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For the live performer who doesn't just want to 
hear everything on stage, he needs to FEEL it! 
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January was a big month for Headliner. Our official 
launch at NAMM proved to be a real success, and we’d 
like to thank everyone for their kind support and well 
wishes.  It means a lot.

This issue, we report backstage from the 56th annual  
Grammy Awards in downtown LA – and talking of   
The Grammys, we talk to Maroon 5’s James Valentine 
(whose band opened the show) about 12 years of  
intense touring, guitar technology, and replicating  
hit records on stage. 

We also head into London for an entertaining liquid 
lunch with two of the UK’s biggest rental houses, find 
out what an ICEtrument is, and get a masterclass on  
remixing from the world-renowned Dave Aude. 

Furthermore, we visit the most difficult to find  
studio on the planet, get a lesson in character building 
from beautiful British songstress, Ruby Fenn; and an 
insight into Tinie Tempah’s thinking process on stage by 
his musical director, Michael ‘SmooveGroove’ Hamilton. 
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W H AT  E X A C T LY  I S  A N  I C E T R U M E N T,  T H E N ?
“ICEtruments are the manifestation of a dis-
cussion I had with a guitar maker buddy of 
mine some 15 years ago,” says Lanhart, whose 
super-cool business is based in Luleå, Swed-
ish Lapland. “I wondered if we could possi-
bly make an instrument out of ice, and how 
it would sound; since then, it’s taken up most 
of my life!” 

After pausing for a second, genuinely con-
sidering what I’d say if I met the real Santa, I 
ask Tim how it all works. I’d listened to some 
SoundCloud recordings of these ICEtru-
ments prior to our chat, and was genuinely 
impressed. 

“Well, tuning is the toughest thing; we 
have to re-tune between every song, so that’s 
the biggest focus. The difference in tempera-
ture of the player and the instrument causes 
a lot of conflict,” he explains. I’m shivering 
thinking about it. “For the most part, they’re 
made of white ice – a mix of snow and water. 
I then take out the slush and use it as a paste, 
which then hardens into crystal, so it’s easy to 
cut away.”

The ice elements of the ICEtruments take 
roughly a week to craft, the wooden parts 
quite a bit longer. According to Lanhart, ice 
is a good material to work with, as it’s both 
flexible and durable. Some elements are 
made of very stiff, clear ice, as the two dif-
ferent textures are suited to different parts of  
the instruments.

There’s bespoke, and then there’s an ICE-
trument. These creations become null and 
void, the minute they’re taken out of Ice Mu-
sic’s venue. Why? Because this venue is no 
ordinary venue... 

“Our concert hall is a gigantic igloo - one 
solid piece of ice, made of snow and water, 
like a glacier, really. It’s a double igloo with a 
dome on each end where the public sits, and 
an opening in the centre,” explains Lanhart. 
“Because of its shape, it cycles the sound 

waves in an eternity figure of eight; and that’s 
part of the whole experience. 

“The biggest issue we have is feedback, as 
all the walls are made of ice, so there’s no-
where for a sound wave to stop; this is the 
same with the inside of the instruments, so I 
did away with the sound holes on the guitars, 
which cured the problem. With the violins 
and cellos, you can’t do that, so I eliminate 
it by using transducer mics to amplify them 
rather than condensers.”

According to Lanhart, the audience’s 
awareness of the venue being “a living thing” 
really adds to the experience:

“Like human beings, the venue requires 
regular attention - it needs food and water, 
basically; and as a result, the artistic element 
feels stronger to the public. When there is a 
concert, people become absolutely ecstatic, 
and I think it’s because the instruments are 
made of the same stuff that a person’s made 
of. They understand that connection, and 
they become quite affected.”

A number of different musical genres are 
catered for within these cold walls, from rock 
and roll to country, and soft metal to classical; 
and although a string of top-end musicians 
have graced its stage, any famous acts may 
want to get a bit of practice in before they en-
ter the fray:

“To play here, you have to re-learn your 
musical abilities; there’s nowhere to hide, and 
no time for egos, so you have to be great at 
your craft. Some people get it immediately, 
and sometimes it takes an hour of playing 
before they get a feel for the instrument. You 
have to have the courage to step into it, but 
the overall quality of our musical expression 
is pretty good, I would say.”

The current season of Ice Music concerts will  
run until April 2014. 

www.isemusic.se

W H AT  D O  Y O U  G E T  I F  Y O U  C R O S S  A N  I C E  S C U L P T O R  W I T H  A  G U I TA R  M A K E R ?  I C E T R U M E N T S ,  O F  C O U R S E ! 
H E A D L I N E R  TA L K S  T O  I C E  M U S I C ’ S  F O U N D E R ,  T I M  L A N H A R T,  A B O U T  G I A N T  I G L O O S ,  S O U N D W A V E S ,  A N D  S L U S H . . .

STUF F.

“ B E C A U S E  O F  I T S 
S H A P E ,  I T  C Y C L E S  T H E 
S O U N D W A V E S  I N  A N 
E T E R N I T Y  F I G U R E  O F 
E I G H T ;  A N D  T H AT ’ S 
PA R T  O F  T H E  W H O L E 
E X P E R I E N C E ”

TOO COOL 
FOR SCHOOL
W O R D S  PA U L  W AT S O N  P H O T O G R A P H Y  G R A E M E  R I C H A R D S O N



L A ST I S S U E ’ S  column ended with a call to art-
ists to do it themselves, and take inspiration 
from Macklemore and Ryan Lewis, who had a 
hugely successful year and did it largely on their 
own. Interestingly, the duo took home four 
Grammys, including the coveted Best New Art-
ist category, as well as three of four in the highly 
controversial rap categories, one of which I was 
also nominated for my work with Jay-Z on Mag-
na Carta Holy Grail…damn you Macklemore!

But I digress. The controversy began with the in-
ternal debate as to whether the Seattle-based group 
should even be considered in the rap categories, 
as they’d crossed over in a way that opened their 
audience far beyond just rap fans. Thankfully, that 
debate was settled. Macklemore raps, simple; his 
appeal shouldn’t change his genre. 

The controversy was fuelled even more with the 
massive snub of Kendrick Lamar, who was nom-
inated for seven awards with his album Good Kid 
M.A.A.D City. Even Macklemore  himself publicly 
apologised to Kendrick after the snub.

We hear about these snubs every year, and a lot 
of the time it revolves around the rap categories. 
Many people claim that the Grammys aren’t an ac-
curate representation of the current landscape of 
popular music, but so far, no-one’s come up with a 
way to fix it. It’s something I’ve thought about for a 
few years now, since Justin Bieber was snubbed in 
the Best New Artist category to Esperanza Spald-
ing back in 2011. 

So, have the Grammys really lost touch with 
contemporary popular culture? 

Well, not televising the Best Rap Album catego-
ry is a huge neglect to the most dominant genre of 
music in the last 15 years, but, with respect to the 
people who win the awards, you cannot rationally 
place the blame solely on NARAS (The National 
Academy for Recording Arts & Sciences), the or-
ganiser of the Grammys.  

As a voting member, you must be a music indus-
try professional with a certain number of credits 
on albums that have been commercially released 
in the US. The academy asks that all members lis-
ten to each album, or only vote on what they’ve 
listened to. But the fact is, most don’t have the 
time, so if rap isn’t my primary genre, but I see a 
crossover act like Macklemore in a category with 
other artists and albums I haven’t listened to, odds 
are I’m going to just give him my vote. There’s no 

way to police it.
I’ve heard arguments to change the voting struc-

ture, but I don’t see any other viable option. Some 
say we should open up voting to the general public, 
but that will only end with Justin Bieber winning ev-
erything via his army of fans. Others say we should 
select a panel of industry experts in all genres to se-
lect the winners, but look at how that model works 
for professional boxing... No thanks! 

Newer, more contemporary genres are largely 
produced, written, and recorded by the younger 
generation, most of whom don’t have the credits 
needed, and probably haven’t even thought about 
becoming a member, which results in under-rep-
resentation, and this has got to change. I’ve been a 
voting member for five years now, but most of my 
peers are not.

Guys like Jay-Z, Russell Simmons, Diddy, Steve 
Stoute - they have the loudest voice, and many of us 
will listen. If the younger generation have an equal 
voice, we’ll run into less controversies as the voting 
populace will be far more informed of which music 
was great, and which wasn’t. 

You can’t expect change without being part of 
the change. While I feel for Kendrick Lamar, I ap-
plaud Macklemore and Ryan Lewis for what they’ve 
achieved. You don’t crossover without reason, 
and these two have certainly earned all the praise 
they’ve received.

“not  televis ing the 
Best  Rap Album 

category is  a  huge 
neglect  to  the  most 

dominant  genre  of  music
in  the  last  15  years”
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in that unit, the processing is fast and efficient, 
and it sounds great. But at the same time, he’s 
also looking and listening to all kinds of other 
things. No stone goes unturned. 

Is he the same with his guitars?
Absolutely – if he goes into a store and likes a 
guitar, he will buy two or three. He loves the 
excitement of new gear and what it brings to 
the table. He’s been working with Paul Reed 
Smith for the last five or six years solid, work-
ing on some signature guitars. His latest one 
is a semi-hollow, 15-inch wide body style 
with all the bells and whistles that Neal likes, 
from a Floyd-Rose [tremolo] to a Fernandes 
Sustainer, and everything in between. We 
have a great relationship with PRS, and Paul 
makes great products. 

How important are these kinds of working 
relationships?
I will tell you this, and I don’t say this to any-
body – I am only as strong as my support 
team, and the fantastic relationships I’ve built 
along the way have been crucial. Whether 
it’s Paul Reed Smith, or Karl Winkler at Lec-
trosonics, who is literally an RF genius, or a 

number of other people that make me look 
better. I consider myself like a general con-
tractor: I can’t do everything, but I can get the 
best people in to make sure it’s done proper-
ly; and that starts with great relationships.

www.lectrosonics.com
www.prsguitars.com

 

to our gear after the lights and sound are all  
in place. We set up the kit, then start main-
taining the instruments, getting them to 
where they need to be. We’ll work through 
the day until around 4-5pm, where the band 
come in and soundcheck, and check every-
thing is in place. 

We then break for dinner, and hit the stage 
again around 9.30 - but 40 minutes prior to 
that, I will begin my little tuning evolution, 
starting with the guitars, and making sure 
they’re all where they need to be at the start 
of the show. 

You’ve used Lectrosonics wireless systems 
for some time on guitars – what do you 
need to see in a wireless system to make 
the transition from a cable? 
Well, for a guitar player, guitar sound and set-
up is so personalised, but whether it’s a guitar 
or a digital signal processor that’s supposed 
to be the best for whatever reason, it doesn’t 
mean that somebody’s going to like it; and 
that goes with wireless systems as well. It real-
ly comes down to personal preference. 

I know what Lectrosonics does to certain 
instruments, and how it reacts, as opposed to 
some other units; I was first referred to Lec-

Does the role of guitar tech change from 
artist to artist, or is there a consistency of 
sorts at this level? 
There is a consistency, definitely. It obviously 
depends if you’re working with one or more 
than one artist, but you’re responsible for ba-
sically all of their equipment from the ground 
up. The first tour I went on was with a buddy 
of mine – he taught me guitar when I was at 
High School. I was 19, he was 21, and I had 
just enough guitar under my belt to go out on 
the road, but I was nowhere near as accom-
plished as I am now. I think you have to kind 
of dive in head-first, which is what I did, and 
I haven’t done a whole lot of other work in 
other avenues since. 

You were with Slash for 19 years, and your 
current mainstay is Journey’s guitarist, 
Neal Schon... 
Yeah that’s right; I’ve been looking after Neal 
for just over five years now. I actually did part 
of the last ACDC tour too, but it’s been pretty 
solid with Neal. 

I guess it depends on the guitarist’s inven-
tory – but how difficult is the job?
I don’t think it matters how many instru-
ments you’re dealing with, but a broader  
array of guitars will certainly provide differ-
ent challenges. Neal has a lot of wacky stuff, 
including seven-, eight-, and nine-string  
guitars, so when he uses that kind of kit, you 
have to know what’s going on with it. 

I know a seven-string adds a low B string, 
but I’m lost on the others... Can you  
divulge?

trosonics by Steve Stevens some time ago, 
and got Slash involved. We did a little show-
down with three or four wireless systems, 
and Slash preferred Lectrosonics. 

Once again, it all comes down to personal 
preference; but to me, it’s a great translation 
of a guitar through a cable, and the dynamics 
that you may or may not miss. 

Is it perfect? Is it identical? I don’t think it is 
– not yet; wireless still may be missing some 
bandwidth that a cable has, but I know that 
players like Neal [Schon] like the wireless 
better than the cable because he can boost it 
a little bit, you know? There are always differ-
ent variables and criteria for different artists 
as to what they’re looking for. 

Have you had any issues with reliability? 
I have had zero RF issues with this [Lectro-
sonics] stuff. We’re using the R400a receivers 
and the LMa transmitters, and we haven’t re-
ally changed our setup since the days of Slash 
and Malcolm Young [ACDC]; Malcolm 
might not move around as much as Slash, but 
it’s just as demanding a task sonically and re-
liability-wise, so the system has got to be rock 
solid – and it always has been.

Slash would run around stadiums, and we 

[laughs] To be honest, I don’t know if there 
is a standard tuning for eight- and nine-string 
guitars! Neal will often make up tunings, and 
actually it becomes a great writing tool when 
you have that kind of ability at your disposal. 

What’s a normal day in the life of Adam 
Day... If there is such a thing?
[smiles] Well, today I’m in Las Vegas, in re-
hearsals with Neal’s Santana band, which he 
was in during the late ‘70s. We’re recording a 
writing and rehearsal session here, where all 
the guys are in the room, which is pretty old 
school; they’re working out parts, jamming, 
and seeing what happens.

That being said, this is more casual for me 
than a normal day. Neal can be pretty de-
manding in what he is looking for and wants, 
so we listen to a lot of stuff together, which 
is great for everybody, as we learn together 
along the way. 

