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To make it do a voice, they tweaked
the knobs and played it live as the
song was being recorded.”

The various synths, played by Gold-
wasser and Kember, were mostly
recorded direct, whether at the Malibu
house, Blanker Unsinn, or Vacation
Island. “I recorded the synths direct to
a Neve 1272 module, the Toft’s stereo
mic pres, or a Chandler Limited TG-2
[Abbey Road Special Edition Mic Pre-
amp] to give them more of an analog
sound and fatten them up,” Bennett
says. “Sometimes we would overdrive
the pres to get some harmonic distor-
tion. The Neve has a fatter low end;
the Chandler is a creamier, older-
sounding pre. The Neve is the classic
rock 'n’ roll sound; the Chandler is
more vintage-sounding to me.

Although everyone in MGMT plays
drums, the bulk of final drum tracks
were either from proper drummer Will
Berman or the ever-busy Andrew Van-
Wyngarden. To get the band’s desired,
more natural drum sound, Bennett
eschewed close miking individual
drums for an overhead-oriented
approach achieved by using tried-
and-true miking methods.

“Instead of that hard-panned, left
to right sound, the band likes a more
natural sound,” Bennett says. “l went
with the Glyn Johns or Andy Johns
setup. Distance-wise, you place the
overhead mic about two-and-a-half
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sticks above the snare, then the
other overhead, two-and-a-half
sticks again, at almost a 90-degree
angle to the drummer’s right. As
long as they are both equidistant
from the snare, the snare will be in
the middle when you pan the two
mics out. Then you’ll have rack toms
closer to the snare overhead mic, and
the floor tom will be closer to the
overhead mic to the right—you’ll get
some real presence out of the floor
tom. That gives you the stereo image.
You’re hearing what the drummer
hears: the entire kit.

“We had Shure SM57s as spot mics
on the snare for good crack,” he con-
tinues. “For the overheads, | used two
AKG C 12s for a while; they sounded
smoother, and more rounded on the
top end. But we changed them for
Neumann U 67s; that really brought
the full-on cracking sound the band
wanted. Those went through a Neve
1081 or an API 312; the APl is the
cleanest, brightest mic pre I've used
for drums. The Neve is sometimes too
dark and fuzzy on the drums, but | use
it for kick drums to get that rock 'n’
roll low end. | used an Audio-Technica
AT4047/SV for the bass drum through
the 1081, sometimes with a high-pass
filter to cut the bass; the band doesn’t
like a super-sub low end. They like it
more bright. I'd put the mic at beater
height, just inside the front head side,

front head removed. We had the
drums baffled in Malibu; but it was
really about controlling the volume
levels to control the leakage.”

GUITARS, BASS, AND
FILTERS

The multiple vintage guitars were cap-
tured with a combination of modern
and classic equipment. “l used a Coles
4038 into a Neve 1081 or a Beyerdy-
namic M 160 ribbon into the Neve
1081, miking a ZT Lunchbox Amp, a
1950s Galanti Amp, a Marshall JMP, a
Fender Super Reverb or Fender
Champ,” Bennett recalls. “Ribbon mics
capture the fullness of the guitars
without treble harshness. They put the
guitar where they need to go in the
miX. A ribbon mic limits the frequency
range of what you’re picking up; it
doesn’t capture so much high end like
a condenser mic would. They pick up
guitars in a natural-sounding way.”

And in keeping with MGMT’s some-
what old-school pursuit, Bennett
recorded bass live through an Ampeg
Portaflex Fliptop Bass Amp.

“We had a Neumann U 47 fet and
an AT4047/SV as well,” he says. “The
U 47 sounded a little more classic and
old school. The 4047 is a more mod-
ern sound. Usually the mic pre on bass
was the Neve 1081 for a tight low end.
| usually put the mic close on the
Portaflex, not more than a foot away



