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[0:00:00.0] producer and engineer Andrew chefs has
an incredible list of credits including

work with Adele Black Sabbath Lana Del
Ray Johnny Cash and Beyonce we caught up
with him at the recent AES show to get

his view on in the box mixing how to get
started in the industry and also to find

out about his unusual approach to using
compression well | had actually in 1985

| just started studying at University of
Miami Wood for recording so that's | had
made my decision that | really wanted to
make records and my parents said well
you're gonna go get a four-year college
degree in something and | managed to
find a place to do both at the same time
so 1985 was my second year in Miami so |
was finally starting to be allowed to

use the studio I'd been avidly reading

mix for years leading up to that since |
discovered it and and actually sound on
sound | got aware of it very quickly
because the the US and the UK seems very
different and | was always a huge fan of
English bands all my favourite bands
were English and so it was great to all

of a sudden get this sort of technical
insight into what was going on over

there it really felt it felt very very

different you know but yeah | was just
getting started at Miami we had a 2 inch
24 track which was our main record
machine and then there was a smaller

8-track analog studio but while | was
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there we got a sync levere in which was
you know very early digital sequencer
sampler and then disc recorder
monophonic sampling so a one voice
sampler and a small FM synthesizer and |
was always a bit of a geek so that was
more technology to learn like | was the
guy who you had to run the synchronizer
for the tape machines and things like
that because figure like that's a way to
get in the room is to know how the
technology works and when | graduated
from Miami my first job was working for
New England digital so | was a field
service tech for the Cinco beard in Los
Angeles and then | was actually based
out of London for

about a year and a half so what that did
for me was | was the guy who knew how to
fix the thing that cost half a million
dollars that was holding up the session
so | was kind of you know the bastard
and the Savior all at once you know |
was a bastard until it worked and then |
was a savior and usually people would
ask me to stick around just to make sure
that it kept working so | would get to

sit in on all of these amazing sessions
all over the world that | had no

business being in because it was
everybody who had money you know so
Michael Jackson and Stevie Wonder and
those were the kinds of sessions you

ended up having to go like save so it
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was a good situation

[0:02:57 4] it's interesting, um, | mean, I've been [a] large-format console

guy and analog guy for years. And that
came out of a very specific situation of
mixing a Red Hot Chili Peppers record,
where they said it had to be mixed on a
Neve. And that just sort of turned into a
thing and | ended up owning a Neve and
basing my studio around that. And moving
back in the box was something I've been
thinking about for a few years, because
of the logistics of mixing on a console.

It's a disaster with recalls and having

to leave a mix-up, because, you know, no
matter how meticulous you are about your
recall, it's not going to come back
properly. Things like that. But really,
again, it was a very specific thing. | was
traveling, I'd just done a seminar in
France and | got an email about doing
some work and the only way | was going
to be able to do it was in the box. And |
always have a rig with me. And | just
decided to do it and see how it went and

| sent it, saying "Look, I'm doing this in

a different way". It wasn't too specific.
"But if you hate it, just let me know and
we'll go for a plan B. And if you like it,

you know, that's great and we'll continue".
And | just got back mix comments that
were normal. So | said "well, okay, | guess,
this is working. You know? As soon as |
got it to kind of work sonically. You

start to reap the benefits of the recallability
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and the flexibility is the main

thing. | love the fact that I'm never

only mixing one thing

now. | love mixing five songs at the same
time. I'm able to cycle through them and
cycle through them. And | actually spend
less time in total, but | feel like every
song has really gotten so much more
attention, because you're always focused,
because it's always fresh. As soon as |
kind of get bored or lose focus, | just
open up another song instead of having
to sit and play solitaire or have lunch

or there's a huge amount of nostalgia
for analog tape and it's a bit of a line
because I've said it more than once now
so | feel a little subconscious about it
but | really do believe most of the
people who are nostalgic for a nylon
tape have never worked on analog tape
it's a nightmare it's amazing but it's a
nightmare and there are times when |
love the constriction of it and the
confines of it and the decision-making

of it but there are very very few

projects that have a band capable of
working on tape properly and doing it
well and if you're going to work on tape
and then dump it into Pro Tools I'm not

| don't see the point of that why slow
yourself down to then just do what
you're going to do in the first place.
[0:05:22.9] So, if it's purely a sonic choice then

absolutely .. | mean, it's another piece of
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gear. But the the workflow side of it ..
either commit to it or don't bother, in
my humble opinion.