I guess if there is a typical day, it’s a live 
show. Production will go in about 8am – all 

the sound and lights, and so on; and then 
us backline guys - guitar techs, drums, key-
boards – we go in about 10-10.30am and get 

“ We did  a  l ittle 
showdown with three 

or four wireless 
systems,  and Slash 

preferred Lectrosonics.”
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T H E  L I K E S  O F  S L A S H ,  A C D C ,  A N D  J O U R N E Y ’ S  N E A L  S C H O N ?

never had a drop-out once. The only issues 
I’ve ever had are operator errors, which are 
my fault; absolutely nothing on the Lectro-
sonics side. 

So what is Neal’s setup on the floor?
Well, we’re kind of in-between kit right now, 
like we are every couple of years. Neal will 
listen to every amp and every pedal on the 
market, so it’s not finalised yet. We have just 
upgraded to the Axe-Fx II [by Fractal Audio 
Systems] digital signal processor though, 
which is excellent; there are so many options 

A.DAY IN 
THE LIFE

H E A D L I N E R  Q & A



amilton has worked with a 
number of artists as both 
bassist and MD including VV 
Brown, N-Dubz, and Peter 
Andre; and he currently plays 
the same role for female UK 

pop trio, Stooshe.

On stage, Hamilton has been a Peavey user 
for the last five years. He has two of the man-
ufacturer’s five-string Cirrus basses, which he 
rates highly for their versatility and tone. 

“They’re funky, but yet they’ve got a 
weight to them, too; you can feel each note 
you’re playing very distinctively,” he says. “I 
have one with a maple neck and one with a 
rosewood neck, as both sound completely 
different; and the only change I’ve made is 
on the latter - I changed the nut on the neck 
to an aluminium one so it’s a bit brighter, 
which helps when I’m slapping, and cuts 
through a little more. Everything I need is  
in that bass.”

His role as musical director can differ a lot 
depending on the artist he’s working with, 
though having a strong relationship with the 
band is always crucial.  

“I’m responsible for auditioning the band 
members, which can often mean picking 
from 50 or so musicians, so that’s always a 
challenge,” he explains. “Tinie really knows 
his music; he’s got a true feel for the integral 
parts that make up his material, therefore 
he is very specific about how he wants his 
synths to come through, and what kind of 

to sound in a theatre or arena,” he explains. 
“You learn how to make things cut through, 
because artists often want specific parts in 
their programming to be really prominent, 
and working with Waves kit makes that very 
easy to do. It means the artist is happy, the 
people listening are happy, and if I’m sitting 
here programming for hours on end, at least 
I know I’m going to be happy with the end 
results, too!”

www.waves.com
www.tinietempah.com

drum programming he wants to cut in at 
what time during each track. 

“He wants those additional elements 
within the music to come to the forefront 
at certain times, which creates another dy-
namic - parts that are recognisable to him on 
stage, so the songs are represented in the way 
they are on the album. He’s really involved in 
that process with me.”

Hamilton does the majority of his se-
quencing on Logic, and is a real fan of Waves 
plugins: “they help bring out all the bits that 
really matter,” he insists. 

“I do a lot of programming – backing 
tracks and arranging – and because Tinie 
has a new album now, he wants to kind of 
twist some of his older stuff; it’s been a lot of 
fun mucking about with the arrangements,” 
he reveals. “I love how user-friendly Waves 
plugins are, and the compressors are great for 
helping smooth out the sounds; you get to 
know them almost personally. For example, 
if something sounds harsh, I know straight 
away that I can put an L1 compressor on it to 
smooth it out. It’s similar when working with 
the Waves reverbs and delays; I always know 
what will work right away.” 

It took him a while to get used to Logic, 
but once he got to grips with the DAW,  
it soon opened his eyes to the bigger  
audio picture. 

“Logic really helped me learn about 
sonics; you can so often get caught up with 
how things sound in the rehearsal room, but 
now I’m thinking about how they’re going 

“TINIE REALLY 
KNOWS HIS MUSIC;
HE’S GOT A TRUE
FEEL FOR THE 
INTEGRAL PARTS
THAT MAKE UP 
HIS MATERIAL.. .”

1 4 | H E A D L I N E R

H

AFTER RECENTLY COMPLETING A STRING OF UK DATES WITH JESSIE J, TOURING HER SECOND 
STUDIO ALBUM, ALIVE, RENOWNED SESSION BASSIST AND MUSICAL DIRECTOR (MD), MICHAEL 

‘SMOOVEGROOVE’ HAMILTON, IS BUSY SEQUENCING BEATS AND ARRANGING SYNTHS FOR 
TINIE TEMPAH...

M I C H A E L  H A M I L T O N
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A HOLY 
ECLECTIC MIX

ing to the band, there is no way I can put 25 
myMixes on the choir, but we did manage to 
get the overall vocal mix spot-on,” he smiles. 
“There’s a lot of low end in there, and be-
cause African culture is a loud culture, it’s still 
pretty loud on stage; the difference is, I can 
control that now, as opposed to a musician 
just grabbing his guitar amp and turning up, 
which is always a nightmare!

“Productions are always wanting to cut 
costs where possible, so the fact we can tour 
such a high-end product in such a small pack-
age has proved very, very useful. It’s made my-
Mix the perfect touring system for us.”

www.mymixaudio.com 
www.sowetogospelchoir.com

Carefully selected from churches in their 
namesake town, the Soweto Gospel Choir 
is out on the road between six and nine 
months each year. For the current US leg, 
and upcoming Australian stint, FOH engi-
neer, Helge Schlosser, steps into the fray... 
With some cool new kit. 

“On this show, it’s paramount to get the bal-
ance of the choir right. It has to sound big, 
so I use condensers in stereo pairs to create 
a bit of space and depth to the sound, but 
the problem we have always faced is feed-
back, because the stage is so loud,” explains 
Schlosser, whose role prior to the tour was 
house engineer at the Johannesburg Civic 
Theatre. “To remedy this, I opted to bring in a 
myMix [personal monitoring] system, which 
has saved me a lot of hassle, and has allowed 
me to get rid of some of the wedges and all of 
the backline.”

Schlosser’s monitor mix count is now 
down to 10, thanks to his deployment of four 
myMix units. 

“Four of the choir members are also band 
members, and for the non-a cappella num-
bers, they head behind the rest of the choir, 
pick up their respective instruments, and 
play, now using a myMix each to monitor 
themselves,” he continues. “Beforehand, each 
band member had their own backline and 
wedge, and there were also wedges across 
the front for the choir and any soloists, but 
because I can DI analogue into the myMix, 

it’s changed everything; and 
furthermore, the ambient noise 
on stage has been reduced to an 
absolute minimum, so the feed-
back has gone. It’s pretty much 
as good as it gets now, and the 
clarity of the choir has dramat-
ically improved, which is great, 
as it’s what the show is all about.”

To summarise, Schlosser runs 
analogue out of his desk into 
the inputs of his myMix IEX-
16L-A Input Expander, then he 
runs one Cat-5 cable to a net-
work switch (housed on top of 
the keyboard player’s sampler). 
From there, audio travels over Ethernet into 
his five myMix units. 

“I have four units for the band and one 
spare, in case one should go down - but that’s 
never happened,” he says. “It’s proven to be a 
very reliable and flexible solution - a bit of a 
game-changer, in fact. The real beauty of my-
Mix is that I just give them a static level, and 
they can then adjust their own mixes, creating 
profiles for various songs along the way. I now 
have no issues whatsoever with band moni-
toring, and workflow has vastly improved.”

It took some time for the choir to get used 
to a quieter band playing behind them, but 
Schlosser overcame that by rearranging the 
remaining wedges, and tweaking the choir’s 
monitoring of the band. 

“Because there’s 24 of them, and 20 sing-
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he first was taken aboard the 
legendary ‘Starship’, where I 
am vignetted between the now 
famous Elton John / Stevie 

Wonder handshake. In the second, I am 
‘performing’ (ok, lamely handclapping) 
on the first ever ‘Glastonbury Fayre’ stage 
at Worthy Farm in Pilton in 1970, presid-
ed over by a young Michael Eavis; this only 
provided bragging rights if you turn a blind 
eye to the ridiculous, folksy, rural England 
hippy zeitgeist notable of the time.

Starship had been forged from the first  
Boeing 720 ever built. Commissioned by 
United Airlines, it was later sold for $750,000 
to Contemporary Entertainment, whose 
owner, Ward Sylvester, promptly spent an-
other $750,000 eviscerating and transform-
ing it into a flying apartment. Led Zep be-
came the first tenants, after which it became 
much favoured by rock bands. 

The photo itself was taken by rock pho-

sideman, mitigating his nerves by choosing a 
location overlooking the ocean in Marina Del 
Rey. That’s the kind of person Sharon was.

Now she was looking at ways of surprising 
the Browndirt Cowboy on the short flight 
from New York to Boston (where EJ was 
due to play the TD Garden), but quite how 
she managed to get Wonder to smuggle his 
Hammond C3 organ or Fender Rhodes or 
whatever the hell it was on at the rear without 
anyone noticing seemed little short of mi-
raculous. (In fact, Wikipedia records that an 
electronic organ had been built into the bar 
of Starship… so maybe he was simply using 
the house keys!) 

The miracle was compounded by the  
fact that Wonder had not been seen in pub-
lic since a car accident in North Caroli-
na some weeks earlier, which had almost  
decapitated him. 

At the Boston gig itself, Elton decided to 
spring Stevie Wonder on the surprised au-
dience, and the two duetted — respectively 
on piano and electric keyboard — as  they 
ripped through Honky-Tonk Woman and Su-
perstition.

Explaining the stunt, Elton told The Bos-
ton Globe, “I was in the plane in New York 
this afternoon and one of the guys came up 
to me. ‘We’ve got a cocktail organist I want 
you to meet back here,’ he said. I wasn’t real-
ly interested in meeting him but I was finally 
persuaded. It was really a trip finding [Stevie] 
seated at the organ.” 

Gruen records that he struck up the open-
ing chords of Crocodile Rock before Elton re-
alised … but I’m not so sure.

The only disappointment about this entire 
mash-up was that the flight was so short that 
we touched down before Deep Throat had 
reached its tawdry conclusion. Sadly, one 

swallow doesn’t make a summer.
However, shortly afterwards (in Septem-

ber), Linda Lovelace herself introduced El-
ton John at the Hollywood Bowl as… “the 
biggest, largest, most gigantic and fantastic 
man, the co-star of my next movie… Elton 
John…” with all the emotion of a girl with a 
clit, rather than a frog in her throat.

Such was the churn in the industry at the 
time that I now found myself being invited 
back, this time to LA, courtesy of Rocket 
Records’ London-based PR guru, Caroline 
Boucher, finding myself in the company of 
Bryan Forbes (and wife Nanette Newman), 
who was there to film the show.

Forbes had started work on the ITV doc-
umentary, Elton John and Bernie Taupin Say 
Goodbye Norma Jean and Other Things, the 
year before, which chronicled the life of the 
young Elton John and Bernie Taupin — and 
footage of the Hollywood Bowl concert was 
to be included.

But more memorable was the fact that the 
gig was also carefully timed to coincide with 
the opening of the new Roxy Theatre by Lou 
Adler, co-founder of A&M Records, Elmer 

Valentine, and other members of LA’s rock 
royalty.

 Adler greeted VIP guests with his girlfriend 
at the time, Britt Eklund, as Elton’s retinue 
(and a number of randoms) sashayed in after 
the show to help launch a venue that finally 
provided an LA alternative to Doug Weston’s 
Troubadour. A vanity project? Hardly, since it 
has stood the test of time to this day.

My trusty flaming Ferrari-red Olivetti 
bucket portable typewriter — the iPad of its 
day — was soon pressed into action. Arriving 
back in London with an overnight deadline, 
I remember peeling off the 2,500 words as a 
stream of consciousness project, in a fuel-in-
jected pill-popping marathon… all I really 
had to do was guide the words onto the page, 
through the carbon ‘black’. 

But shortly before crashing, I remembered 
that the editor of Sounds’ sister publication, 
Popswop — a Jackie-like poster-based mag 
aimed at a 9-13-year-old readership — had 
commissioned an 800-word report for them.

Should have been a walk in the park. But 
trying to buffer my maxed-out brain against 
the onset of narcosis — a brain addled by a 
cocktail of fatigue, Rebel Yell, and the in-
flight bar — and morph it into a pre-teen 
demographic world, was nigh on impossible.

Sitting down in a United Airlines executive 
lounge at Newark Airport in January 2014 to 
reprise this story, it seemed fitting that this 
had been the very airline responsible for it 
all. Sadly, the drab Boeing 757 single-aisle 
jet that would shortly transport me back 
from Newark to Heathrow bore none of that  
same swagger.

And when I’m asked the inevitable ques-
tion …Concorde or Starship?… the answer 
is the same every time.

‘ T H E  F L I GH T  WA S 
SO  SHOR T  THAT  WE

TOUCHED  D OWN 
B E F OR E  D E E P  THROAT 

HA D  R E A CH ED  I T S 
TAWD RY CONC L US I ON .’
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tographer Bob Gruen — but it was the ex-
hibition of Gruen’s work in London (and 
2011 Sky Arts documentary) — featured in 
the Daily Mirror, and spotted by Headliner’s 
eagle-eyed editor — that reminded me of an 
incident I had long since forgotten.

Both the above images tend to be viewed 
doubtfully… as if I had been digitally tele-
ported in via Photoshop 40 years after the 
event. But there was no smoke and mirrors, 
my friends, nor was I some kind of proto Karl 
Power, who masqueraded in the Manchester 
United team photo before their UEFA Cham-
pions League match, or Madhura Nagendra, 
the Indian student who broke rank to lead out 
her national team at the Olympics opening 
ceremony.

In fact, I didn’t realise either picture had ex-
isted until Gruen’s magnificent 10 x 8 mono 
print found its way through my letterbox a 
week or so after the event. 

The year was 1973, and from memory, the 

smuggling onboard of Stevie Wonder was to 
celebrate Elton’s 26th birthday on November 
12th (in fact the concert seems to have tak-
en place on March 25th… but I guess every 
Queen deserves two birthdays). 

Despite rock and roll mythology, the 
scene onboard on the louche airliner may 
not quite have resembled the Roman orgy 
depicted in Wolf of Wall Street — but Linda 
Lovelace’s Deep Throat was certainly enjoying 
an extremely early pharyngal flexing on the  
in-flight cinema. 

