




Your audience deserves to hear the performance. The music. 

The presentation. That’s the driving force behind Bose® 

L1 portable line array systems. They’re engineered with an 

innovative line array design and proprietary technology to 

create 180 degrees of horizontal coverage. So sound reaches 

the whole audience clearly and evenly. The Bose T1 ToneMatch® 

digital multichannel mixer goes even further. It keeps your 

sound true with more than 100 customized presets for a variety 

of popular microphones and instruments. Plus, an L1 system 

sets up and breaks down in minutes, and you can fit it all in the 

back of a car. 

ALWAYS TRUE TO YOUR AUDIENCE.
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Bose.com/L1systems

L1® MODEL II 
SYSTEM
Most advanced.

For audiences

up to 500.

L1® MODEL 1S 
SYSTEM
Versatile performer. 

For audiences

up to 300.

L1® COMPACT 
SYSTEM
Most portable.

For audiences

up to 100.

T1 TONEMATCH® 
digital multichannel mixer 



MESA/Boogie Ltd.  |  1317 Ross Street  |  Petaluma, California 94954  | 707-778-6565  |  mesaboogie.com

© 2017 MESA/Boogie Ltd.

A  N E W  G E N E R A T I O N  O F  R O C K  R O YA L T Y

From MESA® comes a departure from Boogie® and a new bloodline aimed at the Rock Throne. Gorgeous Cleans, 
Classic Crunch and Gain Beyond (our highest ever), housed in a small, light, 50 Watt package with total fl exibility.

 The New Triple Crown™ TC-50™



J O H N  P A G E  C L A S S I C
  Better Than Custom™

johnpageclassic.com

 

“A truly brilliant evolution of a certain classic solid body.”
Guitar Player Hall of Fame: John Page Classic Ashburn

“In a league above custom guitars nearly twice its price”
Guitar World: John Page Classic AJ

“With an excellent design, tons of classic and new features, 
great tone, and excellent playability, it’s an instant classic.”
Vintage Guitar: John Page Classic Ashburn

“An incredible instrument full of custom-shop features.”
The Gear Page: John Page Classic Ashburn

“In terms of function, this is a faultless piece.”
Guitarist UK Guitarist Choice: John Page Classic AJ

 

  M E E T  T H E  M A N  W H O  M A K E S  H E A D L I N E S
             … and see what’s new for 2017.  John Page in person. NAMM Hall C, Booth 4690.

John  Page  C l ass i c  and  B lood l i ne® P ickups  a re  HRS Un l im i t ed  b rands   



THE BEEEST AMPS IN THE WORLD

“With profiling, Kemper changed the 

world for all guitar players, making it 

a better place indeed. 

Because all the best guitar amps in the 

world – with their tones meticulously 

designed, thourougly mic‘ed and recor-

ded in the best studios – are available 

with the Profiler. Ready to be taken to 

the studio, the stages around town 

....�and around the globe!”

The Profiler comes loaded with the 

finest Rigs created by artists, producers 

and performers who are famous for 

their tone. 

KEMPER-AMPS.COM
facebook.com/kemperamps

AWARD 2013: BEST GUITAR HEAD
AWARD 2012 & 2013: MOST INNOVATIVE PRODUCT
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No Excuses

“Tremendous guitar 
right from the start.” 

- Mark Tremonti
of Alter Bridge/Tremonti

“An incredibly special 
instrument.” 

- Mark Holcomb
of Periphery

“Whether you are a 
student or a master, 

every one of these 
guitars pulls at your 

heart strings.” 

- Carlos Santana

“A player’s guitar that 
can take a beating.” 

- Zach Myers
of Shinedown

We sweat the details so nothing stands in between 
you and what you have to say. PRS SE guitars are 
built to sound great and play smoothly so your 
musical voice can fl ow. With a PRS SE, there are 
no excuses to keep you from writing that next 
song or that solo that leaves you feeling on top 
of the world.  
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NOW AVAILABLE

LOWEST
PRICES EVER
ON ALL ANALOG DELAYS! 

Memory Toy .................................... $8900

Memory Boy ................................. $11200

Deluxe Memory Boy ......................$16800

Deluxe Memory Man .....................$22100

Deluxe Memory Man 550-TT...........$25000

Deluxe Memory Man 1100-TT .........$35800

US STREET PRICES

Get the Free EHX Mobile App

For details visit ehx.com/delays
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T H E R E  A R E  A  L O T  O F  AW E S O M E  D E L I G H T S  A B O U T  

charging through the Guitar Player archives to find cool stuff to 
celebrate the magazine’s 50th anniversary. But there are some 
sad moments, as well. Obviously, there are the articles on scores 
of guitarists who are no longer treading the planet along with 
us. A half-century is quite a time span, so the “guitarist grave-
yard” is, unfortunately, well populated. But I also found some 
less mortal, though no less tragic, bummers—all of the play-
ers we covered who were once on the brink of success, but are 
now forgotten, struggling, or simply out of the music industry.

You can well imagine that the past 50 years have seen us 
interview “next big things,” respected players eking out livings in the club circuit, 
and artists with massive record sales and followings. I’m sure we believed every one 
of these acts were going somewhere, were doing something unique and educational, 
or had staying power. We wouldn’t have taken the trouble to share them with our 
readers if we didn’t feel that way—at least at the time. But a good number of those 
artists simply didn’t follow through with our expectations. Bands imploded, players 
gave up, audiences moved on. They became “one-hit wonders,” so to speak. Memo-
ries. Curiosities. Ghosts.

I also thought of all the work and luck and practice and business smarts and cul-
tural acumen it took these failed artists to even become citizens of “once-upon-a-time 
land.” It takes a colossal amount of grit to seduce a significant audience. There are 
support people involved, too. Managers, roadies, drivers, producers, engineers, public-
ity teams, label executives, and more. Sure, some of these people just move on to the 
next burgeoning act, but others disappear along with the fading public stature of the 
artists they were working for. There’s always a knee-buckling level of danger in join-
ing a business that flourishes or tanks based on the whims of an often-fickle public. 

You can look through your own back issues of Guitar Player and find plenty of 
acts that fit the bill here. But as I collected these ghosts in my mind, I started to be 
less dismayed by their circumstances. Yes, they caught hold of a bolt of lightning—
momentarily looking ahead at the possibility of a phat lifestyle—and ended up losing 
their grip and spiraling down into a future of not being rich and adored. Does this 
make them artifacts of failure?