you know not really | mean obviously |
love the wave stuff | love you ad
plugins I think without those two sets
of plugins | don't know that | would
really be happy with what I'm doing but
there are a ton of other things sound
TOI stuff there's a plug-in called low
ender which is absolutely genius for sub
I'm a big fan of having lots of choices

| don't like to do the same thing all

the time

and the way | set up my mix is all of my
compression is parallel I'm never
directly compressing anything which
means all of my compression can be
brought in from a template because it's
all on auxes so | have way more
compressors set up in a session than
I'll ever use and | just mix and match
and try things quickly and so | love
more that I've got a hundred things and
used 20 of them on the consoles as well
all of my compression is parallel so it
really allowed me to just have different
chains on busses and sends and you just
hit a button up don't like that oh

that's awesome and | don't even know
necessarily which one it is that I've
chosen but it's like oh great that's
inspiring and you move on yeah

absolutely | mean | know there are some
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people who have very hardcore theories
about whether you should or should not
they're people on both sides of spectrum
| think I'm somewhere in between and
it's very much about reading the
situation if the band has a vision then
I'm just there to help them realize

their vision even if I'm not necessarily
just the engineer but even as a producer
you're only there to facilitate but

there are other times when the band
either has multiple visions or they have
no vision or they sort of kind of have a
vision and it needs to be crystallized
and it's just my theory onitis |

always want to help the band make the
best record that they can make at that
time and sometimes that means a lot of
input and sometimes it means very little
and it's the ability to sort of read

that situation I'm never trying to make

my record and there's some producers are

making their record over and over with
different musicians on it and I'm I'm
actually | like the fact that | don't

think | have a signature sound or

I'm sure some people would say | do it's
like super loud and distorting there you
go but | don't feel like | have a
signature sound I'm always trying to
just sort of amplify what's going on in
the first place

it really changes project to project

some things come in that are just
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brilliantly arranged some things come in
that aren't necessarily brilliantly
arranged but you realized early on that
the band

believes that they are and so you really
go with what they give you | mean
obviously as a producer | spend a ton of
time and arrangement think we're talking
just mixing really | guess and there are
times when | will completely rework a
song including recording stuff on it and
say hey | think when | heard the song |
was so inspired that | wanted to do this

| hope you think it's better and it
changes when I'm producing it's all
about the arrangement | mean that's 99%
of the gig to me um | feel and obviously
things change but really | feel like as

a mixer I'm being presented with the
version of the song that the band
thought was finished so I'm supposed to
just mix what I'm given and in a lot of
cases there's a rough mix that goes
along with it which is the reason they
thought that that recording the song was
done so | really my approach is really

to kind of keep the spirit of the rough
mix and make it sound like a record
that's my goal is to really not change
too much but again sometimes there'll be
something where | really like hear
something and | feel like oh my god it
would be so much better and I'll sort of

go into more of a producer role because
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| feel like the producer role is

sometimes to do nothing you know in the
Steve Albini model of you're just there

to document what the band is doing but
for me | really feel like I'm there to

make sure the band does their best
version and they may not know how to do
that themselves so it's a way to

make them give their best performance to
help with the arrangement to make them
realize what is sort of important about
the song and what isn't important about
the song and to focus on what is and
also just to help them realize the ideas
they have in their head because a lot of
times they'll have something in their
head they're having a hard time doing it
and hard time describing it and it's
figuring out what that is and a lot of
times it's the opposite of what they say
but it's sort of figuring that out and
getting to the point where it's ready to
mix and sometimes that's just setting up
microphones and getting out of the way
and sometimes it's really completely
turning inside out what they thought

