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Mixing
Denoting the manipulation and balancing of sounds
within a musical performance or recording, Mixing i;
the final process in determining the character of Sﬂund:s
to be presented to an audience. The principles of Mixin
are largely the same, whether the activity takes place iy
a recording studio or in a live performance setting, eyen
though the end product is clearly of a different Nature,
In both cases, multiple sound sources (typical!y from
microphones or electronic instruments, numbering any.
where from two to more than a hundred) are routed to
a mixing console, where they are combined and outpyt
to (usually) two stereo channels,

Prior to the advent of electrical sound amplification
and multitrack recording, a mix of sounds €manating
from a musical group was achieved in one of two ways;
by the placement of the musicians on a soundstage (for
example, the loudest instruments, such as percussion,
would be placed furthest from the audience, toward the
back of the stage; the softest ones would be to the front
of the stage); or, in a recording studio, by the positioning
of musicians in relation to the recording device, and the
alteration of room acoustics through the use of sound-
absorbing or sound-reflecting objects. In a recording
situation, songs would be recorded and re-recorded until
an engineer or other supervisor at the session was satis-
fied with the balance, the performance and the room
acoustics.

Such techniques have persisted in both live perform-
ance and recording settings. Particularly in regard to the
former, vocalists often use microphone positioning a5
means of controlling volume levels. Microphone place:
ment plays a significant role in the recording process
t0o, as it permits performers to alter the relationship

. etween sound emanating directly from a source |
~ ambient, or reflected, sound. Recording mtim =
 designed with room acoustics as a primary considerd”

tlon, and studios regularly use curtains, baffles and 012




to &
' " d the re
o T econding fragmente cording pr,
: mlﬂtﬂcw ed individual s0unds to be recorgeq to the
| channels, of tracks, of a tape synchronously
: W qusly recorded tracks. At a mixdown, session
i mﬂb‘ (as opposed 0 a rough mix, creaqeq as an
o4 der of the state of a work—in—progress, akin to
o ’ﬂlShes' in the film industry), all tl‘a.cks are
e Y% into a monoaural or stereophopje Master
mlﬂﬂed oal is to create an overall balance of sound
e The Sc blend between each track. /
o ¢ the highest degree of contro] during mjy.
Tﬂ":: most contemporary recording sessions indj-
A are recorded separately, in isolatiop, from
4 idual ﬂad; Moreover, they are often recorded
| e ’”‘"ml hion. That is, techniques of ‘Close-mlklng'
[ an 2 microphone as close to an instrument ag
 (placing i injection’ (plugging an electronjc
) and ‘direct
ﬂ‘“’ directly into a mixing console) were developed to
. Jow as little ambient sound as possible onto a recorded
ik As well as multitrack tape recorders, sound pro-
1 wssing equipment was developed that permitted numer.
o sonic parameters to be altered during mixing,
 jwduding ambiance. Consequently, the final mix is the
| ment in the recording process most affected by tech-

- wen the overall mix can be treated with various forms
o essing, such as equalization, reverberation,

jter the acoustic characteristics of enclosed B

Individual tracks, groups of tracks (a submix) or -

: A had beey,
T8 a0d engineeys it 0 the domain of
g T It Wh
A Detter sanag of yiyge Wold e UM that they hag

Veaciaae s T8 popular §
n\r Mixes 1o sy pu[mluf?utstes it ey

ity. In ome § Hstitices,

A8 111 the ¢
thing But The Gigp, e €45 Of e o Every.

Missing, the backing tra
: ck i
dropped out, leﬂvlm; onily vocals, which are gthven supf

ﬁ/‘;rlm by iin mtimy e musical background, Alternat-
L Y individyg) elettients are edited, made to sound di.
;;:entz and rearanged, us 15 Atthur Baker's remixes of
€W Order's ‘Confusion, In both cases, digital recording
techr}nl@sy fucilitated the Implementation of a ‘cut-and.
' that in word processing, This
pulation of almost every sonic

and musica| parameter, including even tempo, length

and pitch,

Discographical References

Everything But The Gin, ‘Missing,’ Amplified Heart.
Atlantic B2605, 1994; USA. Re-telease: Amplified Heart
(with Todd Terry’s Club Mix of ‘Missing' as an addi-
tional track), Blanco ¥ Negro/WEA 4509 96482-2.
1995; UK,

'Rcmi_xtf%.‘ :

The Full Remix EP (12°), Blanco Y Negro/WEA NEG71T
 4509.97134-0, 1994; UK (Chris & James Full On Club
Mix; Chris & James Flossie Dub; Little Joey Remix;

43:2, 1994; UK (Little Joey Remix;

Jull On Club Mix; Ultramarine Remix).
NEG84T 0630-




6. Processes: Tt echnological =
. ’ ‘ --w»«s:.«»., ]
(8:04 Confusion or dance club use often Tequire Crogy e

streetwise SWRL 2213. 1.983: USAMlx :
h Mix; 8:04 Confusion e
Strizgfise SWRL 2213 (white label promotlon) 1

USA. :
Factory/Festival X14827. 1990: Australﬂ-s.go ot
Minimal Records QAL-249. 1990 USA (5: ol

(alternative mix); 5:10 Conﬁmion'(essentla Conf;jsi-o -

Confusion (trip 1-ambient confusion); 1:17 5
(a cappella); 7:05 Confusion (con-om-fus-ars-1on);

; h-wee dub)).
6:50 Confusion (00 STEVE JONES

Postproduction e
The postproduction stage of 2 recording project includes

a variety of activities that take place after the musical
material has been recorded and mixed. These activities
are usually coordinated by the producer and/or the
A&R department of the record label. Postproduction
tasks may involve a number of aesthetic, technical and
promotional decisions, such as evaluating and ordering
the recorded tracks, overseeing compact disc and tape
mastering, and selecting songs for release as singles, all
of which can have a significant effect on the success of
the recording project.

Once a series of songs or musical works has been
recorded, the order, or ‘sequence,” in which the material
uwsiuuallbe al;‘ranged on disc or tape must be determined,
sequex)l’ce zf tlﬂxl:indipmdmvidual or A&R coordinator. The

songs is important because it
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Preproduction
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mad.e. The specific activities associated wl:m o
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n the case of a typical rock |
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