I believe that everyone who honors the guitar—and who strives for any number 
of people to hear their particular brand of artistry—enriches guitar music, other gui-
tarists, gear makers, and guitar fans. If you can be heard, then there’s a good chance 
that you influenced, surprised, educated, or inspired someone else. Your music mat-
ters. And it matters whether you had a major record deal at one time, or never got 
far from the miniscule stages, beat-up sound systems, and crap pay of local bars.

And if, like me, you’re one of those “career criminals” who will play guitar until 
you drop down dead—whether you’re getting paid big bucks or no bucks, or whether 
millions love you or 50 people on Facebook think you’re cool—then all that matters 
is playing the guitar. Doing music for a grand living is a wonderful dream. But would 
you toss it all away if the prospect of shaking some major revenue with your guitar 
eluded you? Didn’t think so. The pure bliss of placing one’s fingers on a fretboard is 
mysterious and powerful and transformative, and it transcends economics and ego. 
Whether we get that terrific moment in the spotlight or not, the joy doesn’t ever 
fade away. Lucky us.
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SweetwaterExclusive

Sweetwater Is Your Premier 
One-stop Shop for Guitars, 
Effects, Amps, and More.

LsL Instruments 
T-Bone

Fender 
’65 Princeton Reverb 

Lacquered Tweed

Friedman 
BE-OD 

LTD Artisan Edition

Friedman 
Sir-Compre 

LTD Artisan Edition

SweetwaterExclusive

*Off er applies only to single-receipt qualifying purchases. No interest will be charged on promo purchase and equal monthly payments are required equal to initial promo purchase amount divided equally by the number of 
months in promo period until promo is paid in full. The equal monthly payment will be rounded to the next highest whole dollar and may be higher than the minimum payment that would be required if the purchase was a 
non-promotional purchase. Regular account terms apply to non-promotional purchases. For new accounts: Purchase APR is 29.99%; Minimum Interest Charge is $2. Existing cardholders should see their credit card agreement 
for their applicable terms. Subject to credit approval.  **Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit Sweetwater.com/warranty for complete details.

0% INTEREST FOR 24 MONTHS* On purchases of select manufacturers’ products made with your Sweetwater Musician’s All Access 
Platinum Card between now and February 28, 2017 – 24 equal monthly payments required.

FAST, FREE SHIPPING
On most orders, with no minimum purchase!

FREE 2-YEAR WARRANTY**

Total Confi dence Coverage™ Warranty
FREE PRO ADVICE

We’re here to help! Call today!

(800) 222-4700 
Sweetwater.com

Visit our exclusive

GUITAR GALLERY
for detailed hi-res images 

of guitars and basses to buy at 
Sweetwater.com/guitargallery.
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G P  CO M M U N I T Y
14   Here’s the space for GP readers to share their 

rigs, opinions, photos, rants, and more. You 

power it. You contribute to it. You own it! 

R I F F S
18   Jackie Venson on “moody” tones, John 

McLean and Mike Allemana pay tribute 

to Charlie Christian, Craig Anderton 

on percussive guitar processing, Jim 

Campilongo celebrates Roy Buchanan, 

Steve Hunter talks about his first meeting 

with longtime friend Jason Becker, 

Hubert Sumlin lays down a quick tip, 

and our GP50 features look back at 

Elizabeth Cotten and Grady Martin.

COV E R  STO RY
50 Buddy Guy

The 80-year-old blues treasure certainly 

isn’t coasting on his formidable legend. 

As GP’s Jimmy Leslie reveals, the fiery 

guitarist is commanding the stage like a 

20-something punk rocker—shredding like a 

demon, doing tons of thrilling guitar “tricks,” 

tossing out profanity almost as fast as his 

licks, and absolutely not slowing down.

F E AT U R E S
30 Mike Keneally

36 Aleks Sever

42 Marcus King

48 GP50 Guitar in Prison (from February 1970)

  

C L A SS I C  CO LU M N
130 Robert Fripp (from February 1990)

C L A SS E S  O F  ’6 8 - ’6 9
When GP took its first tentative steps into 

the publishing world 50 years ago, a few 

major manufacturers jumped right in to 

support the new venture. Last month, we 

celebrated the magazine’s original 1967 

advertisers. Now, we’d like to spotlight the 

companies who joined the party in 1968 and 

1969: Acoustic Amps, Alfred Publications, 

Ampeg, Black Diamond Strings, Danelectro, 

Darco Strings, Electro-Harmonix, Ernie Ball, 

GHS Strings, Hagstrom Guitars, Hammond 

Organ (Leslie), Harmony Guitars, Kustom, 

La Bella Strings, Mel Bay Publications, 

Messenger Guitars, Ovation, Yamaha.
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J O I N  T H E  G P  CO M M U N I T Y !
facebook.com/guitarplayermag twitter.com/guitarplayernow instagram.com/guitarplayer

L E SSO N S
62 Hail, Yeah!
 Jesse Gress details the highlights from Jeff 

Beck’s masterful Loud Hailer album.

68 A Guide to Blues Rhythm Guitar
 Blasters’ guitarist Keith Wyatt illustrates 

how to comp as bluesy as you please.

72 Classic Riff “Cities on Flame with 

Rock and Roll” by Blue Öyster Cult

74 GP50: Lenny Breau on fingerstyle 
blues soloing (from October 1984)

G E A R
28 New Gear

79 50-watt Tube Head Roundup
 Four new models from Friedman, Fuchs, 

Hi-Tone, and Victoria tested.

84 John Page Classic AJ

88 Novo Serus J

92 Exclusive! New Marshall 
CODE 50 and CODE 25!

94 Rocktron Mainline Power Amp

96   Whack Job 1968 Zenon

98 Classic Gear Fender Jazzmaster

F R E TS
101 Bob Weir
106 Review Breedlove Oregon 

Concerto E

110 GP50 Tom Smothers (from 

February 1969) 
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Interact!
JOIN THE GP COMMUNITY! 

SOUND OFF! GET EXCLUSIVE NEWS. 

COMMENT. CRITIQUE.

SHARE TIPS AND TECHNIQUES. 

SUBSCRIBE TO OUR E-NEWSLETTER.

