means that in spots in the room some low frequencies will be overwhelming,
while they’ll be nonexistent in other places.

(CCCCLCCCCLl

CCCCCCCCCCCC

Stage

Speaking of a cube shape, the height of the ceiling makes a big difference,
because some of the sound can go up and entertain the spiders rather than
your audience in a room with a high ceiling. A very low 10- or |2-foot
ceiling tends to make the room sound very loud, because the sound is easily
reflected off it back onto the audience. A 30-foot or higher ceiling starts to
sound cavernous, but in between can be a nice compromise.

Have you ever noticed how most bars, clubs, and even churches have the

weirdest shape and have the stage in the worst place? That’s because most
are built with other things than the band in mind. In fact, the band and the

stage placement are sometimes the last things they consider.

89
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LIVE MIXING WITH STUDIOLIVE

After the speaker system is tuned to the venue, we can get down to the
business of mixing. In this chapter we’ll look at the sequence of events that
happens in mixing a live show and how StudioLive can make some of them go
much faster.

Stage Setup

A working band plays a lot of venues, and that means its members are faced
with a different stage every gig. On some gigs there’s a comfortable amount
of space, while others feel cramped, and every once in a while there’s so
much room that the band is unsure how to use it all. Regardless of the
venue, here are a few tips that will help the sound stay consistent:

I. Always set up the same way. It’s easier to EQ things and account
for any leakage if the players and gear are always set in the same place
on stage. It’s also better for the players because they have consistent
audio and visual cues from gig to gig.

2. Set the speakers in front of the band if possible. This keeps
the interaction with open mics to a minimum and minimizes any
phase cancellation with the floor monitors. The only exception where
you might push the speakers back a little would be if the monitors
are inadequate and the band can’t hear enough of the main mix, but
remember that the risk of feedback is increased when this happens
(see Figure 10.1).

Setup With Monitors
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ACOUSTIC GUITAR

Place a mic about 6 inches away from where the neck meets the guitar body
(see Figure 15.14).

What to listen for: A balance in tone of the instrument.

How to get it: Move the mic closer to the sound hole for more body and
less definition. Move the mic back for more of the room or a more even
tonal balance.

FIGURE 15.14: TYPICAL ACOUSTIC GUITAR
MIC PLACEMENT.

ELECTRIC KEYBOARDS

Connect the keyboard outputs to either a single direct box for mono or
two for stereo. Select the position of the ground switch that provides the
lowest noise. Also try using the line inputs of the channels on StudiolLive.
Start with the Mic/Line control set to —20 and raise it until you find the
appropriate level.

TIP

When recording in mono, either use the keyboard output labeled
Mono or select a mono preset, if available.

ACOUSTIC GRAND PIANO

If using only a single mic, place it about 6 inches above where the high and
low strings cross. If miking in stereo (or just to get a better balance between
the instrument’s highs and lows), place one mic about 6 inches over the
center of the high strings and another about 6 inches over the center of the
low strings (see Figure 15.15).

What to listen for: A balance between the high and low strings.

How to get it: Move the mics lower for a brighter sound with less leakage
but less balance between registers. Move the mics higher for a better balance
but less definition and more potential leakage. Move the mics left and right
over the strings to adjust the balance in the range.

TIP

A stereo pair above where the high and low strings cross can be a
good alternative. (See the “Stereo Miking Techniques” section later
in the chapter.)




RECORDING WITH STUDIOLIVE

This chapter is about recording fundamentals that apply to any recording
situation, not just when using StudioLive. That said, we’ll look at some specific
functions of StudioLive as we go along.

Setting Record Levels

Over the years, some misconceptions about meter level readings have arisen
and have left many confused about just what the correct level should be, so
let’s bust a couple of myths.

Myth #1: You have to record at close to 0dBFS for it to sound good. For the
most part, you do not have to record with the level close to 0dB (the highest
it will go before the red Overload indicator lights) on today’s digital gear. If
your signal peaks are between —6 and —10dB or even lower on the channel
meter, it will sound fine (see Figure 16.1). In the early days of digital recording,
a meter reading close to 0dB actually was necessary to keep the noise to a
minimum because of the 8- and |6-bit resolution that was being used, but
modern 24-bit recording no longer has this limitation.

Ideal
Operating
Area |

Myth #2: If | record at a lower level, the signal will be noisy. Again, this

is untrue. You can easily record digitally at a lower level without directly
introducing any noise into the recorded signal by the recording process. This
myth actually comes from the analog tape days, where the magnetic tape
medium itself had a level of self-noise in it. If you recorded too low, you'd
begin to hear the tape noise, but that doesn’t happen in the digital world.

Now, what can happen is that if everything you record is at -30dB, you’ll have
to increase the gain somewhere later when you’re mixing; that may introduce
some noise, and you won’t be taking advantage of the digital medium’s
dynamic range. Because StudiolLive is a digital mixer, you can actually almost
get away with doing this, which isn’t possible in the analog world. Still, if you

183
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STUDIO MIXING WITH STUDIOLIVE

Today’s studio mixing has become a marriage of console and DAW, with every
engineer using the features of each to a varying degree. Many would prefer
to do much of the mix work mostly in the box (meaning within the DAW),
while others are more comfortable using the features of a console to perfect
the mix. The techniques in this chapter are somewhat generic, as they apply
to either, although we’ll mostly use StudioLive for any examples. Also, many
techniques that we’ll talk about can apply to live mixing as well.

Unfortunately, we can only briefly touch upon the many aspects of mixing in
a single chapter. For more in-depth info, refer to The Mixing Engineer’s Handbook
(Cengage Learning PTR, 2013), Audio Mixing Boot Camp (Alfred Music, 2012), or
the Audio Mixing Bootcamp video series on Lynda.com.

Remember, everything in this chapter is a starting point only. Because each
song, arrangement, performance, and mix is different, you’ll have to tweak
the settings to work with your own particular situation. The examples will
help get you in the ballpark, but the rest is up to your ears.

The Difference between Live and Studio Mixing
You might think that mixing is the same whether you do it live or in the
studio, and to some degree that’s true, but there are differences.

For one thing, the studio is more about precision. When you’re mixing live,
the song is gone as soon as it’s played. You have to wait until the next gig

to try to refine its mix, but everything could sound different because it’ll
probably be in a different environment with different acoustics and conditions.
In the studio, the song is replayed over and over again as every aspect of the
mix is refined, from the balance to the panning to the compression to the
effects. It’s easier to do this because you’re always listening in an environment
that doesn’t change from mix to mix.

The second thing is that it’s up to the engineer to make a studio mix
interesting. During a live gig, the mix could be less than stellar, yet the
audience won’t notice because of the energy of the band onstage. (This
happens all the time in venues large and small.) In the studio, the engineer
has to make the mix interesting by virtue of the way the mix is crafted. It has
to be able to pull people in and not only make them want to listen, but also
make them want to keep listening until the song is over. You could have the
best-recorded and -played performances in the world, but it can all sound
flat with a mediocre mix. That’s why it’s not uncommon to spend weeks on
a mix. In the past, it was more common than you’d think to do dozens of
mixes of the song, or even spend a couple of months getting a mix to the
point where the production team felt it was worthy of release. Great studio
mixes don’t always come easily.
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