The stunt had been hatched by top in-
dustry PR — LA-based Sharon Lawrence, 
who was representing Elton at the time, and 
knew Stevie. Like the recent English weather,  
Sharon never dipped far beneath the high  
watermark, and two years earlier — anticipat-
ing that guitarist Jesse Ed Davis would need to 
be drafted in to understudy a seriously ailing 
Eric Clapton in The Concert For Bangladesh 
— she set up a typically impromptu Sunday 
brunch interview for me with Taj Mahal’s 

TWO ICONIC PICS FROM THE ROCK AND ROLL ARCHIVES (IN WHICH I PLAY A SMALL CAMEO ROLE) 
ALWAYS DRAW EQUAL GASPS OF AWE AND DOWNRIGHT SUSPICION.

T 

Words:  Jerry Gilbert

R O A D B L O G

1 9 | H E A D L I N E R



10CC’s Lol Crème hopped onto the ivories 
to perform I’m Not In Love. 

Final word (and rightly so) went to Horn, 
who had just picked up the thoroughly de-
served Outstanding Contribution to UK Mu-
sic award; he took centre stage, and brought the 
house down with a fantastic rendition of The  
Buggles’ 1979 hit, Video Killed The Radio Star.   
Thank you, MPG, for a great night. 

www.mpgawards.com

n arrival at the MPG Awards’ 
new home, the Park Plaza Riv-
erside in Albert Dock, right on 
the south side of the Thames, 
it felt more glitz and glam than 
rock and roll, but that was be-
fore the fun started... 

Let’s face it, most of our industry awards events 
are a total waste of time, full of self-indulgent,  
unimportant claptrap, and Jesus, are they 
long. But this year’s MPG Awards wasn’t 
like that at all. It was entertaining, the food 
was almost as good as the wine, the compa-
ny was great, and in terms of networking, it  
was fantastic. 

For those that aren’t aware, the MPGs 
brings the real Top Guns of the recording 
world all under one roof, and barring David 
Bowie (he’s forgiven), everyone was there on 
the night to receive their awards. 

There’s also none of this pre-recorded  
acceptance speech stuff; fittingly, every-
thing was in real-time. And there was no 
messing about with niceties, either: if the  
winners went on too long, they were cut off!  
Intentional? Maybe. 

Top award, Producer of the Year, went to 
Flood (Mark Ellis) and Alan Moulder for 
their work on Foals excellent album, Holy 
Fire; and as is tradition for winners of this  
category, the pairing also became the first 
2014 BRIT Award winners (Best Producer). 

My personal highlight, aside from moon-
walking to Daft Punk’s Get Lucky with a bar-
man built like Mike Tyson, was when Trevor 
Horn grabbed his bass guitar and took to the 
stage with his own supergroup, Producers, 
which included world-renowned drummer, 
Ash Soan, and special guest, Seal. What a 
voice, and what a show. 

It began with a medley of Seal’s two me-
ga-hits, Kiss From A Rose and Crazy, then 
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PERFORMING  SEAL 
RA ISES  ROOF  AT  MPG AWARDS

O T H E  W I N N E R S

UK Producer of the Year 
Flood (Mark Ellis) & Alan Moulder

International Producer of the Year 
Rick Rubin

Recording Engineer of the Year
Guy Massey

Mix Engineer of the Year 
Mark ‘Spike’ Stent

Mastering Engineer of the Year
John Dent

Breakthrough Producer of the Year 
Disclosure

Breakthrough Engineer of the Year
Dan Cox

Re-mixer of the Year
MJ Cole

UK Album of the Year
 Foals, Holy Fire

UK Single Song Release of the Year 
 Everything Everything, Kemosabe

Studio of the Year
RAK Studios

The A&R Award 
Jim Chancellor

The MPG Innovation Award 
David Bowie

The MPG Inspiration Award 
Nile Rodgers

Special Recognition Award 
Sean Davies

The Outstanding  
Contribution to UK Music 

Trevor Horn

M P G  A W A R D S  2 0 1 4  -  S E A L ,  T R E V O R  H O R N ,  A N D  F R A N  N E V R K L A

F L O O D  A N D  A L A N  M O U L D E R ,  U K  P R O D U C E R S  O F  T H E  Y E A R
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In Europe, call +33 (0) 78558-3735Made in the USA by a Bunch of Fanatics.Made in the USA by a Bunch of Fanatics.Made in the USA by a Bunch of Fanatics.

“Lectrosonics 
gear is built like a 

Mack truck. We travel 
the world and in all the 

time we’ve been using this 
gear, I’ve never, ever had any 

issues. Lectrosonics’ durability 
is, in my opinion, unsurpassed.” 

- Lorenzo Banda, 
Monitor Engineer, Foreigner

Pictured: Kelly Hansen, Foreigner lead 
vocalist with the HH transmitter.



How do you lay out your console? 
Very simply. For Maroon 5, I’m on 54 inputs. 
I like everything on the top layer and utilise 
my centre faders as FX returns. Last year, I 
built snapshots, and really got into it. I mixed 
a whole 10-week tour using just snapshots! 
Then it came to the summer tour, and I start-
ed again; I had all my snapshots and thought: 
‘I really miss mixing!’, so now I mix it, hands-
on. I love riding faders, and this console is so 
easy to operate, either way. I could comfort-
ably switch from faders to snapshots halfway 
through a show. 

Is there a new level of audience expecta-
tion these days at concerts?
Without a doubt; they want to hear the re-
cord now, which is easier to do with modern 
technology. Personally, I seem to just feel 
it without doing too much on the console; 
I used to tweak EQ all the time, then stand 
back, listen, and say: ‘fuck me, it sounds ter-
rible’, so I’d take out the EQ, and it would be 
much better! I push the faders up and create a 
balance; that’s the key.

www.jhaudio.com  www.digico.biz
www.waves.com 
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C O V E R  F E A T U R E

So I came up with the idea of talking to 
JH Audio. I told the band I’d done a lot of 
research, and that this was the best solution, 
and they were fired up about it. We had an 
opportunity in New York to get all the guys’ 
fittings done with a lady called Julie Glick. 

Adam [Levine] was first to make the 
changeover... And he hated it! I remember 
Jerry Harvey [owner of JH Audio] called 
me that night, not pushing the product, just 
checking we were all happy. I had to tell him 
he hated it because it sounded too good! 
Adam was looking at me for the whole show, 
and he said: ‘it’s totally detailed, and I can 
hear everything perfectly’. I was like: ‘isn’t 
that why I have a job?’. The thing is, none of us 
were used to hearing things multi-dimension-
al, and suddenly the mix was so structured. 

Because you’d moved up a level...?
Totally. We suddenly had a much higher 
grade of in-ear piece, and whatever voodoo 
Jerry was doing was just amazing. I’ll take that 
complaint any day! Adam swears by them 
now, and uses them on The Voice, and all sorts. 
They’re all so happy with the sound, and even 
at one-off shows, they use them as a security 
blanket: ‘at least the ears are gonna be ok’, you 
know? JH in-ears have such a great response 
from top to bottom, and they’re very spatial; 
but the proof is always in the pudding! 

Which JH models are you using?
We’re on the JH13s. Jerry has the Roxanne 
now, which is killer, but at the time, I had oth-
er clients on JH16s, and thought they were 
too bass-driven for Maroon 5, as less is more 
with these guys. All the way down to the JH5 
though, through to the JH7, 10, 13, and 16 - 
they all serve a purpose, whether it’s for an 
economical fit, or for musical style. 

I got Justin Timberlake on the JH16s about 
four years ago, as he is into the beat and dance 
feel; that would never cut it for Adam. I also 
got Alicia [Keys] on the JH13s, because she 
is all about vocal. 

How have you built such great relation-
ships with the artists you’ve worked with?
I had the good fortune of looking out for 
three great monitor mixers before I went out 
on my own, and that time was like 30 years 
equivalent of school. Knowledge is power, 
and you have to learn what it all means, get-
ting the physics and the math together, and 
never turning down a job.

From Black Eyed Peas, to Lenny Kravitz, to 
Alicia, to JT, to Maroon 5 - they all trusted me 
to put them onto JH Audio kit - and they’re 
all still there using it, whether I’m there or 
not. I have moved on from some of those 
guys, and my buddies are now working with 
them, and the ear pieces are still there. I guess 
that speaks volumes!

Would you believe that Maroon 5’s debut, Songs 
About Jane, is now more than 10 years old? Even 
more staggering, perhaps, is that the band have 
been together for almost 20. That breakthrough re-
cord reached multi-platinum status internationally, 
and now, they’re selling out the world’s premiere 
venues, with frontman Adam Levine reaching new 
heights of fame after landing a judging role on the 
popular US version of The Voice. Has there ever been 
a better time to be working with Maroon 5? Headlin-
er talks to Kevin Glendinning, who looks after moni-
tor world, and FOH engineer, Jim Ebdon...

>  KEVIN GLENDINNING: IN-EAR ENGINEER

You’ve worked with the band for five years now; have they all 
made the transition to in-ears? 
[smiles] Almost..! There’s only one that’s not. When I presented 
the idea to them, they could really see the benefits. We’re all mid-
30s now, and none of us want to have any ear damage. They were 
big wedge guys, but now it’s very much ‘less is more’: wedges, fills, 
speakers, and subs are all gradually vanishing from stage. At one 
point it was insane, and FOH was definitely affected; that’s not a 
slag on anyone that was there before us, but we have taken a differ-
ent approach, certainly. 

Would you agree that the band’s sound is more polished, now? 
Yeah, a more produced sound these days, I think. They still jam, 
but we try to create a slickness, an organic feel, as it’s still a rock 
band out there. It’s beneficial for Jim [Ebdon] that we’ve tightened 
things up a little, so the onstage sound is a little quieter. It’s not 
just the monitoring side; we’ve put a lot of the guitar cabs off stage, 
eliminated some of the subs behind the drums, and the actual vol-
umes out of the rigs. For example, there’s no longer a Leslie [speak-
er], we have a simulator now. We’ve knocked things off gradually; 
it’s no good landing on Mars if you’re not used to it! 

They’re a very musical bunch, right? 
Absolutely, and that makes it easier for me, definitely. They’ve lit-
erally played thousands of shows together, and they’re really great 
dudes; they ask what we think instead of saying, ‘we’ll do it this 
way’. I might say that the crack is off on the snare, or whatever, and 
they’ll be happy to change it. They definitely care, put it that way. 

Take me through the current monitoring setup... 
Around 18 months ago, we were using in-ear systems from four or 
five different manufacturers. All of them were good, but it was im-
possible for me to know exactly what someone else was listening to 
unless I interchanged between four or five sets myself... And that’s 
not gonna happen!

> J IM EBDON: 
GREAT 
EXPECTATIONS
Your background is in 
making records; has that 
made you a better live 
mixer? 
Definitely. It helps so 
much having the studio 
background. I remember 
when the big tape ma-
chines were moving out, 
and drum machines were 
moving in, so I learned 
about those new tech-
niques as well as the old 
ones. That’s had a great in-
fluence on my live sound. 

I remember when I was asked to leave 
school  at 16 [laughs], I got a job working at 
Surrey Sound Studios, which is where The 
Police made all their records. I swept floors 
and made tea for 50 quid a week, and soon 
got the studio bug! 

I don’t mix records so much now, as it’s 
a different business; when studios started 
struggling, I moved into the live arena, and 
now I earn my living as a live sound engineer.  
I always thought I’d be a record producer and 
millionaire by the time I was 30. Funny, isn’t 
it? [smiles] 

Are you running your DiGiCo SD7 at 
48kHz or 96kHz for Maroon 5?
I have one SD rack for the opening act and 
one for me, both running at 48kHz. Last year 
we did two tours, and the system all the way 
down to the amps was at 96kHz. There was a 
big argument as to which is better; I actually 
don’t think either is better or worse, it’s just 
about audio preference. I prefer 48kHz with 
the current setup as it’s easier to listen to over 
long periods. 

You also use the Waves SoundGrid...
Yep, it’s all there in the console. I like all the 
Waves plugins, especially the SSL compres-
sors, and all the Renaissance compressors 
and limiters. I used a lot of the hardware stuff 
in my studio days, and the plugins really are 
incredible replicas. I have my dongle in my 
pocket at all times!

I’m guessing you’re a hands-on mixer? 
I am – and not one that relies too much on 
compressors and FX; I like the balance of 
the room. Although, speaker technology is 
so much better now and sound systems are 
much clearer. 

The SD7 is a phenomenal desk, and the 
Waves plugins add another colour. Also, 
when an artist tells me what effect or com-
pressor they used on a vocal in the studio, 
most  of the time,  I’m able to pull the exact 
plugin up on my desk, which they love. 

MIXING 
MAROON 5

WE'VE KNOCKED THINGS 
OFF GRADUALLY; IT'S 
NO GOOD LANDING ON 
MARS IF YOU'RE NOT 
USED TO IT! 

“I ALWAYS THOUGHT 
I’D BE A RECORD 
PRODUCER AND 
MILLIONAIRE BY THE TIME I 
WAS 30. FUNNY, ISN’T IT?”



with these people, so you have to like them too. We’ve had a lot of 
great techs that we personally liked very much that have moved onto 
different gigs for different reasons, but Jim [Ebdon, FOH] and Kevin 
have been brilliant to have onboard; they both have a great sense of 
humour, too, which is a bonus. 

Psychics? That is impressive...
[laughs] It’s especially important for Kevin, actually – we can just 
look at him, and he’ll know what we want. I guess we’ve developed 
some different hand signals for what we need, which is particularly 
difficult for me, as I’m playing the song with my hands! I just have to 
mouth very carefully... 

When Adam [Levine] first tried out the JH Audio in-ears, he 
wasn’t a fan, as they sounded ‘too good’. Did you have a similar 
reaction, and how long did the transition take? 
Oh, it took a long time. You just get used to certain things, and in the 
case of Adam, it was really funny; once he could hear everything un-
believably clearly, which we now all can, all the details and all those 
frequencies totally threw him, as it was just not what he was used to 
hearing. The band had got used to a compressed, mashed up sound, 
in the same sort of bandwidth; and like anything else, it just took 
some time to adjust to it. 