FACEBOOK.COM/GUITARPLAYERMAG               

TWITTER.COM/GUITARPLAYERNOW

GUITARPLAYER.COM

MICHAEL MOLENDA, Editor In Chief

mmolenda@musicplayer.com

ART THOMPSON, Senior Editor

athompson@musicplayer.com

KEVIN OWENS, Managing Editor

kowens@musicplayer.com

JIMMY LESLIE, Editor, Frets section

j@jimmyleslie.com

PAUL HAGGARD, Art Director

phaggard@musicplayer.com

Awesome Instrumentals Series
HERE ARE THE WINNING TRACKS FOR THE DEBUT OF GUITAR PLAYER  RECORDS’ GUITAR 

instrumental series, which is managed and distributed digitally by Mi5 Recordings/Universal. Players of all ages 

and styles were invited to submit works evoking emotional or meteorological turmoil via notices on GP’s web-

site and social-networking channels. The series format is to present two guitar stars, along with four female gui-

tarists and four male guitarists, in a celebration of diversity and stunning guitar technique and/or composition. 

So, congratulations to the eight players who are joining the legendary Steve Hunter (Alice Cooper, Lou Reed, 

Peter Gabriel) and the thrilling blues guitarist Ana Popovic on Awesome Instrumentals, Volume One: Stormy 

Weather. Stay tuned to guitarplayer.com for information on how to submit tracks for Awesome Instrumentals, 

Volume Two: Film Noir. — M I C H A E L  M O L E N D A
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Hi, everyone. It’s Guitar Player’s gear coor-
dinator, Dana, announcing this month’s 
two “Birthday Gifts” in honor of Guitar 
Player’s 50th anniversary. The McCaffrey 
Reactor Boost Compressor offers Level 
and Fusion (compression) controls, as well 
as a Critical Mass Switch that tailors bass 

response. Also from McCaffrey, the Green Vodka 
evokes the ’90s-era Sovtek Big Muff fuzz and adds 
some crafty mods. For a chance to get the Reactor 
or the Green Vodka into your hot little hands, send 
an email with the subject line “GP50 McCaffrey” 
to GP Editor-in-Chief mmolenda@nbmedia.com. 
(One winner per pedal.)

Thanks to the generosity of our manufacturing 
partners, some lucky and fabulous GP readers will 
win free gear each month throughout 2017. All give-
away gear has been tested for actual GP reviews, and is “as is.” Deadline for entries is February 
20, 2017. The two winners will be selected at random. Happy 50th Birthday to everyone in the 
Guitar Player universe! — D A N A  PA R K E R

DANA’S GP50 GEAR GIVEAWAY!



Slick®, Kwikplug®,, GFS®,, XGP®, and Xaviere®, are sold exclusively at www.Guitarfetish.com

XGP® Guitar Parts
Exotic Woods, Real Pearl Shell...

The Highest Quality at 
“Warehouse-Direct”  Prices!

Kwikplug®

Our proprietary pickup system. 
Now all the great passive pickups, 
Humbuckers, Mini Humbuckers, 
Gold Foils, Single Coils, Bass, 

P90s are instantly interchangeable 
with no soldering.

Slick SL51 Slick SL57 Xaviere XV-555 Xaviere XV-570

Introducing the Kwikplug® Pickup System from GFS Pickup.
Our revolutionary new system using miniaturized audio connectors to make old-school passive pickups instantly 

interchangeable. Solder ‘em up yourself or use our hand-assembled solderless harnesses. It’s up to you. Change pickups in 
minutes... heck... change pickups between sets! With HUNDREDS of different vintage, modern, retro and unique pickup choices 
all sold warehouse-direct with prices starting well under  $30, you’ll be busy!

 At Guitarfetish.com we sell the very best guitars, basses, cases, parts and pickups, priced at wholesale, direct to the public. 
Whether you’re looking to build, buy or upgrade a guitar, Guitarfetish.com is the place to shop! 

Slick® brand Guitars, Pickups and hand-made Slickstraps® offer the best quality, tone and feel, all from the mind of legendary 
Guitarist Earl Slick. Priced well below anything of similar quality, Slick® brand products are only available from Guitarfetish.
com.

All of our products are designed by musicians, for musicians.... priced for musicians. Remember, you can ONLY buy GFS®  
Pickups, Kwikplug® equipped pickups, GFS®  Electronics, Xaviere®   Guitars, MODboards, Slick®  Guitars and Slick®  Pickups and 
XGP®  Parts from Guitarfetish.com... Won’t you stop by and check us out?



A New Series  I  Elevated Features  I  Limitless Possibilities

Raise Your Voice

©2017 Fender Musical Instruments Corporation. FENDER.COM





Jackie Venson   on Emotive Tones
BY MICHAEL MOLENDA
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J A C K I E  V E N S O N  M AY  B E 
tagged as a “blues artist,” but 
the Austin-born guitarist/com-
poser doesn’t allow media labels 
to fence in her stylistic diver-
sity. On her recent self-released 
album, Jackie Venson Live at Strange 
Brew, she fearlessly presents 

a number of styles, feels, and 
moods—all anchored by a rain-
bow of Stratocaster sounds. 

How did you craft your live-
performance sound for the 
album?

For the album, I used a Vox 

AC15—though I have a Fender 
Blues Junior now that I love 
so much I want to marry it—a 
Boss DD-7 Digital Delay and a 
DS-1 Distortion, and D’Addario 
.010s, because those strings 
sound good and they’re inex-
pensive. I’m a baller on a budget 

[laughs]. My favorite guitar is 
a new 2016 Fender American 
Elite Stratocaster with S-1 and 
Passing Lane switches. I can get 
11 tones out of it, as opposed 
to just five. 

Do you actually use all 
those sounds?
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I’VE AVOIDED WRITING about 

Roy Buchanan’s debut album for 

Polydor, because I thought it might 

be too obvious, but how could I 

pass over this classic masterpiece 

in Vinyl Treasures? Released in 

1972—after shelving a project that 

Roy described as a failed attempt 

at trendy commercialism—Roy 

Buchanan significantly furthered 

the potential of the Fender Tele-

caster. It also influenced guitarists 

all over the world—most notably, 

Jeff Beck (who dedicated “Cause 

We’ve Ended as Lovers” to Mr. 

Buchanan) and guitar virtuoso 

Danny Gatton.

