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not to have heard the poignant, reggaetinged break-up song on the airwaves.
Tétaz encouraged New Zealand singer
Kimbra to duet with Wally de Backer on
the left-field hit, having produced her
2011 album Vows, and co-written songs
on her platinum-selling debut. Tétaz also
worked on three albums from Australian
singer songwriter Lior, co-produced Sally
Seltmann’s album Heart That’s Pounding,
produced indie band Architecture in
Helsinki, and co-wrote and produced
Bertie Blackman’s recent album, Pope
Innocent X.
François has composed music for six
movies — most recently Underground:
The Julian Assange Story (2012). In 2006
he won the APRA/AGSC Feature Film
Score of the Year Award for Wolf Creek and
in 2009 composed for Luke Doolan’s short
film Miracle Fish, which was nominated
for an Academy Award. The Tétaz family
is originally of Swiss descent, Franc grew
up on a dairy farm near Warrion in
western Victoria, where his mother was a
music teacher. As a youngster he played
the violin, then became a drummer and
percussionist and studied composition. In
1992 he co-founded ambient/industrial
trio Shinjuku Thief — most of his early
work would be considered extremely
avante-garde by most listeners. In
1998 François built his own studio in
Melbourne, Moose Mastering, where he
estimates he mastered up to 200 records a
year. In 2013, he moved to Los Angeles to
continue producing and composing. When
Resolution spoke to Franc, he had recently
completed Architecture in Helsinki’s new
album Now & 4EVA, and was finishing
the Lo-Fang album Blue Film, a project
with Matthew Hemerlein for 4AD records.

Did you move to LA to produce
records or to be near movie
studios?
Film work is very difficult in Australia
because the movie industry is so small.
Part of the move to the US was about
finding entertaining projects to work on,
the other idea was to put myself in a
position I was slightly less comfortable
with. Australia is very comfortable as a
place to live — I had plenty to do — but
it was time for a bit of adventure! I’m
different from most music producers in
that I don’t specialise in one genre of
music, and I don’t really get into mixing.
It’s hard to combine film work with music
production, because a movie takes a good
3 months of your time. It’s a little difficult
with song writing sessions and balancing development with artists, it’s not like
you can just disappear for months. So I only take on film projects that I really
love, because they require so much time commitment. I have three movie offers
at the moment, I’m just in the middle of figuring out which I’m going to do. I’ve
also just finished a score for Molecular Kaleidoscope, a biomedical visualisation
installation at the Victoria State Library in Melbourne by Emmy-Award winning
animator Drew Berry.

François Tétaz
He’s a composer, producer and recording engineer with some serious
success and attitude to the production process. NIGEL JOPSON

A

ustralian François Tétaz took home three Grammys last year for his
work recording and mixing Gotye, including the coveted Record of
the Year award for the worldwide hit Somebody That I Used to Know.
With more than 10m sales, 475m Youtube views and a No.1 in 43
countries, you’d need to have hidden in an anechoic chamber during 2012
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You say you’re not a mixer but you mixed Kimbra’s album with
great care and precision.
I meant I’m not a mixer-for-hire, I’m interested in being more deeply involved in
someone’s album. But it is a skill that’s at the heart of my production process;
it’s an essential creative tool for the way I work.
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Vows is a beautiful collection of songs —
does it make you sad that few people listen
to an album all the way through anymore?
I like working with artists who have an ambition to
create an album, not just one song. One of the major
issues is that — from a record company point of view
— singles were used to sell albums and now that’s not
the case. I had a conversation with Rodney Jerkins, he
was recalling how when Say My Name became a hit,
sales for the Destiny’s Child album it was on went up
threefold — because of that single — whereas now,
listeners would just buy the individual tune. From a
business perspective, for a large record company it
seems to make sense to put all the effort into trying to
make a song that becomes some sort of icon. But the
reason why artists have careers and can sell tickets to
their shows has to do with other things. I’m interested
in helping to build an artist’s long-term career,
because to me that’s what is reflective and interesting
about music. Nevertheless, I love pop music — it’s
really difficult to do well — and it’s great that so many
people can embrace and enjoy it in their lives.