they were gonna do and you end up with
something else like there was a song for
a band fava it's a Swiss man that | was
producing that the way they were playing
it was like a really fast Ramone song
and it ended up being this incredibly
slow crazy almost ballad that we cut a

hundred percent live including the vocal
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all from me wanting the guitar player to
show the strumming pattern of what he
was doing to the bass player in the
drummer because they weren't just sort
of weren't lining up and in the course

of doing that he played the song really
slowly on acoustic and | realized like

oh my god this is incredible and it just
it's being that outside perspective to

be able to realize stuff like that

because there's no way someone in the
band was going to realize that the song
might be better that way because they
knew that it goes like this you know so
it's just that ability to always sort of

be there and be present and be just sort
of an undecided third party to kind of
notice things the ability to be in a

room with creative people and keep them
happy and creative because there's
nothing that will make a band play badly
more than being uncomfortable

| just get bored you know I'm I'm lazy |
don't want to spend a ton of time on
things that don't require the time but

at the same time | will recognize when
let's say someone in the band is unhappy
with the way something feels | mean if |
don't understand what it is they're
unhappy with or what they're trying to
fix | will work for a week on it to make
them happy at least to understand what
it is but I'm | hate busy work and |

hate spending way too much time on
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things so | don't know you just kind of
get a sense when it's done and when it's
not going to get better just different

it's hard because you kind of need to
know everything all the time | mean |
think the thing to keep in mind though
it's and | absolutely made this mistake
when | was starting out is because you
know how to use the gear and you know
the technology you assume you should be
the engineer and the engineering isn't
about that

at all the engineering is the ability to
translate what's going on in the room
into a recording and a lot of that might
have nothing to do with using the gear
but using the gear is a given and just
because you might be more proficient
than the engineer on a particular piece
of gear absolutely doesn't matter so |
think that's a really really important
concept to get in your head that you
should know how to use everything better
than everybody else in the room but that
doesn't actually matter that's just the
thing that will keep you in the room as
long as you're not arrogant about it and

| think you need to know that you can
learn something from every single
situation you're in even if it's just

that you learn what you wouldn't do and
I've learned there's plenty of stuff

that I've seen producers do I'm like

okay | will never do that and when you
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think about it you think you know what
if | hadn't seen it | probably would

have done that and then realized after
the fact and felt bad or you know just
thought it was a mistake but you can
absolutely learn from every single
situation you're in

from what | was saying earlier knowing
how to use the Cinco beer and how to fix
it that was what got me in the room on a
lot of things but that's not enough to
keep you in the room like that's your
little business card we're like okay

yeah you can come hang out but if it
turns out you're a dick then you're not
going to stay in the room so | don't
know we're allowed to say that on this
yeah all right perfect good | didn't

have family-friendly we need to be but
that is what will get you kicked out of
the room whether you know stuff or not
so you need to know lots and lots of
stuff but you have to be able to read a
situation and it's | mean a good example
of it is working vocalists some

vocalists you need kid gloves and you
need to be incredibly encouraging and
just let them sort of steer the session
do what they want other ones you tell
them add do it less like this time

you know but come on man you can do
better than that and that's what will
really get them going and some of them

really want to be challenged and some of
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them really need to be left alone

there's some singers where | will not
say a word in between takes and | wait
until | hear them kind of rustle a

little bit and then you realize okay now
they're ready to do the next take and

I'll go 20 takes without ever saying a
word and there are other singers that
you talk to constantly in between and
then you sort of convince them | came in
let's do another one so it's the ability

to understand the difference and to pick
up on that immediately because as soon
as you screw it up a little bit you're

done for the day if not the session and

that's to me it's probably 80% of the

gig
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