I was first exposed to Roy 

by the 1971 PBS documentary, 

Introducing Roy Buchanan. Luck-

ily, my father called me into the 

living room, “Hey Jim! You should 

hear this guy playing guitar!” At 

the time, I was 12 years old, and 

seeing Roy play guitar changed 

my life. I immediately bought Roy 

Buchanan, and I was knocked out 

by “Pete’s Blues”—most signif-

icantly at the 1:50 mark, where 

Roy leaves the boundaries of the 

blues and enters a modal Middle 

Eastern world that builds to an 

explosive musical climax. Mike 

Bloomfield’s “East-West” instru-

mental [1966] may have paved 

the way, but Roy’s sheer modal 

emotionalism on “Pete’s Blues” 

is unequaled to my ears. 

Roy played his ’53 Telecaster—

“Nancy”—through a Fender Vibro-

lux (that, unless I’m mistaken, 

was not cranked to 10), and, 

more then any other Buchanan 

release, Roy Buchanan displays 

Roy’s multi-genre virtuosity. On 

“Hey Good Lookin’,” he defines 

6th and 9th chords à la steel-

guitar. “The Messiah will Come 

Again” displays a groundbreaking 

use of Volume- and Tone-knob 

swells, and Roy’s timeless rendi-

tion of “Sweet Dreams” throws 

in the kitchen sink of Telecaster 

techniques along with a brilliant 

melodic sense.

Where do I start? From this 

album, I learned hybrid picking, 

behind-the-nut bending, detuning 

the 6th string for ominous rum-

blings, Tone-knob swells, Volume-

knob swells, steel-guitar bends, 

steel-guitar chord voicings, and, 

of course, a lifelong love for the 

Telecaster. I tried to recreate a 

visual homage to Roy Buchanan 

with my Dream Dictionary release, 

and I’ve included a Buchanan trib-

ute on almost every single record 

I’ve made. I think my most suc-

cessful was “Blues for Roy” from 

Orange, where I basically reinterpret 

“Pete’s Blues,” and try to employ 

all the techniques Roy taught me. 

Hopefully, I achieved the art of 

storytelling, as well—a talent Roy 

so poignantly exhibited. I’ve met 

many guitarists who have a bulg-

ing toolbox of scales and chords, 

but sidestep digging down deep 

to get to the “truth.” Roy teaches 

us how to tell a captivating per-

sonal story, while combining emo-

tionalism with technique that we 

all can learn from.  g

Oh, hell yeah! That’s why 
I bought the guitar. I use all 
the tones all the time, because 
I don’t stick to one style of 
music. On the live album, it 
starts off jazzy, then it goes 
into R&B, rock, Texas two-step 
blues, reggae, and beyond. I 
also change tones a lot during 
parts of songs to match the 
stories as they develop. It’s 
the same with solos—as my 
mood, dynamics, and inten-
sity change, so will my tone. 
So I need these tones to be 
able to add so much more lan-
guage and emotion to every-
thing I do.

Many players tend to 
stick with just a couple of 
sounds onstage. Why do 
you seek multiple tones?

The reason is that I get 
bored [laughs]. I played a gig 
with my dad [Austin blues icon 
Andrew Venson] after about two 
years of playing guitar, and 
I said, “Dad, I feel like I’m 
plateauing.” And he’s like, 
“You ain’t plateauing, you’re 
just not using enough tones. 
You need to work your Tone 
knob. Why don’t you put it 
here? Why don’t you put it 
there?” So I went home that 
same night, and I checked 
out what different Tone and 
Volume positions sounded 
like using all the different 
pickup choices. My dad is 
always right—he has blown 
my mind like 15 times.

But how can you devise 
a uniquely individual sound 
when you’re always switch-
ing up tones?

B.B. King, Buddy Guy, and 

George Benson have unmistak-
able tones, but it’s also their 
note choices and phrasing that 
makes them so recognizable. 
You know, a singer can sing 
a lot of different songs, but 
an audience can still tell it’s 
them whether they’re sing-
ing a rock song, a ballad, or 
an R&B tune. So I’m actually 
humming to myself as I’m 
soloing in order to get to a 
point where people say, “That 
sounds like her.” My singing 
voice is hopefully unique, so 
I trying to get my guitar to be 
just as recognizable as when 
I sing. I don’t exactly know 
what people will latch on to so 
that they know it’s me when 
I play the guitar, but once I 
find out what it is, I’m going 
to chase it. 

How do you reconcile 
your talents as a songwriter 
and a guitarist? They can be 
totally different jobs.

I’m kind of a rebel, because 
I understand that non-players—
which is most of the world—
want to hear catchy melodies 
and maybe sing along with 
the songs. But I’m also a gui-
tarist, and I want to play the 
guitar. I want the freedom to 
do things that interest and 
challenge me, and not have 
to worry about what people 
want to hear. So, my songs 
have hook-y choruses, but 
they might also have a three-
minute guitar solo, and the 
audience is going to have to 
deal with it. My position is, 
“Look, I gave you your sing-
along melodies, now let me 
play the guitar!”   g

Roy  
Buchanan
Roy Buchanan

BY JIM CAMPILONGO

V I N Y L  T R E A S U R E S
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John McLean and Mike Allemana 
on the Genius of Charlie Christian
BY BARRY CLEVELAND

T R I B U T E
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C H A R L I E  C H R I S T I A N ’ S 

importance as an electric-guitar 
pioneer is widely acknowledged 
and particularly astonishing given 
the brevity of his professional 
career—which ended abruptly 
with his untimely death in 1942 
at age 25. Chicago-based jazz 
guitarists John McLean and 
Mike Allemana led a tribute 
to the visionary jazzman at 
the 2016 Chicago Jazz Festi-
val, after which they shared a 
few personal observations on 
Christian’s singular contribu-
tions to the art form.

Allemana: Perhaps the most 
impressive thing about Char-
lie Christian is that when jazz 
guitarists came up from the late 
1940s on, they had Charlie and 
maybe a couple of other guitarists 

to model their approach on. But 
Charlie had no models. He was 
making everything up on the fly. 
The work he did during those 
two primary years of his career 
was really transformative. He 
changed everything. And, not 
least of all, he brought the guitar 
out of the rhythm section and 
into the spotlight as a soloing 
instrument.