There were a lot of times where I just thought, ‘oh, fuck this’, and 
I’d throw them off. I had this kind of training wheel period, where I 
still had the wedges in front of me, so I could take my ears out, but 
eventually, I got used to it. For vocals especially, it was a really big 
thing, because you can really hear yourself, and as I started to get 
more serious about singing, and singing in tune [laughs], the in-ears 
was just the only way to go.

JAMES 
VALENTINE
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C O V E R  F E A T U R E  M A R O O N  5

You joined Maroon 5 in 2001, and you’ve been on the road ever 
since, it seems! How has your stage setup altered over the years? 
Yeah, the other guys met up at Junior High, so they go way back to 
1993, when they were called Karla’s Flowers. I joined up with them in 
2001, and we changed the name to Maroon 5. 

The big change for us in recent years is going onto in-ears; it’s only 
Mickey [Madden, bassist] who has stayed on wedges, and that’s most-
ly because he doesn’t do any vocals, so it’s less important for him to 
get a finer tuned mix. In the early days, our original drummer, Ryan 
Dusick, would sing the third part [harmony], and when he left, I took 
over that harmony part. It was at that point that we switched to the 
in-ears. 

Were you apprehensive about the switch? 
Yes! [laughs] I definitely resisted for a little bit, just because you do 
lose some vibe. The wedges are great, and personally as a guitar player 
I love to hear the sound of the room. You can feel quite detached from 
that when you’ve got the in-ear monitors in, but Kevin [Glendinning, 
monitor engineer] does a really good job of blending in some of the 
room sound so it doesn’t feel completely isolated. And of course, what 
I end up doing – and this is kind of a bad habit, which I’ve tried at 
different points to break – is take one ear out at some point during the 
show, just because of the hearing damage that I think it could cause. 

I always feel when we’re a few songs in that I want to hear the room; 
I love those nice long reverb tails that are coming off of my guitar so-
los, so I take one ear out – but certainly one of the big reasons for 
making the switch was hearing protection. It’s really easy to get blasted 
from the sidefills and the wedges, but with the in-ears, you can turn it 
down, to a certain extent; and you always know where you are. 

How do you find the right balance of tonal clarity and overall 
‘feel’ with the in-ears? And as the band now has a more ‘produced’ 
sound, has that affected how the shows are mixed?  
Oh, we’re really lucky, because our sound guys have the ability to read 
minds, which is important! We’ve been touring very steadily for 12 
years now, but the guys that we now have on the crew will be with us 
as long as we tour - as long as they want to, that is [smiles]. It took a 
few years to find the right guys that you gel with, because it’s true, it’s 
not just that they’re good at their jobs, you’re spending a lot of time 

M A R O O N  5 ’ S

The tech-savvy Maroon 5 lead guitarist tells Headliner about the band’s extraordinary 
20-year musical evolution, and how 12 years of solid touring is a walk in the park 
when you’ve got  a couple of mind-readers behind the consoles... 

“ T H E  T E L E C A S T E R  H A S  B E E N 
G R E AT  F O R  T H E  S O U N D  O F  T H E  B A N D 

B E C A U S E  I T ’ S  V E R Y  V E R S AT I L E .”

W O R D S  P A U L  W A T S O N  P H O T O G R A P H S  T E R R Y  R I C H A R D S O N



During your time in the band, has that 
been the biggest technological change? 
Well, technologically, there have been quite 
a few big things; more of that has to do with 
what we do in the studio - the way we write, 
and the way we record. A lot of the tracks that 
I was involved in producing on the last record 
were recorded on my laptop when we were 
on the road - or at least significant parts of 
them, stuff we figured we’d record in a proper 
studio when we got back. But with a lot of the 
parts, we then realised, ‘hey this is great, this 

still has the vibe of the first take’, so we now 
do a lot of writing and demoing on the road, 
which we never did when we started out. 

They used to be separate entities, and now 
there’s a crossover?
Yeah, definitely. It used to be ‘OK, we’ve done 
the tour, now let’s write’. But now that’s going 
on all the time – I mean, Jim [Ebdon] is able 
to record every show that’s on the road, so 
we have hundreds of shows on a single drive. 
Ultimately, one of the big differences stylisti-
cally, like you said, is that we’ve gone in the 
direction of the more produced, slicker sort 
of sound; and it’s really easy at this point to 
blend some of those elements into the set. 

We take the tracks from the record, and 
we use Ableton to play more of the synthet-
ic, dance, and electronic elements that are 
on the record. It’s easy to have Matt [Fly-
nn, drummer] trigger those sounds as we’re 
playing; that’s also very different, as when we 
started, even when we’d go back to play tracks 
from Songs About Jane, it was the five of us just 
playing our instruments, whereas with songs 
like Moves Like Jagger, obviously there’s a 
huge electronic element that we need to have 
live. Technology allows us to do that, which 
is great. 

That said, do you not think it’s a shame 
that because of technology, the majority 
of today’s music listeners are listening to 
your material in MP3 format or worse, of-
ten through tinny headphones? 
Well, I don’t know when it’s ever really been 
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different. I’ll take the sound of the MP3 
through an iPhone over the crappy Wall-
greens Pharmacy headphones I had when I 
was a kid! [laughs]. Everybody is pretending 
that before the year 2000, everyone was lis-
tening to $10,000 Hi-Fis, and that’s not the 
case! The stereo systems I had when I was 
growing up sounded horrible, and I think his-
torically, they always did! People listened to 
The Beatles on one speaker - a little transistor 
radio - and for me, these are sounding a lot 
better than they ever have... But that’s a side 
note [smiles].

Of course you do want people to hear all of 
the nuances in the mix, and the parts that you 
put into the record, but I think that there’s a 
positive trend, if anything; the success of au-
dio companies like Beats [by Dre] shows that 
there is a renewed interest, and I think that as 
digital storage gets easier and easier, then the 
MP3 will be replaced by the next thing that 
will have all of those frequencies mixed in. 
But, although I think that’s definitely coming, 
I still think we’re doing pretty OK compared 
to what we had back in the day. 

On stage, the [Fender] Telecaster is your 
mainstay, but has anything else in guitar 
world caught your eye recently? 
The Telecaster has been great for the sound of 
the band because it’s very versatile. The less 
switching I have to do, the better, as I’d rath-
er dial in a sound with one guitar. I actually 
have two Teles on stage, one that’s tuned to 
B, and one that’s tuned down a half-step, and 
that’s been working great; and the guitar has a 

particular frequency that really cuts through 
the mix, yet it’s still fat and warm. It still has 
a roundness.... It’s funny trying to describe 
these sounds as words, isn’t it?

One thing I guess I’m always on the look 
out for is custom stuff - guys building new 
guitars. I really like the Fano guitars; they’re 
amazing, and they’re blending in a lot of ele-
ments of vintage guitars together. The [Fano] 
JM6 that I play is like a blend of a [Fender] 
Jazzmaster and a [Gibson] Firebird. They’re 

coming out with some really cool combina-
tions that also look cool, and they have an 
amazing vibe. 

Also, there’s a guy out of Sweden, Johan 
Gustavsson, who is building really high qual-
ity guitars – he doesn’t build a lot of guitars, 
but the ones he builds are beautiful; the 
craftsmanship is incredible, and they’re really 
fun to play. 

What about on the guitar technology side?
I don’t think there’s been a great deal that’s 
advanced, except for a lot of dedicated crafts-
man making very high quality stuff: the Z.Vex 
pedals; the Fulltone pedals; Matchless amps, 
Divided By 13 amps; these are companies 
who really care about every component they 
put into their pieces. 

The one thing I am really excited about is 
MIDI technology added to electric guitar, 
which is mostly to me, a means of composi-
tion. MIDI has been dominated by keyboard 
instruments, which makes a lot of sense, but 
I’m not as good a keyboard player as I am a 
guitar player! Fishman just made this MIDI 
pickup called the TriplePlay, which works 
with Bluetooth, and for the first time, the 
technology actually works. A lot of the MIDI 
systems up until now don’t track very well, 
but this is truly excellent, so I’m really happy 
about that. 

What’s the one bit of kit you absolutely 
couldn’t be without? 
I’ve been travelling around with my little 
Martin acoustic, which I love, and it’s always 
great to have on hand. The other guys are al-
ways curious as to why I lug this thing around 
everywhere through airports, but you know, 
even if I just get five minutes on it when we 
have some time to kill, it makes it worth it 
[smiles]. 

How’s Hawaii, by the way? Must be a hard 
life, this touring lark... 
[laughs] It’s pretty cool... 

“ I T  S T I L L  H A S  A 
R O U N D N E S S . . . . 

I T ’ S  F U N N Y  T R Y I N G 
T O  D E S C R I B E  T H E S E 
S O U N D S  I N  W O R D S , 

I S N ’ T  I T ? ”

“ T H E  O T H E R  G U Y S  A R E 
A LW AY S  C U R I O U S  A S  T O 
W H Y  I  L U G  T H I S  T H I N G 
A R O U N D  E V E R Y W H E R E ”

“ I ’ L L  TA K E  T H E  S O U N D 
O F  T H E  M P 3  T H R O U G H 
A N  I P H O N E  O V E R  T H E 
C R A P P Y  W A L L G R E E N S 

P H A R M A C Y  H E A D -
P H O N E S  I  H A D  W H E N 

I  W A S  A  K I D ! ”



is able to accommodate them, SHEL’s pre-
ferred live setup is always four d:facto IIs  
for vocals, and 4099s for the djembe, man-
dolin, and fiddle. 

Hats Off To The Man Who Is The Circus
SHEL’s adventure so far has been a beautiful 
one (if you ignore the food poisoning inci-
dent in Indiana). I’ll let Eva tell you in  
her own words about one particularly 
memorable night:

“Many people get in touch with us that  
are going through loss, and the most  
incredible thing happened at a really cool 
venue just outside of Pennsylvania which 
 did live internet streaming and had a great 
online community. 

“We found out when we got there that this 
guy, Scott, who had been in touch previously 
with us on Facebook, had personally asked 
the venue to bring us out, as he was suffering 
from liver cancer, and the last thing on his 
bucket list was to see us play. 

“When we met him during soundcheck, 
we soon found that he knew everything 
about the band, which was incredibly 
endearing.

“We have a song called The Man Who Is 
The Circus; there’s a particular line how when 
the circus has gone, still the show must go 
on, and I take my hat off and throw it into 
the audience. 

“I wanted to give my hat to Scott that 
night, and it was the longest walk off stage 
I’ve ever taken. I will never forget it; it’s 
amazing to see how music can bring joy to 
somebody in that way.”

www.dpamicrophones.com

ome education clearly did 
these girls no harm: a fusion of 
hard graft, creative freedom, 
and classic folk recordings was 

just the catalyst they needed to carve out a 
career in the music industry.  SHEL’s lyrics 
are smart and intricate, their instrumenta-
tion flawless, and they are as charming to 
talk to as they are in their approach  
to their craft. And it all stems from the  
family genes... 
“Our Dad’s a musician, and we started off  
backing him, but now he says it’s gone 

H
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TOP HATS
& TALES

full-circle; we let him back us if he’s lucky,” 
smiles Sarah, violinist, bassist, and film-mak-
er. I push for information on the latter. “I 
also cut the band’s videos, and we’ve been 
fortunate enough to have them played on a 
few campaigns; we’re big on the visuals as 
well as the sound, and it’s another medium 
in which to portray our music.”

Modesty is an admirable quality, but let’s 
make no mistake, these videos are stunning, 
and the campaigns she mentions are not only  
national, but for sizeable brands such as 
Glade and Splenda; furthermore, SHEL’s 

music has been featured on programmes on 
the ABC and CBS TV networks. 

The more time I spend in their company, 
the more I struggle to find any other word 
than ‘quirky’ to describe them. I check if this 
is acceptable. It is. Good. I mean, they make 
their own ‘whimsical’ top hats, they’ve got 
djembe drum (Liza) and mandolin (Eva) in 
their locker, and their songs, complete with 
frighteningly tight four-part harmonies, are 
real roller-coasters, so I’ve got a point.  

Although they’ve been together since 
birth (literally), professionally, it’s now five 

A quiet, ‘hippified’ upbringing in the rural town of Fort Collins, Colorado, proved to be the perfect musical platform for Sarah, Hannah, 
Eva, and Liza Holbrook (SHEL). These four super-talented siblings ditched their college education for a life on the road, which has 

amounted to a rigorous 200-show schedule per year, some beautiful vinyl recordings, and a love of live performance...
years and counting for the four-piece.  
So what’s the goal for 2014? 

“Pay the bills,” chirps Liza, which is met 
with giggles of agreement. “It’s not easy 
when you’re constantly travelling the coun-
try, not knowing what kind of venue you’re 
going to find when you eventually get there, 
and dealing with bad house engineers! But 
you’ve just got to stick with it.”

Pledge Your Allegiance
And getting on with it is what these girls 
know all about: after a deal went sideways 
with Universal, they dusted themselves 
down, formed their own publishing house 
and label, and cut their first record... on vinyl 
(told you they were quirky). 

Something that SHEL cite as a godsend is 
the emergence of fan-funded records. This is  
essentially where bands talk to their fans and 
say ‘help us make our album’. Pledge Music 
(www.pledgemusic.com) was key in their 
first [2012] release, and looks like being the 
probable avenue for the next one, which 
they’re currently working on. 

“That’s an incredible thing that we’re 
seeing now, companies like Pledge Music, 
who make it possible for fans to contribute 
towards the cost of making our records. It’s 
a partnership really, and it also allows us to 
share the experience with them, which is re-
ally nice,” says Sarah, humbly. “As [acclaimed 
music industry analyst] Bob Lefsetz said, 
the problem with artists today is they feel 
entitled to success, but really, we’re not enti-
tled to anything. Once you realise that, you 
discover whether or not you can really make 
it. It defines your mission and your music. I 
am not entitled to anything, but I’m here to 
serve people by creating music and perform-
ing to people. It’s a different understanding.”

Wham, Bam, Thank You NAMM
For the second year in succession, SHEL  

was the resident band on the DPA stand 
at the Winter NAMM show in Anaheim. 

A ‘silent stage’ setup utilised four DPA  
d:facto II mics, three of which were mounted 
onto Lectrosonics HH handheld transmit-
ters. 

