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ration disappears. When the mike is 
overloaded, the overall horn sound is 
small within the track. 

"The room can be a factor, too. The 
studio changes with changes in temper- 
ature, and so does the horn. Even with 
good control of the environment, it's 
important to go into the studio and see 
how the room sounds. A lot of times you 
could be dealing with sound that is thin 
in the studio. Then you have to move 
people around to take advantage of the 
acoustics. I've been in rooms that are too 
dead, and trying to create that separa- 
tion in there is extremely difficult. I like 
to put players in a place where the ceil- 
ing is high, again so the horns can 
breathe." 

To add fullness to the sound, Gatica 
has found that an additional micro- 
phone, such as a Schoeps CMC5 -U, 
hung in the center of the section about 
eight or nine feet above the floor, and 
recorded on a separate track, helps cap- 
ture all the harmonics that are ringing 
together. By putting that track on top of 
the overall mix, the technique can create 
more depth in a small, dead room. 

He tries to avoid any equalization 
when recording horns, feeling that EQ 
generally takes away from the real 
sound. Equalizing the instruments one 
by one creates an undesirable harmonic 
distortion once they are all blended 
together again, he feels. At the most, 
Gatica may add a 2 dB boost at800 Hz to 
the trumpets, but only if the sound is 
still thin, and he can't get what he 
wants with mike techniques. He will, 
however, add "just a hair" of limiting on 
the overall blend, in order to maintain a 
very consistent peak. Using a UREI LA- 
2 limiter, he sets the threshold to the 
loudest passage in the music, which lets 
the power of the brass through without 
any "dangerous" fluctuations in level. 

Gatica prefers to commit himself to 
the appropriate mix during the record- 
ing process, and usually chooses to keep 
the trumpets a little up front. "Those are 
the instruments that have the bite; the 
initial attack. The 'bones are down, and 
the saxes are in the middle in terms of 
relative levels. That's the balance we 
use to create depth." 

But he does warn that "If it's an R &B 
tune where the brass lines have a lot of 
movement, like an Earth, Wind & Fire 
or Tower or Power style, I like to keep the 
section in the track by raising their level 
just a hair above where I normally keep 
them. Instead of mixing the trumpets 
out in front, I try to keep all the levels 
more even. That way, wherever I put the 
brass in the mix later on, I can still hear 
all the parts within the section. If I leave 
the trumpets a little out in front, that's 
all I hear, and the rest of the instru- 

get lost." 
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HUMBERTO GATICA started his career 
as a janitor and golfer at MGM Recording 
Studios a little over a decade ago. During 
that time he's accumulated at least two 
dozen Gold and /or Platinum records with 
artists like Hall and Oates, Kenny Rogers, 
Average White Band, Leo Sayer, the Tubes 
and, most recently, Chicago. 

Chicago XVI Sessions 
Chicago has only three horn players - trumpet, trombone, and sax - but 

Gatica still used three mikes (a U -47 
tube, U -87, and a U -47 FET, respec- 
tively). Their physical arrangement in 
the studio also remained in a IJ- shape, 
with the trumpet and trombone facing 

each other, and the sax in the base of the 
"U" (Figure 2). What did vary was the 
distance between the trumpet and mic- 
rophone - now four feet instead of nine 
or 10. 

The band features the trombone, 
meaning that the horn mix is slightly 
'bone heavy. The other aspect of their 
sound is the unison -line arrangements 
on, for example, "Waiting for You to 
Decide," and "What Can I Say." Hum- 
berto Gatica would let the players bal- 
ance themselves in the studio, lay them 
all on one track, and double the same 
part for a spread and fullness. 

Where the trumpet, for example, tem- 
porarily switches to flugelhorn in the 
middle of a tune, he recalls, "I'd rather 
punch in those sections on the same 
track later on. That way I get a chance 
to adjust the mike - maybe bring it 
closer, because I like close -miking on the 
flugelhorn. So we go through the entire 
song, double the parts, change the 
mikes, and punch in the flugelhorn or 
flute overdubs on the same tracks. When 
I mix, I just bring in those two faders, 
and I know I have a perfect left and 
right with my horns. 

"There are three tracks on the [Chi- 
cago XVI] album where we recorded 
three separate mixes of horns - "What 
Can I Say," "What You Missing," and 
"Bad Advice." One track was the way it 
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