
automation - because there's a natural 
feel that you put into a mix when you 
know you have to do a pass. You have to 
perform in the pass; whether or not the 
mix is right or wrong, you find out very 
soon. I would rather have someone like 
the second help me. I'll say, "Look, you 
do these movements in the chorus when 
I tell you," or, "Write down the numbers 
from the locator here, so we know when 
to make the moves. You take care of this 
row of faders." I would rather have 
another human hand helping me move 
one thing or another in and out. The 
results have always been great. 

When we did The Tubes album, we 
went to a studio called Studio 55. They 
have a Neve console with Necam 
automation, which I believe is one of the 
best; I have used all the other ones since 
then. That was my first experience with 
automation on a project. The project 
was very involved and took a lot of 
hours to mix; those very creative 
instrumental overdubs required more 
time. 

I found out that I had to be aware of 
how far I was pushing the automation 
in terms of how many passes we'd do. 
People can get totally crazy doing pass 
after pass. "Let's fix the hi -hat in one 
pass; let's do the bass drum in the next 
pass." And so on. I know people who 
make a pass for every instrument! They 
want to move the bass volume up and 
down as the song goes on. They do the 
same thing with the bass drum. 

When you hear the final mixes, they 
sound fairly electronic, because you 
don't have any actual feel - any 
human movement. Well, you do have 
human movement, but it ends up 
sounding electronic; everything is so 
precise that you begin to lose a lot. 
When the drums are played, I don't care 
what anybody says, there are varia- 
tions in the accents. 

R -e /p: The emotional expression. 
HG: That's the power of the record! 
That's what makes the take feel good. 
But with the computer, you can lose that 
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When Humberto Gatica sits down behind a board to begin a mix, he has an explicit 

picture in his mind's eye of where he wants everything to go. It's not necessarily the same 
picture every time, because he reacts to the song, and the song dictates the final choices. 

Gatica visualizes the components of a mix in 
terms of three -dimensional space. For example: 
if the lead vocal has too much echo, its resultant 
depth could interfere with whatever is behind it. 
It's analagous to a man standing in a crowd: 
when he takes a step backward he may walk on 
somebody's feet, or bump into them. It's the 
same, visually and aurally, in a mix. Parts require 
a height, width, and depth, in order to take on a 
living quality. Generally the longer the effect, 

like echo, delay and reverb, the farther back the part goes. Height is controlled by the 
range of frequencies from low to high, and width by the panning spread. 

This kind of "mixing picture" can be a tremendous help for not only saving time when 
doing your own mixes, but also for analyzing and graphing other engineer's mixes. 

Here are Humberto Gatica's impressions, approach, and philosophies when dealing 
with a sample mix: 

"Let's consider the bass first; it rings, but not to the extent that it will make things 
muddy. The bass sits right in the center of the stereo soundfield - it rings, travels back, 
and disappears. I visualize the bass as being round and tight at the same time, and it's 
important to be able to hear the weight. There are so many bass sounds that vary 
according to the type of pickups, or the brand of strings. If I know a player well, I'll request 
that he begin a session with a new set of strings, or with a specific bass that I know he has. I 

usually boost the signal about 2 dB at 1.5 kHz, and a couple of dB at 100 Hz, as well as cut 2 
or 3 dB around 12 kHz to get rid of some hiss. 

"A concentrated, punchy bass drum sound also goes in the middle, along with the snare 
that sits right on top of the kick. These are the three most important elements in a good 
mix; they are the first impression someone gets when they tune into the song. If these 
sounds are poor, the first impression is bad, and psychologically the overall sound will be 
discounted. 

"I like to use a Shure SM -57 on the top of the snare, and another 57 out -of -phase at the 
bottom. When mixed together and equalized, this sound becomes my main snare track. In 
addition, I'll use a third microphone - an AKG C452E with a 10 dB pad - pointed at the 
top of the snare, and recorded on a separate track. I'll experiment with the EQ (I usually 
add a lot of mid -range about 4 or 5 kHz), and blend that with my main snare sound. This 
isn't a strict rule. Occasionally the C452 will become the primary tone, and the pair of 
Shures will enhance the overall quality. 

"The hi -hat is placed off to the right side. The toms and cymbals are panned across the 
stereo field as though I were looking at the set on stage from the audience. 
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so easily. Anyway, I've found that you 
can still get the feel if you just go for one 
pass; just set up your mix with the 
computer, and then kind of put the 
computer away like it's not there at all. 
If it doesn't feel right, do it again, but try 
to keep the number of passes to a 
minimum. From my personal experi- 
ence, there is always a limitation on 
everything. 

Sometimes the mix is not quite right. 
You may have been mislead by the 
producer, or you may have mislead 
yourself. I would rather spend as much 
energy as I can put in, during one day, 
and do it. If it feels right to the end of the 
day, that's great. If not, I would rather 
come back later - maybe at the end of 
the final album mixdown. Then it's 
easier to say, "I can do better, and I 
know why. I listened to the track at 
home, and this is the problem." 

R -e /p: You have a fresh attitude that 
way. 
HG: Certainly. But when you begin to 
use the computer, there's a tendency to 
just keep doing it. There you are for 20 
hours doing pass after pass. You come 
back the next day, and it's the same 
song. You get burned. You don't feel it 
anymore; you have a mix that doesn't 
mean anything. Everything is so well 
planned that you lose the feeling. It's 
like a vocal take that you sing over and 
over. There has got to be a time when 
you say, "Look, I've lost it. I don't even 
know what I'm singing anymore." It's 
the same with anything: mixing and 
playing. 

R -e /p: Having been involved with a lot 
of varied projects, is there one room that 
you seem to keep coming back to? 
HG: I used to do a lot of work at Sunset 
Sound in Hollywood. I found it was a 
very easy place in which to work, and to 
get the sounds I wanted. Acoustically, 
there is a little bit of magic in that room. 
I've done approximately 35 to 40 
albums at Sunset 2, which used to be a 
beauty salon. It's a square room, and 
fairly live, but there's something about 
it that gives me this sound consistency 
on anything I record there; any sound I 
want I can get in that room. 

The board is fairly small, and looks 
like a toy to me. When I first saw it I 
said, "What ?! You guys make records on 
this ?" The board was designed by 
Sunset Industries, which is a division of 
Sunset Sound, and has 32 inputs and 12 
outs. It has very few transformers in it, 
and gives me a very punchy, clean 
sound. I take tapes out of there and, no 
matter where I go, they always sound 
the same way. 

Usually when you start moving tapes 
around to other studios, the room 
acoustics, machines and electronics are 
different. But what happens is that the 
tapes sound just exactly the same way I 
heard them at Sunset: the same amount 
of top end; the same bottom; clean 
separation between the instruments. 
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