For the mandolin, djembe, and fiddle, 
DPA 4099s were fed to Lectrosonics SMQV 
belt pack transmitters. Signal was sent to a 
six-channel Venue receiver, and into a  
myMix personal monitoring system, via  
a pre-amp. 

myMix opened the door to some cool  
audience interaction; visitors to the DPA 
stand (me included) were busy dialing in 
their own mixes, and the overall sound  
quality was outstanding.  

“We can always tell when people ‘solo’ us,” 
says Hannah, wide-eyed. How did she spot 
me, I ponder, silently. “They don’t take their 
eyes off you, so that adds a little pressure, but 
it’s a really cool way of inviting the audience 
into the live experience; and I have to say, 
I love singing through the d:facto micro-
phone. It’s so rich sounding, which isn’t 
always the case with mics, especially as  
I always like a dry mix, but using this,  
it’s perfect.”

Being on in-ears is more clinical, Sarah 
adds, explaining that the band tend to use 
wedges ‘for the vibe’ at shows, however, it 
does allow them total control, vocally. 

“What I love about the DPA mics, even in 
this environment [at NAMM], is that they’re 
all really dynamic,” she explains. “Sometimes 
we sing softly when we’re doing harmonies, 
and it’s amazing that whether we’re whisper-
ing into the mic or belting it out from way 
back, the vocal  
always sounds crystal clear, and the tone  
is exceptional. You just don’t get that with 
other mics.”

Allowing that the venue (and engineer!) 
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and get a little theory knowledge, so they can 
at least have that advantage in making music. 
It’s a big reason I’m still working, and people 
hire me; I am able to hear things that 
maybe uneducated people aren’t.” 

I S N ’ T  M U S I C  M A G N I F I C E N T ?
“I don’t know how other people think, 
but when I sit down to mix, I think 
about what I am trying to achieve; and 
I’m certainly not trying to achieve star-
dom,” Audé says, frankly. “A lot of kids 
want their careers catapulted doing a re-
mix or bootleg or mash-up of a big hit, 
but you know, you have to do hundreds 
of remixes to get to that point; when I 
get hired, I just try to make something 
great for the dancefloor.”

When Audé remixed Magnificent by 
U2, his standpoint was to respect the 
song, and not rip it apart: 

“When I got the Pro Tools stems, I 
took the original song and just made it 
dance; it wasn’t about taking one verbal 
phrase and moving it; I kept a lot of The 
Edge’s guitars in there and transposed 
it for the dance floor. Sometimes I rip 
things up a little more, but with a band 
like U2, everyone knows who they are, 
so it’s best not to mess with it too much!

“It’s the same remixing an artist like 
Katy Perry; she just has great songs, 
and the best people in the world pro-
ducing and writing for her. They hire 
me as they know I’ll keep the song intact, 
and not completely lose the essence of the 
artist. That’s what a lot of guys forget when  
they’re remixing.”

Audé never copies and pastes material 
from his Pro Tools sessions; every project is 
done from scratch. 

“It would be boring if I just changed the 
key and a few notes - which a lot of guys do, 
I should add! I have to love it, and I wouldn’t 
love it if I did it like that,” he laughs. “I think: 
‘what’s hot right now?’ and whether I want 
to do a house mix, a progressive mix, or an 
EDM, whatever the hell that means! I’ll get 
my vocals, put everything at 128 [bpm] - 
sometimes it’s 130, sometimes it’s 125, and 
sometimes the vocal is really slow, so you 
can’t go higher than 125. 

“Then I get the kick drum going, and fig-
ure out where the original arrangement is: do 
I want to add four bars here or there, or add 
a key section after the chorus, maybe? Then 
I’m into music mode: do I want it to be lush, 
or is it going to be bass-line driven? That kind 
of thing.” 

B O X  C L E V E R 
Audé has a big rack of gear, however it’s pretty 
much redundant these days, as everything is 
done in the box. Over the years, he has devel-
oped a kit of sounds using pretty much every 
drum machine known to man.

“I’ve got an 808, a 909, a 727, a 707, an , an 

Forget about Pro Tools, Logic, and Ableton; 
you can just sing stuff into your phone!”

F U L L  C I R C L E
To be a success in this game, you 
have to commit, Audé insists – and 
more important still, you have to 
love what you do. 

“When I first started producing 
and remixing, I didn’t even think of 
the money, I just adored doing it; if 
you love doing something enough, 
the world will figure a way out to 
let you do that,” he says, profound-
ly. “To be a great DJ, you can’t just 
listen to great records, you need to 
listen to thousands of records and 
get some kind of knowledge; to be 
a great remixer, you need to go out 
and do 100 different remixes: differ-
ent styles, tempos, and gain as much 
experience as you can. 

“A lot of kids expect things to 
happen overnight - and that doesn’t 
happen. I am still in the studio 12 
hours a day at least, honing my skills. 
My music life has come full circle – 
I grew up loving Erasure, and I got 
a mail from [the band’s lead singer] 
Andy Bell 18 months ago, asking if 
I wanted to do some music. We are 
now great friends, we have written 
15 songs together, and our first col-
laboration comes out in a few weeks. 

It’s crazy how the world works – I have a sin-
gle coming out with my favourite singer of all 
time... For me, it doesn’t get much better!” 

www.waves.com 
www.daveaude.com

there’s this big, giant generation of people 
out there doing this, who aren’t necessarily 
miking drum kits or guitar amps, or using big 
consoles to do stuff. 

“It’s not about catering to the likes of Tony 
Maserati or Manny Marroquin, who are of 
course the top of the top; Waves has made 
great, easy-to-use plugins, which use simple 
terms like bass, treble, and compression – 
OK, a lot of kids don’t know what compres-
sion is, but that can change - and I am helping 
get the word out there, basically. 

“A lot of people that go out and buy things 
like Logic or Ableton, for instance, don’t re-
alise that they can go and buy plugins that 
will come with these DAWs. It takes a while 
for them to figure that out – it’s a scary thing 
to try something if you don’t know what  
it does!”

Although Audé admits it’s not crucial to be 
adept at a musical instrument to make great 
records, he still cites it as a real bonus:

“Sometimes it’s cool for people not to have 
a knowledge on an instrument, as they still 
make some crazy stuff; there are no bound-
aries for them, and sometimes that works, es-
pecially in electronic music. But I do recom-
mend to everybody that they definitely try 

“In those days, there were two kinds of 
music: house and techno; I fell in love with 
underground house and decided I wanted 
to do that for the rest of my life,” reflects 
Audé , from his LA studio. “I helped found 
a label in the mid ‘90s, Moonshine Music, 
which is now the largest indie label in the 
US; it helped facilitate the careers of guys 
like Carl Cox and Paul Oakenfold, who 
have gone on to great things, and from 
there, I went into production for the label, 
then onto remixing.” 

By the time he was out of High School, Audé 
had gained a serious knowledge of MIDI, 
which took him straight into teaching. He 
taught MIDI, tape editing, and Sound Tools 
(now Pro Tools) at the LA Recording School, 
one of the largest of its kind in the country. 

“This is when there were actually tape ma-
chines, which a lot of kids don’t know about 
today,” he says, with a smile. “I was going to 
go to music college, but really they weren’t 
where I was at; they were teaching basic the-
ory and instrumentation, whereas I wanted 
to do engineering and more electronic stuff. 
I was a keyboard player, and I always thought 
I’d play in a rock band, but when I saw the DJ 

culture in the underground warehouses and 
hotels in downtown LA, I was sold; they’d 
play anything from pop to super-under-
ground techno.”

M A K I N G  W A V E S
One thing Audé has really got involved in is 
helping the new generation of people jump-
ing on the scene; kids that perhaps haven’t 
gone to engineering school or learned the 
correct ways to make music. 

“They might not know the notes in a C 

chord, or the difference between major and 
minor keys, but they have computers, so they 
are able to make music, because technology 
allows them to, and that’s a great thing,” he in-
sists. “Waves has been smart and realised that 

 I  kept  a  lot  of  The 
Edge ’s  guitars in  there 
and transposed it  for 

the  dance  floor. 
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D A V E  A U D E OB Drum, a Linn Drum; I sample all those 
to death. My go-to synth is the reFX Nexus, 
which is a super, easy-to-use synth with a mil-

lion sounds, all of which are pretty great; I do 
my writing with that,” he explains. “If I need 
deeper bass, maybe I’ll pull up the Ace synth, 
or the Massive, to replace the bass; and then 
I check my pads. These days, the go-to pad is 
the Spectrasonics Omnisphere pad, which 
has basically replaced all my Roland synths.

“In terms of plugins, I love to use the Waves 
stuff. I genuinely can’t say enough about 
Waves, period. My favourite plugins today 
would be the Jack Joseph Puig and Tony 
Maserati Signature Series, and the Chris 
Lord-Alge stuff, all of which are great for gui-
tars and vocals. 

“The Waves H Delay is my go-to delay for 
any vocal, or even a slap, as it’s so simple to 
use; it’s also a plugin that’s in my own EDM 
Waves tool-kit. Also, the Waves Vocal Rider 
is perfect for riding the vocal level; when I get 
vocals, I am getting the stem, so it’s usually 
pretty good, but it’s always going to need a bit 
of riding in my mix”
According to Audé, if you don’t have to leave 
the box, you can work quicker and faster; and 
what’s great about modern technology is the 
ability to get your ideas down right away. 

“Forty years ago, before computer record-
ing, you had to go into a studio and put your 
ideas down on tape; it’s crazy, if you think 
about it. If you didn’t, you’d lose the idea,” he 
says. “The greatest thing about technology to-
day is being able to record ideas immediately. 

H O U S E  O F  F U N

W H A T ’ S  O N  T H E 
M A S T E R  F A D E R ?

Audé has some interesting stuff going 
on in his master fader chain, which be-
gins with an Izotope Ozone 5, which 
he uses primarily for colouring. From 
there, he goes into a de-esser, “to 
get rid of a little sibilance around 13k, 
which no-one does”, to get a little 
more level. Then, it’s into a Waves MV2 
plugin for more level. 

Then it gets a little crazy... He comes 
analogue out of Pro Tools, into a cou-
ple of Distressors (EL4s) at a ratio of 
3-1 with medium attack and release, 
“to smash up the mix”; and finally, he’s 
back into Pro Tools into an L3 for more 
level, pumping the Pro Tools master 
channel about 6dB, using internal Pro 
Tools channel distortion, for even more 
level... Simple, eh?



sive love for a Frenchman whom I had met at 
the venue. I worked in a live music bar there 
on the beach, but after four months of trying 
to make it work, I fled back to London with  
wa broken heart, fire in my belly, and a deter-
mined intention. Ruby Fenn had been born.

I came back to North London where I lived 
in squats, taught music to children, and lived 
a short and rather uninspiring modelling  
career. But I had begun to take music, writing, 
and singing very seriously. My father is a jazz 
musician and took some interest in songs I 
had written, particularly whilst I had been 
in France. Through him, I was introduced to 
producer, songwriter, and musician, Bruce 
Woolley (Slave To The Rhythm, Video Killed 
The Radio Star). 

I worked each week with Bruce and his 
son, Kit Woolley, in a little cut off studio in 
Twickenham, writing, recording, and  
developing the character [Ruby Fenn]. I  
began to gig in Kentish Town and Camden, 
and built up a community of musicians 
around me to write, rehearse, and play with.

Ruby Fenn has undoubtedly morphed over 
the years; through her, I am on a lifetime love 
quest. She is a vehicle, and an ambassador 
in dissecting, discussing, laughing at, and 
ultimately understanding love, hate, and the 
fine line between the two, in both a physical 
and a metaphysical sense.

Did you get those guns?
Her Victoriana and Steampunk tendencies 
are a nod to both the past and the future, and 
her recent collaboration with the Post War 

I grew up just outside of London in a small village called Bentley. As a child, I enjoyed flying kites, riding my bike, 

and exploring Alice Holt Forest. I later moved to Gloucestershire where again I found myself in very rural surroundings; 

and it was in the hills of Stroud (or ‘Notting Hill in wellies’) that I first began to think about Ruby Fenn...

had an extremely confusing, 
alcohol-fuelled upbringing, 
with plenty of Catholic guilt 
thrown in to boot. I found 

acting and character were an effective  
way to escape. Ruby Fenn allows me, 
as an artist, to explore things that I  
understand very personally, but can also 
study and discuss objectively, from an 
onlooker’s perspective.

I trained as an actor, and through the  
experience of drama school and working 
in the theatre, I developed an appreciation 
and an empathy for the human condition, 
and the need in all of us to express ourselves 
emotionally, spiritually, and physically, both 
in real life and when depicting a character  
on stage.

I ended up in Kentish Town, having  
completed my training in the industrial  
setting of Birmingham. North London 
seemed so bursting with vibrancy and  
culture, with a strong sense of community; 
these were things that I had missed whilst  
I was living in Birmingham.

Hampstead Heath, Camden Market, and 
Kentish Town High Street soon became  
places of great familiarity. I felt that I  
belonged in north London. I worked in The 
Jazz Cafe, Camden, and was hearing some of 
the most inspiring music night after night, 
and with great opportunity to get up, close 
and personal to   the acts.

I travelled to the south west of France one 
summer in pursuit of a powerful and obses-

I

Ruby on recording...

Warming up is crucial, as it’s the only way of  accessing 
your full vocal potential. Go in with an open mind and listen 
carefully to what the producer and technician are suggesting; 
you only get a few chances to tell the story and deliver the 
lyrics to a song the way you want to. Once you’re faced with 
that final mix, you want to feel good about your contribution.

Champion in her field...

From an original concept by artist, Hilary Champion, the Post 
War Orchestra imagines an era when there is peace world-
wide and there’s simply no need for military equipment. This 
equipment, including deactivated weapons and other para-
phernalia, is recycled and transformed into musical instru-
ments. In 2012, the PWO was invited by renowned conductor 
Charles Hazelwood to play at his Orchestra In A Field music 
festival, which took place in the grounds of Glastonbury Abbey, 
and featured a musical soundscape including a Lyre made 
from a World War ll steel helmet and military field radio an-
tennae, grenades loaded with sound beams, and the unmis-

takable sound of a WW2 air raid siren. 

“RUBY FENN HAS 

UNDOUBTEDLY MORPHED OVER 

THE YEARS; THROUGH HER, I AM 

ON A LIFETIME LOVE QUEST.”