McLean: If you listen seri-
ously to the few recordings of 
Charlie that are available, you 
can hear that his main influence 
was tenor saxophonist Lester 
Young. So, the characteristics 
of Lester’s playing—like his 
advanced rhythmic concepts 
and interesting intervallic rela-
tionships to the chord progres-
sion—is all there in Charlie’s 

playing. Also, a lot of people 
don’t realize that Charlie was 
directly interacting with all of 
the legends of the bebop era. 
John Scofield once said that 
Miles Davis told him that Char-
lie Parker told him that Charlie 
Christian was as responsible as 
anybody for the inception of the 
basic harmonic and rhythmic 
concepts that we know today 
as bebop. 

Allemana: Another thing 
people sometimes don’t fully 
appreciate is the rhythmic sophis-
tication and sense of space in 
his playing. Also, I believe it 
was Barney Kessel who said 
that Charlie played the best 
bridges. If you notice, his solos 
were constructed with a lot of 
conscious effort—paying close 

attention to melodic phrasing 
and how he got around the har-
mony—but on the bridges, he 
would stretch out a lot more. I 
think a lot of cats miss the way 
he played on bridges. 

McLean: They were making 
78s, so you just played the riff, 
and then everybody got one 
chorus. Among the few record-
ings of Charlie are session out-
takes where you get to hear 
them run down multiple takes. 
When you listen to a lot of con-
secutive versions of the same 
tune, even very fine musicians 
like Georgie Auld play the same 
thing every time. It’s only Char-
lie and Benny Goodman that 
you can feel pushing things on 
every single take. They’re like, 
“Come on. Bring it!”  g
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(left) and John 

McLean perform-

ing at the 2016 

Chicago Jazz 

Festival. 
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points. And now we’ve created Nitro-Pack, a revolutionary protective package that 
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T E C H N O L O G Y

GUITARS ARE NATURALLY PERCUS-

sive—pluck a string, and a quick transient decays 

rapidly. Although we often try to violate the 

laws of physics with compression, feedback, 

limiting, distortion, E-Bows, and other tech-

niques that increase sustain, there’s a parallel 

universe where the goal is making the guitar 

more percussive. Of course, muting strings is 

very percussive, but we can take this concept 

much further with signal processors.

Expanders. These are the opposite of com-

pressors (which above a certain threshold, 

produce less output for an equivalent input 

increase). With expanders, signals below a 

threshold produce less output for a given 

input decrease. For example, if the input is 

below the threshold, and it drops 10dB, with 

1:2 expansion, the output will drop 20dB. With 

1:4 expansion, it will drop 40dB. This can make 

pick and note attacks super-prominent, while 

hastening decays. Expansion can help guitars 

avoid conflicts with drums that have a long 

ring, but with a fairly high threshold, they can 

provide a super-percussive effect. This also 

affects downstream processors, such as dis-

tortion (where the peaks distort much more 

than the rest of the signal) and delay, where 

you’ll get a quick “hit,” but not much else. A 

corollary technique is using expansion not on 

your main-guitar signal, but on a bus that your 

guitar feeds. With a reverb bus, for example, 

you’ll hear a quick ambient spike, which then 

gets out of the way so that the reverb doesn’t 

step on other instruments.

Noise Gates. These are like extreme expand-

ers. Below a threshold, the guitar sound mutes 

completely (although noise gates usually allow 

for less drastic options). This can produce an 

extremely percussive sound, but you’ll need 

to pick with predictable force, so that the sig-

nals you want to hear are above the threshold, 

and the signals you want to mute are below 

it. You can also sidechain a noise gate to the 

guitar’s audio on and off using another instru-

ment as a trigger. (I covered this option in a 

column a few years ago—search for “Hyper-

Rhythm Guitar” at guitarplayer.com.)

Cutting. This involves cutting guitar parts 

recorded on hard disk, so it’s not suitable for 

live performance. For example, suppose you 

want the guitar to lock perfectly to a synth-

bass part (something I often need for EDM). 

MIDI notes trigger the bass part, so you can 

line up the MIDI track with the guitar’s audio 

track, and then chop the guitar part into slices 

that last exactly as long as the MIDI notes (see 

the example). You’ll probably need short fades 

(around 3 to 7 milliseconds) on the chopped 

guitar clips to avoid clicks at the beginning 

and end, but most DAWs let you apply mass 

fades to groups of selected clips.

DAW Tremolo. Some of the tremolo effects 

in DAWs provide pulse and sawtooth wave-

forms, in addition to the traditional sine or 

triangle waves. These not only impart a per-

cussive quality, but often can sync to the host 

program tempo for rhythmic effects. Chop-

ping up a power chord with percussive trem-

olo can be very cool.  g

COMMITMENT
“Anyone who is trying to learn blues must find out if 

they want to do this. Do you love this? You got to love 

it, you got to sleep it, you got to eat it. That’s what it’s 

all about, man.” — H U B E R T  S U M L I N ,  J A N U A R Y  1 9 9 9 

Q U I C K  T I P

There’s More to Life Than Sustain!
BY CRAIG ANDERTON

Chopping a guitar’s phrases in a DAW to lock in with a synth bass sound.

RIFFS



Incredible playability, aggressive 

tone and brutal sustain make the 

Mitchell MD Series modern double 
cutaway guitars a hit with today’s 
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MD400 SERIES
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• One-piece, slim-tapered mahogany 
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for complete fretboard access

• Graph Tech™ TUSQ XL friction-
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• Available with AAA maple veneer  
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I  F E E L  CO M P E L L E D  TO  W R I T E 

A  few words about one of my very 

best friends, Jason Becker. Most of you 

know who he is, and know his story [We 

put Becker on our cover for the July 2012 

issue]. Bob Ezrin had been slated to pro-

duce David Lee Roth’s 1991 album, A 

Little Ain’t Enough. For whatever reason, 

that didn’t work out, but before Ezrin left 

the project, he asked me if I’d be inter-

ested in teaching this new shredder guy 

some stuff about blues. The shredder 

was, of course, Jason, and he called a 

couple of days later to set up a time for 

his first lesson.

Before the lesson date, Jason sent over a couple of CDs of his 

band Cacophony with his friend Marty Friedman. I gave the CDs a 

listen, and I was not impressed. I was pretty fed up with shredding 

by that time, so I probably wasn’t listening with an open mind. All I 

could think was, “What the hell is going to happen at the lesson?” 