After the success of Somebody, has your
phone been ringing with US managers
asking for the ‘Gotye sound’?
I’ve had quite a few conversations with people
where they have met with me — just to really
check out who I am — maybe just to hear
me talk about music to find our whether the
production was intentional! I think people like
the thought behind it, but they’re not really sure
where it came from, it’s one of those out-of-theblue songs. I really enjoy Los Angeles because
it’s such a melting pot and there’s so much
going on. Every week there’s a bunch of new
possibilities to work on, which is fascinating but
at the same time sort of confusing, I’m trying to
focus on projects I really want to do.

So the man who created the ambient droning on The Motionless
World of Time Between … also loves pop music?
It’s so much to do with your environment! If I had lived in a different place I
probably would have worked in pop music all through my twenties, but at the
time I just couldn’t find a place or people to work with. I was a big Trevor Horn
(Resolution V7.4) fan — there are so many techniques he uses in his production
that owe a lot to musique concrète and dub spun into pop. When you listen to
Grace Jones’ Slave to the Rhythm, or Frankie Goes to Hollywood, what those
records are doing conceptually is so ridiculous. Highly camp, very strange,
but beautifully articulated and entertaining — they follow logically from his
experimentation with Art of Noise. It’s what I’m trying to do now, finding new
sonic landscapes for pop music to exist in. Certainly that’s what I like to hear in
music, when someone hits me from a different angle sonically and musically, I
always find it really intriguing.
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What are you working on at the
moment?
I recently finished an album for an Australian
band called Spiderbait. They’ve been around for
20 years and they’re Australian alternative rock
legends. I produced and A&Red their new album
for Universal — it’s got metal, it’s got glam rock songs, it has folk moments —
people love them in Australia but it’s probably a little … eclectic. My publisher
put me together with Spiderbait, I see them as an iconic Australian pop band,
and working with them was just a load of fun. They hadn’t put a record out
since 2004, so they had about 7 hours of demos! Just figuring out what sort of
record they wanted to make was incredibly difficult.
So what is your preproduction process like with an artist? For
example with Kimbra: did she come to you with demos or are you
sitting next to her when she is writing songs?
I started working with her when she was 18, she’d written a whole bunch of songs
that were like guitar-based folk tunes. She couldn’t use any computer software
or play other instruments, but she’s an incredible singer with an incredible ear. I
was given 30 or 40 songs by Kimbra and her manager, I thought a couple had
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some really great moments in them.
When we met I realised her musical
knowledge was super-wide, she was
like a sponge for music, incredibly
ambitious, driven and talented. I
started working with her on some
songs she had half written — there’d
be a verse or something — and we
got into refining the songs. I worked
with her on what I call Arts Practice:
how to find the fuel to be able to
write songs. I worked with her on
lyrics and referencing, melody and
form, all those sorts of things. One
of the first songs we got stuck into
was called Settle Down, which has
turned into a bit of a hit. She had
a verse, and thought that the song
was just a little interlude — I thought
there was a lot more to it — I found
it an intriguing idea to have a young
girl singing about marriage like that
these days. We kicked it around for
a while, while she came to terms
with the idea and what it meant for
the lyrics. We fleshed the vocal parts
out, there wasn’t a chorus so I added the chorus and added a middle eight, we
kept layering, kept adding.