Orchestra (PWO) embraces the idea of peaceful living and  
relationships, but also flags up and looks at the sometimes  
grizzly past in all of us, as we see weapons of destruction and  
hatred transformed into instruments of considerable beauty, 
with music at the heart as the universal language of mankind.

The music created with and by the PWO is more  
experimental-world music in its sound, although I would say 
that the exact genre is undefinable as the collective reaches out 
across many styles, purely through working with such an array of  
eclectic artists.

The transformation from weapon to instrument is not a 
simple or a formulaic process; each piece is unique with its own 
history and character. For example, my guitar is formed from 
two sniper rifles, originally built in Austria; the creative process 
took place over a nine-month period working closely with a  
guitar builder in Chichester in Sussex, England. As far as we 
know, nobody has ever developed instruments of this sort to 
such a refined level of playability.

This year marks the WW1 centenary, so the PWO will be  
performing to a number of audiences at festivals and other 
events across the country. Ruby Fenn is working on a new  
covers album and will begin a string of shows on May 31 with 
the PWO, before heading to the Edinburgh Festival at the  
Gilded Balloon later in the year, where she is featured in a  
musical comedy about “love, loss, and our eternal plight...”

www.thepostwarorchestra.com
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band like The Beatles will show up again, and 
it’s going to be the next generation that will 
provide that - no question about it. 

“When we get Studio 3 finished, it’s going 
to take us to another level. It’s going to be a 
fusion of old school kit with a digital twist, 
and, of course, top class monitoring. I really 
can’t wait!”

www.genelec.com
www.pamarecords.com

workflow, so we have custom-built our own 
mixers, and we’re doing a lot of the room 
acoustics, together with the best acoustic 
technician in Sweden, Claes Olsson.”

S O U N D  S O L U T I O N S
Genelec is at the helm in every studio in the 
building – in fact, there is barely a model that 
Axelsson doesn’t use. 

“One of my favourite Genelec products 
is the 8260, though all of their speakers are 
great, in my opinion. We’ve got 8260s, 8240s, 
1038s, 1039s, 1037s, plus pretty much all the 
subs, from the biggest to the smallest,” he ex-
plains. “Also, we’ve got the really cool, small 
6010 nearfields, which I really rate; and we 
still use the 1030s a lot. We don’t have the 

H E  S T U D I O  S C E N E  I N  S W E D E N  I S 
pretty tough; everything depends 
on what kind of network you 
have, so to succeed, you have to 
be more than a music studio these 

days,” Axelsson reveals, adding that PAMA 
is based some 500km from Stockholm, and 
260km from Copenhagen... In other words, 
it’s in the middle of nowhere! “Despite our 
isolated location, people still come to us for 
a number of reasons. We’ve got a lot of real-
ly good rooms, and we have developed a lot 
of good techniques; some of our engineers 
have been here for 20 years, so they really 
do know their stuff.”

PAMA deals in film & TV work, location 
recording, and plenty of album production. 
Over the years, relationships have been 
forged with many major and independent re-
cord labels across Europe, Japan, and the US. 
Furthermore, PAMA has its own record divi-
sion in collaboration with Universal Music in 
Sweden. Axelsson has built up his Stage4you 
Academy, which develops young, up-and-
coming artists, songwriters, and producers. 

“The school was designed to get young art-
ists into the business, and it’s a close relation-

biggest Genelec offering, the 1036, but pretty 
much everything else is in use.”

Studio 1 is the largest of the rooms, and 
boasts a 20-foot high ceiling. A pair of 1039s 
(configured with the 7073A sub) are used for 
the main monitors, and a 1034BC as the cen-
tre speaker; in addition, a pair of 6010s and 
1030s are deployed as nearfields. 

Studio 2 is a little more modest in size, and 
is where most of the 5.1 mixing is carried out, 
thanks to a pair of 1038s, a 1038BC in the 
middle, and a pair of 8260s at the back. 

Using Genelec is absolutely key for Axels-
son, not only because they’re his personal 
preference (he’s been an advocate of the 
brand for more than 20 years), but when us-
ing them, his customers are always guaran-
teed to be happy. 

“For me, it’s always about the clients; we 
have many top producers and engineers 
come through our doors, and they are all so 
familiar with Genelec; they quickly feel at 
home, as if it’s their own studio spot, just be-
cause of the speakers,” he insists. “And when 
I truck around the world, I often have a pair 
of 8240s with me, so I can just hook them 
up. I always feel very familiar with the sound, 
even if I find myself working out of different 
rooms. Another major plus-point is their sta-
bility; over the last two decades, I can barely 
remember any kind of failure. They’re totally 
reliable products.”

Because everything is reconfigurable, 
monitoring-wise, the studios are particularly 
multi-purpose. 

“If we need surround in another room 
[other than Studio 2], we just bring in a set of 
8260s - and the 1038BC, if you want that too. 
In fact, at the moment, I actually have a set of 
1038BCs in my office, which I’m using when 
I want to play loud music to my clients,” he 
continues, adding that the whole PAMA set-
up is super-flexible. “We’ve got two sets of the 
8260s, so we can always cater for any applica-
tion; the 8260 is a great solution if you want 
something not too big and not too small.”

M A X E D  O U T
Axelsson has recently rebuilt a Neve V3-48 
console, cutting it down to 24 channels with 
a wing, so he effectively has a Neve console 
surface on the left and right side; in the mid-
dle, he has integrated an Avid S6 console to 
give him a modern edge, and automation.

“I’m a big Neve fan, especially their older 
consoles, like the 8068; we have a lot of dif-
ferent racks with different modules from that 
time of production. The 8088 is also a good 
board, and we also have a couple of Neve 
consoles that have been specially modified by 
the guys in the UK, which is really nice,” he   
says. “I am also really happy with what we are 

ship between PAMA Records and Universal; 
from the ages of 16-20, students can learn 
about audio engineering, producing, singing, 
and playing instruments - and it’s a traditional 
school platform that has been put together in 
conjunction with the Swedish government,” 
he explains. “Things work a little differently 
over here; because of our facilities, we are one 
of  only 10 schools in the country that have 
a special education programme, connected 
with Universities, which requires govern-
ment permission; and what’s cool is that it 
allows us to go deeper into the technology.”

There are five people working out of 
PAMA, and there are three separate record-
ing studios, all of which run Pro Tools HDX 
systems, and Genelec monitoring setups. 

“I am primarily a mixer these days, but as 
I’m running the company, I often find myself 
consulting with studio buildings and stuff 
like that, so the operational side can some-
times take over; right now, we are re-building 
Studio 3, talking closely with Genelec about 
some very exciting new products that we 
can’t tell you about just yet, but believe me, 
it’s going to transform the room,” he smiles. 
“We want to create a studio with a vintage 
sound, but with a new and optimised digital 

“ We want  to  create  a 
studio  with  a  v intage 
sound,  but  with  a  new 
and optimised  d ig ital 

workflow”
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M A X E M U M
          E F F I C I E N C Y
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D U R I N G  H I S  3 0  Y E A R S  I N  T H E  B U S I N E S S ,  M A G N U S  ‘ M A X E ’  A X E L S S O N  H A S  W O R K E D  W I T H  A  N U M B E R  O F  A R T I S T S ,  A N D  O N 
H U N D R E D S  O F  A L B U M S .  A LT H O U G H  M I X I N G  M I G H T  B E  H I S  ‘ O F F I C I A L’  F O R T E ,  H E  H A S  B E E N  R U N N I N G  T H E  W H O L E  O P E R AT I O N 

A T  PA M A  S T U D I O S  F O R  T H E  L A S T  2 5  Y E A R S :  A  M U LT I - P U R P O S E  F A C I L I T Y  O N  T H E  E A S T  C O A S T  O F  S W E D E N ,  W H I C H  I N C L U D E S  A 
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M A G N U S  A X E L S S O N

doing on the [Avid] D:Command and Icon 
consoles; to be honest, if you track well with 
good mics and mic-pres like the Neve and 
SSL stuff, you no longer need an analogue 
console at the end. We also have all our stu-
dios set up so you can hook up whatever out-
board you want; we have a lot of classic gear.

“It’s no longer a big deal having to mix on 
digital consoles, these days, if you get the ana-
logue/digital chain right. If you have done all 
the colouration through the analogue stuff, 
any adjustments will only be minimal, and 
I’m very happy with my [Pro Tools] HDX 
systems in this environment.”

Though PAMA is currently choc-a-bloc 
with album projects, Axelsson still believes 
it’s important to keep an eye out for the po-
tential stars of the future, so always keeps his 
finger on the pulse: 

“We’ve had producers work here behind 
bands like The Rolling Stones for many years, 
as well as some of the biggest bands in Swe-
den, but it’s still vital to watch out for the new 
kids on the block. You never know when a 



T H E  F I N A L  F R O N T  E A R

ning for all sources, including dialogues. This 
extended, for example, to the position of the 
mission control voice from earth, relative to 
the on-screen action.

 “Wherever earth is, the voice will come 
from there,” he says. “So if you move around, 
the voice will move around. Wherever Kow-
alsky is or Stone is, there’s a relationship be-
tween them and the earth, and also between 

each other - the voice and whatever is at-
tached to them, such as the radio... All char-
acters are relative... That happens with the di-
alogue, it happens with the music, it happens 
with all the sound design, everything.” 

The next fundamental issue the team had 

“ The  sound g ives 
you a  great  idea  and 

then you develop it  to 
what  the  p icture  wants. . . 

The  p icture  has its 
own needs.”
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Gravity is definitely one of  the big film events of  this year. That’s not just the hype talking - reviews have been 
pretty unequivocal in judgement, including 96% so far on metacritic. It’s a genuinely exciting event in cinema viewing, 

and possibly even more so in cinema craft - from cinematography, to visual effects, to sound...

G r a v i t y

O L L A B O R A T I N G  W I T H  D I R E C T O R , 
Alfonso Cuarón, on the audio 
for Gravity was Sound Designer 
and Sound Supervisor, Glenn 
Freemantle (Sound 24 and now 

BAFTA-winner). He describes the film as 
“A survival journey... An action adventure, 
but with a heart and a soul to it.”

Freemantle is a vocal advocate of the Dolby 
Atmos object-based 3D sound system, and 
Gravity is, of course, an ideal vehicle. The 
film, Freemantle notes, is an “event,” best ex-
perienced, “In Dolby Atmos, with the biggest 
picture.” However, the team are quick to point 
out that the 7.1 is also something special be-
cause, from the start, the project released 
them from well-trodden rules of film sound.

The film’s highly dynamic content is one 
of the things that characterises its sound, but 
for Freemantle, there were a couple of fun-
damental treatments, decided on early in the 
production process, that really set it apart.

T H E  S O U N D  O F  S PA C E
First, space is a disorientating place, with no 
up or down. To reinforce this, Cuarón and 
Freemantle chose to use use all-round pan-

to deal with was the inconvenience of sound’s 
behaviour in a vacuum. In other words – there 
is no sound in space. As there is quite a lot of 
the film set out in the void, Freemantle had to 
find a way of bringing sound design to bear 
without completely ignoring basic physics.

This inspired the idea to work with the 
atmosphere inside the spacesuits and, more 
radically, the idea of touch and vibration: 

“When she [Stone] touches something, 
you hear it through her suit, through vibra-
tion. Sound travels by vibration, and there’s 
air in the suit.”

Once the concept was decided upon, it was 
necessary to gather the raw material. The idea 
of touch and vibration informed not only the 
actual recorded objects and environment, but 
the methods of recording as well. 

This groundwork became the basis of 
Gravity’s soundtrack design.

”You take these sounds,” says Freemantle, 
“then you add more layers - maybe with sub 
on them, and some HF detail; then we pitch, 
stretch, and filter them where needed to help 
create movement.” 

The team used various high-end ‘detail’ lay-
ers for different sources to help counter the 
dulling effect of touch and vibration empha-

C

sis.
“The sound gives you a great idea, and then 

you develop it to what the picture wants,” con-
tinues Freemantle. “The picture has its own 
needs. You have to mould and manipulate 
that sound each time. Each movement - small-
er movements, bigger movements - will need 
a bit of filtering, a bit of work. It’s everything 
that you do anyway in making a new film, but 
from a new reference point.”

T H E  A U D I O  P R O D U C T I O N  N E T W O R K
Sound 24: 
http://www.sound24.co.uk

The complete version of this abridged 
article, available on The Audio Produc-
tion Network, includes more insight 
from Glenn Freemantle on the con-
cept, sound design, mixing, and cre-
ation of the sound for Gravity. It also 
includes comment from Re-Recording 
Mixer, Niv Adiri, and a special report on 
the Dolby Atmos production. 

http://www.audiopronet.com/produc-
tion/post-production/gravity

I was lucky enough to see Gravity in 
both 3D and Dolby Atmos at the Dolby 
preview theatre in Soho, London. It’s a 
wonderful experience.
The 3D experience has left gimmickry 
a long way behind; it transmits texture, 
presence, scale, and movement much 
more effectively than in any other 3D 
film I’ve seen.
The brilliant concept of hearing what 
you’re touching through vibration 
where air is absent is followed through 
without faltering, and the commitment 
to ‘reality panning’ from the beginning 
pays off as it rapidly becomes natural 
and normal. The full range surrounds, 
and hgh res positioning of Atmos must 
contribute to this. Using these kinds of 
devices as ‘one-offs’ would probably 
alienate an audience, but by commit-
ting to them early-on, the film puts the 
audience in space from the start.
I absolutely recommend it. Gravity is 
not just a masterclass in film sound 
product and process, but the newest 
member of that exclusive film sound 
cannon that demonstrates mature, 
sophisticated creativity and device. It 
will no doubt become a new reference 
point for the art of film sound. 



A S S U M E  I T ’ S  J U S T  T H E  C A L M  B E F O R E  T H E  S T O R M 
as I stroll into the very relaxed OB truck area towards 
the end of Paul & Ringo’s soundcheck on the Saturday 
afternoon – the fab two are donning the stage together 
for the first time in three years tomorrow night, and will 
receive the lifetime achievement award on behalf of The 
Beatles. And no stress? Odd. 

It’s quite the opposite, in fact. As I am escorted into the main broad-
cast truck to talk to All Mobile’s Joel Singer about the main Pro Tools 
HDX rig, I notice Katy Perry’s producer is also present, hunched over 
the main console with accompanying technicians, glued to the video 
screen as she begins dress rehearsals... And I’m allowed in?