I was pretty apprehensive. Most of the shredders I had met were 

pretty arrogant, and I didn’t really have time for that. 

When Jason arrived, I opened my door, and there stood a tall, skinny 

guy with a lot of hair and a guitar. I was 

living in a pretty small apartment in Hol-

lywood then, so there was no place to 

hide—except maybe the bathroom. So 

I figured, “Let’s get to it.”

When he told me he was just 20 years 

old, I was a little impressed, as it was 

hard to believe he could play like that at 

20. We started talking about the blues, 

and he said Stevie Ray Vaughan was his 

favorite player. That was music to my 

ears. We both began to relax, because 

we had found some common ground. I 

put on Albert King’s 1969 release, Years 

Gone By—not his best tone, perhaps, 

but some really beautiful playing. I told 

Jason, “This is where Stevie Ray got a lot 

of his blues.” Jason loved it, and from that 

moment on, I knew we were going to get along just fine.

We had several lessons, and it was very clear that not only was Jason 

an incredible and remarkable talent, but also that we were becoming 

fast friends. Later on, as Jason entered my apartment, I noticed he was 

limping. I jokingly asked if he had stubbed his toe. He said, “No. I don’t 

know why it’s doing that.” That sent a chill up my spine. He said he had 

an appointment with a doctor to find out what was up. After many doc-

tors and many tests, Jason was diagnosed with ALS.  g

Jason Becker, Part One
BY STEVE HUNTER

S E S S I O N  F I L E

P R O ’ S  R E P L Y
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Grady Martin
August 1969

One of GP’s fab content innovations 
was its “Pro’s Reply” columns that 
brought readers into the worlds of 
professional sessions and live per-
formances, and offered insights from 
guitar stars. We’re celebrating that 
grand idea by republishing some of 
the most interesting bits from the 
“Pro’s Reply” archive. — M M

RIFFS
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F A I R  P L A Y

“FREIGHT TRAIN”—ONE OF OUR BEST-

loved folk songs—came from one of the 
least-credited folk artists of all time: Eliza-
beth Cotten. As a guitarist, she was hand-
icapped, since, as a left-hander, she had to 
teach herself. Her chances of achieving early 
prominence as a performer were negated by 
her sex, color, and religion. Married and a 
mother at an early age—and admonished 
by church deacons for playing music that 
“served the devil”—Libba often worked 
the cleaning, cooking, washing, and scrub-
bing jobs to which black women turned for 
support. It took years of legal negotiations 
before Mrs. Cotten, now 82, finally gained 
control of the rights to the song she wrote 
as an adolescent while chopping wood with 
her brother a half mile from the Chapel Hill, 
North Carolina, railroad tracks. 

Did you always play left handed?
Yes. I never could play no other way. They’d 

tell me to turn my strings, and I turned the 
strings on my guitar around twice, but I 
couldn’t play it. My brother said, “Change 
your strings, or turn your guitar the other way 
to play it. I can’t show you nothing if you’re 
playing upside down.” But I just wanted to 
play so bad, so I began to pick it out one 
string at a time until I got it. 

When did you get your own guitar?
I’ll tell you what I did. Without my brother 

knowing it, I asked people to let me work 
for them. One lady said, “A little girl like 
you looking for work? What could you do?” 

I wanted the job so bad. I said, “Miss, I can 
sweep the kitchen, I can help you with your 
vegetables, I can bring in your wood, and I 
can help with your children.” Well, maybe 
she felt sorry for me, or maybe she thought 
I could amuse her children if I couldn’t do 
anything else. I worked for her for one dollar 
a month. Then, I asked my mother if I could 
buy a guitar. So my mother carried me down 
to a guitar shop on Main Street, and she told 
the man, “My little girl wants a guitar.” And 
he says to her, “Aunt Lou, I tell you what I’ll 
do. Come bring your little girl back tomor-
row night, and I’ll have a guitar that’s just 
right for her.” I had to wait a whole day! My 
mother carried me there the next night, and 
there was the guitar on the counter. Oh, I 
was the happiest little soul! The man says, 
“Aunt Lou, if the little girl wants that guitar 
so bad, she may have it for $3.75.” So she 
bought the guitar. And the name of the guitar 
was “Stella.” 

What kind of guitar do you have now?
A used Martin [an 000-18, serial #114993]. 
Do you play in open tunings?
I play Vestapol [D, A, D, F#, A, D], and 

I play Spanish [D, G, D, G, B, D]. Those are 
about the only two.

Do you use fingerpicks?
No. It makes the music too loud. I use 

my fingers, because I think it’s softer. You 
get more melody with soft playing. You get 
in it what you’re putting in it.
 — E X C E R P T E D  F R O M  J O N  M O N D AY ’ S  P R O F I L E  I N 

T H E  M A R C H  1 9 7 5  I S S U E .  g
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J E N S E N
TO R N A D O  S T E A LT H  S E R I E S
Goodies Jensen has added three new lightweight 12" neodymium speakers to its Jet series: The  

Tornado Stealth 100, which is based on the original Jensen Tornado used in Fender’s GB Signa-

ture Twin Reverb, and optimized for clean tones with shimmering highs; the rock-ready Tornado 

Stealth 65, designed for easy breakup and punch while delivering warm low end, relaxed mids, and 

rounded highs; and the authoritative, tonally versatile, distortion-responsive Tornado Stealth 80. 

Price $159 (100), $156 (65), $173 (80) street

More Info jensentone.com

F E N D E R 
ACO U S T I C  S FX  
H A N D - R U B B E D  WA L N U T 
S TA I N  L I M I T E D  E D I T I O N
Goodies Fender’s furniture-grade, 

two-channel, 160-watt Acoustic 

SFX combo amplifier is now 

available with a hand-rubbed 

walnut-stain finish. Features 

include one 8" low-frequency 

driver and one 6.5" side-radiating 

speaker; adjustable Stereo Field 

Expansion (SFX) technology; and 

onboard hall reverb, echo, delay, 

chorus, and Vibratone effects.

Price $899 street

More Info fender.com

28  

G R I N D R O D  A M P S 
GY PSY  B OY  A N D  GY PSY  P R I N C E 
Goodies Legendary Marshall and Vox amp designer Steve Grindrod enters the 

acoustic realm with the 100-watt Gypsy Boy and 200-watt Gypsy Prince. 