The soundscape on that song is very designed — there’s so much
top end taken away from some of the backing vocals, they almost
sound like a synth pad.
There’s a lot of layers, it’s the jigsaw-puzzle approach of trying to fit all those
things together. One of the things about Kimbra is that she loves density like
that, as a producer you’re always looking for ways to be able to frame particular
sounds so the listener doesn’t feel the song is in their face for three and a half
TITAN
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Which DAW are you using?
Kimbra was mixed on Pro Tools but it varies from project to project. From a
writing and arranging point of view, a lot of my songs start in Logic. I just
bought a new laptop, a Magma chassis, UAD Octo card and Pro Tools HDX. But
I’m into minimalism with this stuff, I really love the idea of having very, very
little. For example on those Kimbra songs, or when I was working with Wally,
quite often I’d record with just one microphone …
Which microphone?
An old Neumann U48 with a Millennia preamp, and that’s it, everything else
would be happening in-the-box. That’s opposed to when I’m working with
a band: on the Spiderbait record, all the rock tracks were recorded through a
1971-vintage Neve, it’s all 1081 pres and the guitar sounds are made blasting
through those. The Neve is installed at 301 studios in Byron Bay — it’s like
a Jaguar car that’s been kept in perfect condition; everything worked on the
Neve for over two weeks! That’s just an example of using equipment that’s
appropriate for a production, I’m not really stuck on one way of working.
When you work in a studio are you plugging the mics in yourself or
do you work with an engineer?
I used to engineer everything up until a few years ago, I discovered I just
couldn’t find enough time so now I work with a competent assistant. I do all the
mic positioning but it depends on the record. If I’m working with an orchestra for
film that will demand my time compositionally, I won’t split my thoughts across
the engineering because I can’t possibly be moving microphones around as well.
When you worked with Gotye what was your role? Because Wally
himself seems very focused on composing within a DAW.
His sources can come from all over the place, samples and loops and bits and
pieces. With the record I did with him he worked a lot in Ableton Live. He would
write and make and do, then we’d dump it into Pro Tools and start working on
it together. There’s a lot of time spent fiddling — we recorded new parts and
added instruments in Pro Tools — a lot of Wally’s songs have 100-120 tracks.
The songs are made up of many cuts and samples of sounds, I’d process a lot
of those sounds differently, making copies of them and working with different
frequencies to bring out those individual samples. It’s like dealing with milky tea
… there’s never just one instrument to EQ! You’re dealing with a blancmange
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of sounds that marry together to make a particular part. The challenge is to
get clarity out of it because a lot of times songs constructed in this way have
original audio that is extremely lofi, you want the tune to stand up when
listeners compare it to a highly curated, hifi bit of audio.

Did you play other artist’s songs during sessions?
I’ll always have a whole bunch of random reference tracks if I’m working
on a production like that. Sometimes when you compare a song made from
samples to a commercial single, it sounds like a little lofi thing on the radio
in the corner — you’re trying to blow it up and make it into something larger
but, essentially, keeping the same feeling. [Engineer] Dave Pensado had a
look at some of my sessions and he was quite surprised to see 15 or 20dB
boosts and cuts all over the place: I hadn’t really thought about the semantics
of it all, I just wanted to keep Wally’s original feeling, but be able to put the
songs on after Katy Perry. Nevertheless, especially with radio in Australia,
commercial stations really struggled to come to terms with Somebody That I
Used to Know. They added bad out-of-time drum loops underneath the song,
because they thought it didn’t fit their format. It got better when the public
engaged with the song, they slowly realised the unusual sound was what
made it so special.
How does your production approach fit in with the way labels
view artist development these days?
Great music wins out — if you try honestly to make great music the averages
should work in your favour. In the 90s, when people bought albums, I was
making the type of music nobody really wanted to buy, so I wasn’t concerned
about it from a life standpoint. I’m quite a deep person in the way I engage
with things — you have to make sure that everyone involved in the process
understands that you need to spend an amount of time on it and that’s
difficult. If I say I’m going to spend three months experimenting with an
artist, a lot of people’s reactions would be: ‘well, we don’t want to do that.
We just want you to give us a song and we’ll put out a record.’ I have to
explain that’s not what I do, and unless we have a structure to make it so,
I can’t really do what I do best. If you cut corners on the process which you
know delivers your best work it will sound crap.
And yet you moved to LA?
I realise the way I work is not what everyone wants, but I try and make my
own scene. Audiences need music that is new and fresh with a good feeling
about it. To deliver that it can either happen accidentally, but you can’t plan
for that, more often it is just thought, time and experiment. If you don’t have
the time part, you will probably be serving up music that is merely good. It’s
the curse of three-and-a-half star reviews, professionals producing ‘good’
music.
I guess you’ve proved the point with Gotye.
A new Gotye album is now in the works — researching and constructing.
Both records I’ve made with Wally had a similar ethos to them, and he’s
also someone who is incredibly hard working, very persistent, so we just
kept going. There’s one of his tracks which I spent 9 days mixing (not in a
row!) which didn’t make the record. That’s the commitment of trying to make
something which is really great. I love records that have layers of meaning in
them and however you go about doing that technique-wise — it could be in
any part of the audio or musical or lyrical part of the song — I’m searching
to try and make it happen. So the musical result has a real atmosphere and
a place for it to be: three dimensions. When music feels like a real world that
you go into, however that’s achieved, I think that’s a success. n
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