“Absolutely,” Singer confirms. “Efficiency has improved so much 
over the last couple of years; McCartney’s guy has already been in 
here, now he’s in the truck next door doing working some more on 

have that other truck, we’d have to say ‘come 
back after wrap and we’ll work for another 
four hours’, and the engineers would all be 
burned out.

“It’s a real problem solver, as it opens it 
up to every video truck in the business: a 
Calrec with MADI ports; a [Studer] Vista 
with MADI ports - anybody with a MADI 
port can hook this up as a digital insert rack 
and do all the preset recalls or anything they 
want, which is amazing. Also, the DiGiGrid 
MGB MADI box is beautifully packaged; it’s 
not like a flimsy interface; I hate to say it, but 
with a lot of products, you sit there and say 
‘this is cheap’, but this is most certainly not. 
It gets two thumbs up from my installation 
standpoint, and has improved workflow dra-
matically.”

S O U N D  S O L U T I O N
Off the deck, Singer is utilising 192 channels, 
and there are far more coming from truck to 
truck. The only thing that was able to do the 
job, he says, was HDX, therefore he was re-
luctant to come off of the platform.

“We didn’t want to get sucked into a hard-
ware solution because we have four trucks 
and two studios, and a guy like that [points 
at Katy Perry’s producer] wants to walk away 
with the Pro Tools files there and then as 
that’s what he’ll be mixing on,” he says. “So 
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THE 
GRAMMYS
I N  T E R M S  O F  C R E D E N C E ,  C L A S S ,  C L I E N T E L E ,  A N D  T H E S E  D A Y S ,  C H A N N E L  C O U N T ,  N O  O T H E R  M U S I C  A W A R D S  E V E N T  C O M E S  C L O S E  T O 
T H E  G R A M M Y S .  O N  J A N U A R Y  2 6 ,  T H E  C R È M E  D E  L A  C R È M E  O F  T H E  M U S I C  I N D U S T R Y  D E S C E N D E D  O N  D O W N T O W N  L O S  A N G E L E S  T O 
T H E  S I Z E A B L E  S T A P L E S  C E N T E R ,  H O M E  O F  T H E  L A  L A K E R S  ( A N D  T H E  G R A M M Y S  S I N C E  2 0 0 4 ) ,  F O R  A N  E P I C  N I G H T  O F  M U S I C A L 
C E L E B R A T I O N . . . 

I

“ “IN A LIVE 

SITUATION 

LIKE THIS“““ WE 

NEVER HAVE TO 

WORRY ABOUT 

FALLING BEHIND 

THE VIDEO 

ANYMORE“”

his Pro Tools files. This is only achievable thanks to the fantastic dig-
ital system we’ve got in place.”

A key part of this system is the DiGiGrid MGB MADI box, which 
is being used to get MADI channels in and out of Pro Tools. It’s also 
running with a [Waves] SoundGrid server, which allows them to run 
Waves plugins – something not normally achievable on HDX sys-
tems due to latency issues. 

“HDX gives us far more margin of DSP now, which we need; and 
then the solution of the DiGiGrid and the [Waves] SGS1 gives us 
the ability to run very low-latency plugins again, so in a live situation 
like this, we never have to worry about falling behind the video any-
more,” Singer explains. “They listen to my MADI feeds, I give them 
this machine as a recorder, and we do Katy Perry in here while Giles 
Martin (co-producer of McCartney’s latest album, New) does McCa-
rtney with Eric Schilling, to get Paul together even more; if we didn’t 

many friends of mine have supported DiGi-
Co since the beginning; and I’ve got to tell 
you, anyone using something other than an 
SD console on a big awards show like this is 
out of their mind.”

After a fairly aggressive frisking from a man 
that must be bordering on ‘giant’ status, I am 
allowed into the main event (kind of). Back-
stage, every band’s kit is ready to go, piled 
onto dedicated risers, and there are amps 
aplenty strewn across the floor. 

Five DiGiCo consoles are on a loop for 
The Grammys, sharing eight SD racks, which 
amounts to over 450 I/O, and guarantees full 
redundancy. All of this goes down a single fi-
bre and it’s run like a great big daisy-chain, a 
far cry from the old days of analogue splits. 
An SD8 is sat at ‘the test point’ to check the 
continuity of the whole show, and has dra-
matically changed the traffic on the headsets 
since its deployment. 

“First of all, I was going to run a MADI 
route, but when that wasn’t available, Mike 
Stewart (FOH production) and Jeff Petersen 
(system tech) suggested bringing in the SD8,” 
explains Steve Anderson, whose main job is 
to patch every performance at the splitters, 
then re-patch for the next performance. 

“Now, if we establish a problem anywhere 
in the chain, we can drop the mixers out of the 
troubleshooting equation and do it amongst 

W O R D S  PA U L  W AT S O N
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er seen them bang out Lady Madonna instead 
of something relatively unknown from Mac-
ca’s new album. 

It’s hard to find a low point, though as DJ 
Swivel rightly points out in this issue’s column 
(see p.10), the decision not to televise the 
Best Rap Album category is a curious one, 
especially as it is indeed the most dominant 
genre of music in the last 15 years.  Something 
to talk about, perhaps? 

www.digico.biz

something at any time during the show, it’s 
easy to do - and this is all achievable using one 
single fibre optic cable. Evidently, this has al-
ready come in handy...

“McCartney was supposed to be a stage B 
act, and his [Midas] H3000 console was going 
to be over there [points to other side of stage], 
but then they moved his performance to stage 
A, and the console remained there, which was 
good of them,” Pesa smiles, demonstrating a 
solution on his SD7. “What I ended up doing 
was grabbing the inputs from McCartney to 
drive my wedges on A from the B local rack 
that Mike Parker (stage B monitor engineer) 
has over there, so I had access to him; and now 
I have full control over him.

“I patched it digitally, so I now have sub-ins 
for Paul. In the past, that would have been a 
300ft copper nightmare! Using DiGiCo, we 
can deal with all the curveballs. We used to 
have 10 [Yamaha] PM4000 monitor boards 
per side, all on platforms and subbed in, even-
tually to the master, that would drive every-
thing. Installation was entirely painstaking, 
but it’s all we had. When the digital revolution 
began, and you could do 10 bands per side, it 
transformed everything. When it’s creative, 
nobody’s pushing, but when it’s audio, it’s 
push, push, push...”

As ever, this year’s Grammys provided 
some magic moments: Daft Punk with Phar-
rell Williams and Stevie Wonder was partic-
ularly cool; and for nostalgic reasons, Paul & 
Ringo gracing the stage was a real moment - 
though for a Beatles celebration, I’d have rath-
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ourselves; I can grab any DiGiCo I/O rack, 
anywhere, at any time; for pre-listening and 
testing, it really has improved efficiency in so 
many ways.”

Y O U R  N A M E ’ S  N O T  D O W N
Next stop is the main arena, where the closed 
rehearsals are in full flow. On arrival, it be-
comes clear we’re not going to break through 
the barrier... Until we do, thanks to some East-
ern European persuasion courte-
sy of DiGiCo’s Taidus Vallandi: 
“We are all working,” he snarls, 
which security suddenly seem 
fine with...!

An SD10 and SD7 sit side by 
side at FOH position: the SD10 
is the master, and is dedicated to 
production; and the SD7 is deal-
ing with everything musical. 

The team have had three days 
to be tuned and ready. Day one 
involves hanging and wiring the 
[ JBL VerTec] PA; day two is ded-
icated to consoles and intercon-
nection; and day three is all about 
the tuning. 

To give you an idea of just how 
big this show is, even with the masses of I/O 
available, channel count still needs to be man-
aged very tightly as they’re at maximum ca-
pacity of a single fibre.

Mike Stewart’s production role has changed 
over the years – as the show continues to get 
bigger, so do expectations, he says. 

“When it comes down to it, it’s just music, 

and fortunately, technology has allowed us 
to keep up with what they’re doing, so from 
my point of view, it’s pretty straightforward, 
but for Ron [Reaves, FOH on the SD7], mu-
sic-wise it’s changing continuously,” Stewart 
explains. “Bands expand way beyond their 
regular tour needs here as there’s so much 
more scope, and it’s such a monumental 
show.”  

It’s DiGiCo’s third year providing consoles 

to The Grammys, and Stewart says the differ-
ence in terms of flexibility since making the 
change has been massive: 

“We tried out the SD7 six years ago and felt 
it wasn’t what we needed at the time, but as 
the company developed the SD5 and SD10, 
and worked more on the SD7, we integrated 

them into our systems. They’re very stable 
now, and I also use the Waves plugins for dia-
logue processing – I have the Waves version of 
the WNS, and I use the de-esser and limiters, 
which are all great.”

Reaves describes his role as “dealing with 
everything musical performance” from his 
SD7: 

“That’s the division of labour between me 
and Mike,” he smiles. “I send my mix to him, 

he is the master console, and he 
drives the PA. We then have tons of 
redundancy and backups: we take a 
mix from the music truck, the TV 
truck takes a mix from me; if we fail, 
there is always something in place.

“We used to use 20-year-old Ya-
maha consoles and copper wire, 
but the DiGiCo setup is vastly bet-
ter for the job – the DSP power is 
just enormous, and I love all the 
onboard compressors and dynamic 
processing.

“I have a snapshot for each band, 
all of whom bring their own repre-
sentative, and they kind of sit out 
here with us and produce. They 
tell us what they want, make sug-

gestions, and that’s fine; what we don’t do is 
allow guest mixers to mix out here, for various 
reasons, but keeping control of the TV show 
being the main one. Up in monitor world, 
they let them do their own thing, but out here 
we can’t, as it turns into a pissing contest!”

Because the team has been together so 

long, communication during the show be-
tween Reaves and Stewart is minimal: 

“I’ve known Mike 22 years, so it’s like a 
marriage; we don’t need to talk anymore,” he 
laughs, as Katy Perry takes to the stage. “One 
of the coolest things about what I do for a liv-
ing is being part of a really good team; these 
guys are the cream of the crop, handpicked 
from top to bottom, and we all want to be 
here, which makes a hell of a difference. My 
job here is a little like a race car driver’s – ev-
erything’s set up perfectly around me, and 
I slide into the seat and drive the car; I’m a 
lucky boy that way, for sure!”

M O N I T O R I N G  T H E  T R E N D
Two further SD7s are dedicated to monitor-
ing, one positioned high up, either side of 
the stage, and each is its own system (stage 
A & stage B); when A is in operation, B is 
line-checking... Or at least, that’s how it’s sup-
posed to work... 

“There is a lot of calamity and moving parts 
to this puzzle, but we manage to pull it off ev-
ery year though,” chuckles long-time Gram-
mys monitor engineer, Tom Pesa, as we watch 
Katy Perry appear out of a giant ball from 
stage right. “It’s a packed out board each side, 
and we’re running at 48kHz. The wedges are 
being driven by AES underneath the stage; 
there’s an output for every rack, and then my 
local rack here is driving my in-ears.”

To summarise, there is effectively a tunnel 
of tie-lines through the optics, and the two 
monitor engineers can bus signals between 
each other; for example, if they need to grab 

GRAMMY MOMENTS“

“Beyonce and Prince was amazing, but 
when Melissa Etheridge came out on 
stage with Joss Stone after getting the 
all-clear from cancer [in 2013], it blew 
everyone away. So astounding...” 

- RON REAVES

“I like it when they all play live, first of 
all. I can mix on the fly, utilise all the 
board, and make quality instrumen-
tation sound good. When the likes of 
Springsteen or McCartney roll in, it’s 
always a different level...” 

-  TOM PESA

“Anyone using something 
other than an SD console on 
a big awards show like this 
is out of their mind.”
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O M M O N  F A U LT S ,  A S P I R AT I O N S ,  A N D  
problems, are just three of the 
things Britannia Row’s Bryan 
Grant and SSE’s Yan Stile have 
shared for more than 30 years. 
Since their chance meeting 
in the late ‘70s, these audio 
sentinels have developed a 

solid friendship, yet remain fierce com-
petitors in their fickle field. But one thing 
that presides over everything is the clear 
respect between the pair. Headliner caught 
up with this entertaining twosome in the 
heart of London’s West End one recent  
Friday afternoon, and woke up the  
following morning with the mother of  
all hangovers...

“We don’t really talk much about business in 
specific; it’s the general stuff we tend to dis-
cuss, because we’re competing in a similar 
market,” says Grant, who first met Stile in 
1979 when his company at the time, Show-
sound, was based in the same street, shar-
ing premises with Hardware House. “It was 
just down the road from us, at 1-7 Britannia 
Row – and Yan had a pretty small operation  
at that time.” 

“I’d picked up some gigs that we couldn’t 

worked. Pete was given the task of looking af-
ter the gear, and he put it into Brit Row to try 
and rent it out. Then the receiver said: ‘would 
you like to buy this gear?’ It was sound and 
lights, and we decided to go for it. We bought 
it for £30,000. That was the acquisition for 
us, and the start of Canegreen; the next one 
was way down the line when we invested in 
a Midas Pro 40 console, which cost as much 
money as Highlife!” 

M O N E Y,  I T ’ S  A  G A S
After a few years, Canegreen moved out to  
its own warehouse, and although the two 
companies have never collaborated since, 
Grant and Stile see more of each other these 
days, and are constantly battling with the same  
issues. 

“Whether it’s a festival or a tour, it’s likely 
we’ll both compete for the job; some of his 
jobs I won’t do, and some of mine, he won’t 
do, but the bottom line is, we are officially 
competition,” Stile explains. “The friendship 
is more important to me than the business, 
though. Brit Row have done a fantastic job, 
and for years, we have discussed working to-
gether, but it’s never happened, and it proba-
bly never will, but we both like to think we’ve 
done our bit for the industry, don’t we?” 

handle with the little kit I had, then Bryan 
came in and said ‘do you need any gear?’” 
Stile recalls. “It wasn’t a premeditated 
meet, but it was perfect timing for us, as I 
had a TV show coming up at The Lyceum,  
a battle of the bands thing. Do you remember  
that, Bryan?”  

“Vaguely,” he replies, with a smile, as Stile 
reminds him how long he stayed at the show: 
“five minutes, give or take”. 