Both feature a complement of custom 6.5" speakers (two for the Boy and 

four for the Prince) and a main instrument channel with Gain, Resonance, 

EQ, Reverb Mix, and Channel Volume controls; along with String-effect, 

Phase, and anti-feedback filtering. Channels 2 and 3 each have a combo 

XLR-1/4" input; Gain, Reverb, and Mix controls; and filters for instrument and 

male and female sources. Extra touches include built-in “top hats” for pole 

mounting and a fold-away “tilt-back” system to increase speaker spread.

 Price $TBD

More Info grindrodamps.com

G R A P H  T E C H  G U I T A R  L A B S
D RY  A N D  G L I D E
Goodies Patent-pending talc formula designed 

to keep guitarists’ hands dry and smooth 

while neutralizing the acids that cause string 

corrosion. Also recommended for drummers, 

woodwind and horn players, and anyone 

who can benefit from a moisture-free grip.

Price $8.95 retail

More Info graphtech.com
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Tone Poet
MIKE KENEALLY ELEVATES  
THE CONCEPT ALBUM 
BY JUDE GOLD

MIKE KENEALLY WAS JUST 25 YEARS OLD WHEN HE PICKED UP THE PHONE 

and made what may ultimately stand as the boldest cold call in prog-rock history. 
“In an act of insane optimism,” says Keneally, “I called Frank Zappa’s office and 

left a message saying, ‘I don’t know if Frank is looking for anyone, but I play guitar 
and keyboards and I sing. I have all of Frank’s records, and I know all of his stuff.’” 

To Keneally’s surprise, Zappa returned his call the very next day.
“You can play all of my songs? I don’t believe you. Get your ass up here and 

prove it.” 
That conversation was nearly 30 years ago, and, after a quick audition, Zappa 

hired Keneally on the spot. But while Keneally’s tenure with Zappa was short lived—
about a year—his solo career has flourished. Since his days as Zappa’s “stunt gui-
tarist,” Keneally’s mind-boggling versatility on fretboards and keyboards has also 
gotten him high-level sideman work with Steve Vai, Dethklok (featuring Brendon 
Small), and, most consistently, Joe Satriani. 

Yet, it only takes one listen to Keneally’s latest solo album—a genre-morphing 
double-disc prog opera of sorts called Scambot 2/Inkling [Exowax]—to recognize 
that he still carries a torch for Zappa’s unpredictable chord changes, adventurous 
grooves, radical melodies, quirky lyrics, and extended guitar improvisations.

I caught up with Keneally at Swinghouse Studios in Los Angeles, where the gui-
tarist was having a ball plugging his trusty old Fender Stratocaster—a green ’88 
Eric Clapton Signature model carrying serial #8, strung with Dean Markley strings, 
and fitted with EMG SA active single-coils—into some shiny new Pigtronix pedals.

What was it that first got you into music?
It was hearing The Beatles on the radio. It was the mid ’60s, and I was five or 

six years old. My 16-year-old sister was engulfed in full-on Beatlemania, so she had 
all the records and all the posters. I got into The Beatles through her. But with the 
releases of Revolver and Sgt. Pepper’s, they got too weird for her, and she got off the 
train. So I inherited all of her records, and I would listen to them in the basement. 

Caption
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>>>  MIKE KENE ALLY

I became obsessed. They really infected 
my brain and my soul. One Beatles guitar 
moment I’ve always loved is “And Your Bird 
Can Sing.” It’s like Bach or something—so 
logical, so ingenious, and so pretty. When 
you hear it with Beatle guitar tones, and 
the unbelievable sound of John Lennon’s 
voice, it’s crazy stuff. It has two guitar 
parts, but I like to combine them and play 
them as one. [To hear Keneally play this and 
other examples from this interview, stream Epi-
sode 36 of GP’s No Guitar Is Safe podcast.] 

When did your musical interests finally 
expand beyond The Beatles?

That happened when I moved to San 
Diego in 1970, and discovered FM radio—
which was very experimental and freeform 
at the time. That introduced me to some 
crazy sh*t. Back then, deejays would put 
on entire album sides while they went out-
side to get high. So I’d be sitting there at 
age eight, listening to full sides of Islands 
by King Crimson, Every Good Boy Deserves 

Favour by the Moody Blues, and Tarkus by 
Emerson, Lake & Palmer. I was already 
playing electric organ by that point, so the 
5/4 “Tarkus” riff really amazed me. I didn’t 
know you could do that on organ! That 
distorted Hammond tone made it sound 
almost like heavy metal. In fact, that riff 
sounds badass on guitar. I was obsessed 
with learning this stuff. For example, when 
I was 16—the age when you’re supposed to 
go out and get in trouble on the streets—I 
spent the summer at home learning every 
Gentle Giant guitar part, figuring out how 
those parts fit into the architecture of that 
crazy music.

Back when I was nine, though, a boy 
across the street said, “You’re a weird kid, 
and I think I have some music you can 
relate to.” He played “Help, I’m a Rock” 
from Freak Out! by Frank Zappa. I became 
obsessed with Zappa at that point.

It’s astonishing to me that guys like 
you, Dweezil Zappa, and Jamie Kime can 

memorize a full set of Zappa melodies. 
That’s an insane amount of notes. 

It’s all how you’re wired. The thing that’s 
interesting to me about a Zappa tune such 
as “The Black Page” is that while it is very 
strange, once you’ve got it in your fingers 
and programmed into muscle memory, you 
can’t mistake it for anything else. Ironi-
cally, a simple blues song with a variation 
on the turnaround is sometimes harder for 
me to memorize than a Zappa tune. Every 
Zappa composition just feels like its own 
little flower. Once it’s absorbed, it never 
goes away.

One amazing thing about your new 
record is that you create a different musi-
cal world for each song. For example, 
the very first tune is the ten-minute rock  
odyssey, “In the Trees.”

Well, as you can tell from the included 
booklet—which is full of lyrics, elaborate 
artwork, and drawings of all the charac-
ters—the record has a pretty elaborate 
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storyline, so I thought it worked really well 
to start with the densest, craziest, most 
action-packed song. But that song is the 
big bang that sets the album in motion. 
Things get more spacious from there, and 
the arrangements get less layered and 
dense. In fact, when I release Scambot 3 in 
a couple of years, it will probably be even 
less dense. It will probably sound like a 
Brian Eno record [laughs]. 