“I remember thinking ‘where are they?’, as 
I’d rented all this gear off of them, but they’d 
long gone, hadn’t you?” Stile says, smirking 
at Grant, and sipping on a white wine. “We – 
that’s the big, global ‘we’, which was actually 
just me – ended up moving into the Britannia 
Row HQ, into their shed above the garage; 
that kept us alive. It was me, Pete Edmonds 
running the Highlife kit, and Chris Redburn 
with his fledging Redburn Transfer. I had the 
garage space for my storage, and Bryan and I 
saw each other every day at that point.”

It was when Edmonds asked Stile to part-
ner with him in the purchase of Highlife Pro-
ductions, which had gone into receivership, 
that everything got that bit more serious. 

“Highlife Productions was owned by Bill 
Hurley, who was the manager of the band 
Smokie; and that’s where Pete Edmonds 

“We might 
be working more, 

but the margins
 aren’t any better, 

as everyone has 
to make more
 revenue...”
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so much more now. The only thing that’s 
slightly in our favour, I guess, is that you need 
far less boxes now to do a job...”
More silence [and sips of wine]. 

“I’m not sure you do, actually,” Grant says. 
“I mean, if you add all the boxes up that you’re 
using on an arena tour...”

“True, but let’s remember the old days, 
Bryan: you’d have a ground stack, a flown 
stack, and they’d all be horizontally placed 
and next to one another. I remember Chris 
de Burgh was playing outdoors through this 
great big Martin Audio system, and it was 
a massive L/R ground stack - I don’t think 
there was any flown at all. Anyway, the PA 
platforms were extended right out to each 
side of the stage, and it sounded great, but 
nowadays, you’d just put a single hang of 
maybe 16 line array boxes in there, plus a few 
subs, some infills, and some outfills; and you 
get the same result.” 
So is the audio actually better, then...? 

“Yes it is,” states Grant. “The components 
have got better, precision of delivery is so 
much better, and you’ve got the help of DSP; 
you can tune a system a lot more precisely 
than you could 20 years ago, as there are a lot 
more tools that allow you to do that, now.”

“That’s right; all the manufacturers have 
bespoke design tools,” confirms Stile. “You 
can wander around a venue now with a wire-
less tablet and EQ different areas very easily.”

“But if you don’t know what you’re doing...”
Stile grins and leans forward in his chair.  
“Exactly; as long as it’s not a monkey driving 
the Rolls-Royce...” 
“That’s a bit monkey-ist, isn’t it?”
“Well, I am very monkey-ist these days,  
Bryan. 
But yes, in the old days you’d just point a box, 
and nowadays it’s not the case. SSE has got 
the laser that’s adopted by most rental com-
panies to accurately determine angle mea-
surements; I think Brit Row’s still using string 
- that’s right, isn’t it?” 

Grant lets out a belly laugh, offers Stile a 
top-up, and replies: 

“Ours is a relatively young industry, and 
when we started, we borrowed technology 
from other industries. Many of the compa-
nies that are thriving now didn’t even exist at 
the ‘70s. We were all learning stuff as we went 
along. You had the spiky hair back then, re-
member? A huge old mullet, too...”

F A R  A W AY,  A C R O S S  T H E  F I E L D
We move onto festivals (and cocktails),  
and although many boutique events are still 
cropping up, some are falling to the  
wayside; the one constant, according to Stile, is  
expectation. 
“Standards are getting better and better, and 
peer pressure by the other festivals means ev-

erybody expects it to be the most fantastic ex-
perience they could possibly get,” he insists. 
“Gone are the days where you see fields full 
of piss...[pauses] Well, maybe they haven’t 
totally gone...” 
“I was gonna say – you still do Download, 
don’t you? [smiles]”
“Well, yeah... But from a sound point of view, 
it’s pretty good,” Stile grins. “There’s a bundle 
of money in concessions; ticketing is better; 
and food has got better. It’s all about expec-
tations.”
“The stakes are getting higher and higher, and 
so are the costs,” offers Grant, “How much 
more can the public be charged to go and 
stand in a field of mud?”
“Generally, Bryan, it’s not mud at that time of 
year. It was OK last year, and this year maybe 
it’ll be hellish, we’ll see. But people still go, 
and that will continue, I believe.” 

S H I N E  O N  Y O U  C R A Z Y  D I A M O N D ( S )
Faces are tightening, and tongues are  
loosening, as we move onto Brit Row’s excellent  
Production Training, which Grant has formu-
lated with the next generation in mind: think 
‘part University course, part apprenticeship’, all  
for the good of audio.  

“We run four courses a year, which are six to 
seven hours a day, six days a week. The training is 
brilliant for audio technology, and the classes are 
quite small – around 18 people,” Grant reveals. 
“It’s a mix of theory and practical; the aim is to 
have people come out of the course ready to go 
to work - not waving a piece of paper and think-
ing they can mix The Rolling Stones.

“First in the class wins a year’s paid appren-
ticeship with us, and there are other opportu-
nities for everyone that passes. The students get 
to know the simple things as well as the tech-
nology: when on tour, don’t go in the dressing 
rooms; don’t hang around where you shouldn’t, 
and so on. The technology is far more complex 
and precise than it was in mine and Yan’s day, 
so you have to be computer literate, and really 
know about audio theory.

“Then there’s the physical side: how you hang 
a speaker system so it doesn’t fall down and kill 
anyone; health & safety; how you load a truck. 
The days of being relatively strong, being able to 
lift things and having clean driving licenses are 
over, as the stakes are much higher now.” 
As we retire to the members’ lounge (thanks, 
Bryan), Stile offers some final words of wisdom: 

“I have to say,  what Bryan’s done with the 
school is fantastic; it benefits the whole indus-
try... And if I had a great big empty building gath-
ering dust, I’d have done the same thing!”

Grant turns to me, shrugs his shoulders, and 
says: “Back-handed compliments, eh?”

www.britanniarow.com
www.sseaudiogroup.com
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“ SCIENCE HAS 
CHANGED  
IN AUDIO;  

UNDERSTANDING 
HAS CHANGED; 

AND PEOPLE 
WANT SO MUCH 

MORE NOW” 

“We were all 
learning stuff 

in the ‘70s. You had 
the spiky hair back 

then, remember? 
A huge old mullet, 

too...”
 

Grant concurs, adding that it’s also been a 
difficult journey at times, despite the fact that 
there are now more live shows. 

“The reason why many people tour now is 
because they need the money; and how do 
they get that money? By being tight with their 
budgets! We might be working more, but the 
margins aren’t any better, as everyone has to 
make more revenue,” Grant insists. “In the 
old days, touring was the vehicle for promot-
ing an album, and it’s not like that anymore. 
Rather than the record subsidising the tour, 
it’s the other way round, so people are very 
keenly aware of margins. As a result, the com-
petition is as fierce as it’s ever been.” 

Stile suggests that the advent of video  
has also had a detrimental affect on  
audio budgets:

“Video, which was never a slice, is now 
a massive slice of the production budget; 
I think the audio part of any touring bud-
get is at best 20%. What do you think?”  
Grant’s eyes widen. 

“Twenty percent? You’d be lucky! I think 
we’re just behind the catering, aren’t we?”

I put it to both that audio is taken for grant-
ed: every mainstream live review I read seems 
to be gushing with praise in terms of every-
thing but the audio: amazing lighting; in-
credible dancers; super-bright LED screens, 
incredible sets... Yet no-one ever mentions 
the sound. Why?

“Yeah, it’s often looked at as a given, which 
is a shame,” Grant nods. “The thing is, pro-
ductions are often more about style than con-
tent in today’s market, and these shows are 
only going to get more extravagant, so that’s 
not going to change. So, with a finite budget, 
other departments, like audio, get squeezed.”

T I M E
As wine glasses chink, conversation moves 
on to Brit Row’s beginnings, and the big Pink 
Floyd connection. 

“What Bryan had that I didn’t have was 
the biggest band in the world,” Stile says. 
“And because of that, they had the budget to 
experiment with fantastic tools; you worked 
your way down from there really, didn’t  
you, mate?” 

Grant smiles, and the conversation turns to 
the equipment back then. 

“Back in 1973, when I was running IES 
(the UK’s biggest rental house at the time), 
we built a lot of kit, including consoles. Bill 
Hough designed the Mavis console: a 32-in, 
32-out, hand-made board, which back then 
was pretty big,” Grant explains. “We had quad 
power on every channel, hand-wound trans-
formers; and we recorded shows direct onto 
24-track; it was totally nuts, those hand-built 
desks. If I’d have been smart, I’d have gone 
into manufacturing...”

Stile admits that he was “incredibly jeal-
ous” of Grant’s position back in the day, and 
recalls having ‘a moment’ outside the Brit 
Row warehouse.  

“He had this massive warehouse, and I 
remember when they were loading [Pink 
Floyd’s] The Wall back into Brit Row; the 
warehouse manager was loading these card-
board flatpack bricks back in, and I remember 
thinking to myself, ‘this is just fantastic’,” he 
reflects. “Then last year I went to see Roger 
Waters at Wembley Stadium, and it’s just the 
same show! OK, the projection and use of 
technology was unbelievable, but the design 
principle was the same.”

R E M E M B E R  W H E N  Y O U  W E R E  Y O U N G
It’s often said that technology is a great level-
ler, but have the technological advancements 
in the audio industry improved what really 
matters: the sound? 

“Well, the science involved in getting it 
right is so much more complex and detailed 
these days; I’ve just done a three-day course 
myself with a loudspeaker manufacturer, just 
so I know vaguely what I’m talking about; 
that gives you an idea,” Stile says.

“But point source can still be more precise, 
because you’ve got control of the horizontal 
as well as the vertical,” offers Grant. 
Momentary silence. 

“Wellllll....[sips wine] It’s still pebbles in 
a pond, isn’t it, Bryan? All those ripples all 
counteracting. Science has changed in audio; 
understanding has changed; and people want 

B R I T  R O W ’ S  P R O D U C T I O N  T R A I N I N G

D O W N L O A D  F E S T I V A L
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itting here in a traffic jam on 
a tour bus trying to get into 
London, I was wondering 
what I could write about in 

issue two of Headliner. I can’t believe 
Paul Watson wants more of my grumpy 
rubbish! Being new to journalism (I think 
that’s how you spell it?), I’m beginning 
to see the problems that having a mental 
block can bring. I needn’t have worried; 
choosing my words carefully from my 
Grammar School education, I thought 
‘fuck me, I’m actually living this month’s 
story in real time!’

So, why is there a traffic jam on the 
UK’s  busiest motorway? Simply because 

it’s flooded between the M1 and the A1 
turnoffs. It’s all because of this dreadful 
weather we’re getting. My heart goes out 
to the residents of the Somerset levels, and 
of course the people living on the west 
side of the country. I’m hoping that not 
too much damage is done, and everyone 
gets back to normal as swiftly as possible. 

There’s not many gigs down there in 
‘Zummerzet’ on the touring circuit apart 
from the biggest - Glastonbury. I’m hoping 
that the Pyramid stage doesn’t become the 
Pontoon stage, and that car park doesn’t 
morph into the world’s largest marina. 
Actually, thinking it through, it’s always 
fucking wet down there anyway so they 
should all be used to it by now. In the 

words of Andy Fairweather-Lowe’s classic, 
Wade-Eyed and Legless.

And the wheels on the tour bus go 
round and around, albeit really, really 
slowly. The traffic is oh so much busier 
than usual, and obviously it’s the result of 
today’s tube strike. Now, I don’t have any 
issues with Bob Crow and his holiday in 
the Caribbean, nor am I bothered that he’s 
photographed sunbathing in tacky shorts 
displaying a £140k beer belly, but I do 
have issues with the fact that his actions 
in the form of the tube workers’ strike is 
making the bus late for our load in. I’m 
guessing that I’m not only speaking for 
myself here, but for the rest of the people 

driving at 1mph, and all the other poor 
buggers trying to get into the centre of 
London to go about their business, feeling 
similarly shafted.

Did you know that only 40% of tube 
workers voted in the strike ‘general vote’, 
and of that small number, only 75% voted 
to strike? That’s 30% (I went to a Gram-
mar School as noted earlier, hence the 
maths genius) voting to strike and bring-
ing the capital to standstill! I think the age 
of the strike passed with Mrs Thatcher and 
that lovely man Arthur Scargill; there’s no 
place in modern times for extreme actions 
like this that  totally fuck us all. That being 
said, and to be fair, we must all remember 
that Boris got to be Mayor of London on 

less than 50% of the vote!
Strike action is a powerful tool that 

flexes the combined muscle and sends 
out a signal of strength with no regard of 
the consequences. Just think about this 
for a moment.  What would happen if our 
industry went on strike? There’s gonna be 
plenty of fair reasons. Maybe we should 
trim an hour or two off of the touring 
working day? We all spend too long work-
ing, and then we’re locked up on a bus 
(like now) before the next shift. Or maybe 
we need to set a general PD rate? We’ve all 
been in the situation where some depart-
ments get it, and some (usually mine) 
don’t. It should be regulated. 

There’s loads of things that we’re all 
unhappy with, so we get our own articu-
late and overpaid Bob Crow to call strike 
for a couple of days. Imagine no shows, 
no TV, no shopping centres, no sport, 
because they all have audio/lighting/video 
technicians. Plus of course, the dear old 
caterers whom we all love with a passion. 
So if we all went on strike, theoretically 
we could fuck the WHOLE country, not 
just London. There’s a thought, eh? But of 
course, in our industry, there’ll always be 
someone who’ll do it cheaper. ...

Until next time,   
R O B E R T  T H E  R O A D I E

“I’M HOPING THAT THE PYRAMID STAGE DOESN’T BECOME THE PONTOON STAGE, AND THAT 
CAR PARK DOESN’T MORPH INTO THE WORLD’S L ARGEST MARINA.”

S

H E A LT H  W A R N I N G !
R O B E R T  I S  P A R T I C U L A R L Y  R I L E D  T H I S  M O N T H  -  P L E A S E  F O R G I V E  A N Y  P R O F A N I T I E S !



Genelec 8010 –
enjoy the small
thinGs in life!
Genelec proudly presents 8010 two-way active monitors: 
the new, smallest members of the 8000 Series. This addition 
widens the Genelec portfolio by adding an extremely compact 
monitor capable of accurate sound reproduction.
www.genelec.com
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