M e a nw h i le,  yo u r  a l b u m’s  o t h e r 
disc, Inkling, has a super-short piece,  
“Mystery Song.”

That song is just four seconds long! Inkling 
is this additional 48 minutes of music that 
was in consideration for Scambot 2, but I 
thought it stood alone as a separate album.

What was your go-to gear setup for 
the  sessions?

It was all over the map. The Rivera 
Quiana was my main guitar amp, but a few 
plug-ins were used, as well. For instance, 
one of my favorite tones on the album is 

on the song “Roll,” which is a Gibson SG 
run through both the Quiana and Tech 21’s 
SansAmp plug-in. 

How are you liking the Pigtronix pedals 
on your board?

Pigtronix hooked me up with some 
cool stuff like the Infinity Looper—which 
is insanely limitless in what it can accom-
plish. I’m also digging their Echolution 2 
Ultra Pro. With just that pedal, you can get 
many interesting effects that go beyond 
the realm of mere delay. It’s basically a 
synthesizer and eight pedals in one. I’m 
really a child when it comes to this stuff. 
My adventurousness tends to be with the 
music itself, so when it comes to gear, I 
tend to find things that work for me, and 
then I use them forever until they crum-
ble in my hands. I still have an iPhone 5.

When did you first start gigging? 
Back in high school, I wasn’t into gig-

ging as much I was into recording. My older 
brother Marty and I were just fascinated by 

the possibilities of recording. We set up a 
4-track reel-to-reel tape recorder in the living 
room, and we would try to replicate songs 
we loved by Jeff Beck, Santana, Neil Young, 
E.L.P., Yes, Genesis, Return to Forever, and 
Crosby, Stills & Nash. We learned to mix 
and bounce tracks, and we got so advanced 
at programming the Oberheim DMX drum 
machine that when a rep from Oberheim 
heard our drum programs, he said, “That’s 
the most advanced drum programming I’ve 
ever heard.” We were obsessed. Recording 
in the living room for years—that was our 
version of a garage band. 

Where did you go from there? 
I had a father who was unbelievably 

supportive. When I was nearing the end of 
high school, I had no clear idea of what I 
wanted to do, other than make music. So I 
said, “Dad, I guess I’ve got to figure things 
out. Am I going to school, or am I getting a 
job?” His immediate response was, “Your 
job is to write songs.”   g
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IT ONLY TAKES A FEW SECONDS OF LISTENING 
to Aleks Sever to recognize the fire and soul that she 
brings to her music. Sever’s knack for catchy mel-
odies coupled with her impressive guitar chops is 
a recipe for success in the instrumental arena, and 
the guitarist’s fearless approach, inventiveness, and 
spirit of adventure make her latest album, Extrava-
gant, a gem. “I always try to find something new that 
exites me or is some kind of breakthrough when I 
write,” says Sever. “For inspiration I listened to a 
lot of jazz, funk, and hip-hop. Miles Davis’ Kind of 
Blue and Bitches Brew got played almost every day 
for a long time.” 

Along with Miles, Sever cites John Coltrane, 
Maceo Parker, Prince, and James Brown as early 
influences. “I was really captivated by the grooves 
and the incredible harmonic depth and sense of 
freedom from their horn players. I started develop-
ing kind of a hybrid rhythm style, combining some 
of the chord shapes and more interesting melodic 
elements of the jazz approach with the raw groove 
of funk, which has always been my first love. More 
recently I started listening to a lot of rap and hip-
hop, and the phrasing, use of space, and the total 
intensity is very inspiring. I have a lot of respect for 
rap artists, and the skill it takes to create a story 
with a groove.”

Can you give us some insights into your songwrit-
ing process?

The rhythm part is the basic floor for me that 
determines the style, feel, and the overall direction 
and emotion of the song. The stronger and more 
defined the basic rhythm part is, the easier it is for 
me to build up melodies and solos later in the pro-
cess. I usually start by playing a lot of different ideas, 
with no restrictions until something sparks an idea. 
It can be a single lick, or a little piece of a groove 
idea that gives me the concept for the whole song. 

I can visualize the whole thing in my head. Then I 
start to organize it by recording a drum loop and 
creating a rough structure or tempo map, so I have 
an idea where the sections will be. I start by react-
ing to the loop as if it were a real drummer to get a 
“live” feel to the part by playing around the back-
beat, upbeats, and exploring the spaces. I play in 
different tempos and keys, and make adjustments 
to the drum feel until I’m satisfied that it’s as good 
as I can get it. After that, I add melodies and solos. 
I try to be aware of balance—when to obsess and 
when to let go and come back to it later. 

What is essential to creating instrumental 
music that will catch the attention of the listen-
ers you want to reach?

I first try to make music that excites me, and I 
have to trust that if it excites me, it will have the 
same effect on other people. The emotion is the most 
important part for me. There has to a story or feel-
ing behind each song. Songs with words are easier, 
because the intent is clear. Instrumental music is a 
little harder, because there are no words or vocals 
to catch people’s attention, so I really try to focus 
on strong melodies. It can be aggressive, playful, 
melancholy, sexy, etc., but it has to be emotional. 
It can’t be only clever or tricky or too complicated 
just to be impressive. The groove, of course, also 
has to be undeniable. I spend a lot of time on that 
part, working on the drum feel and finding the per-
fect tempo. I try to let the inspiration flow through 
me, and hopefully that inspiration will capture a lis-
tener’s attention.

 “Red Moon” caught my ear as having that sense 
of harmonic freedom you hear in some of Miles 
Davis’ finest moments. 

 That song was absolutely inspired by Bitches 
Brew. That record was so far ahead of anything else 
during that period in music that it still stands as a 
monument to Miles’ genius. Nobody was playing 

Funk-Jazz in the Fast Lane 
ALEKS SEVER LAYS IT DOWN ON EXTRAVAGANT
BY ART THOMPSON
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those kinds of grooves in jazz, or play-
ing with such ferocious intensity. You can 
hear it in the playing of the other musi-
cians on the record. It seems as if it lifted 
them up way past their abilities and cre-
ated a new genre of music that’s still alive 
today. That’s why I asked Randy Brecker 
to play on “Red Moon.” I wanted to try to 
capture that wild spirit that Miles had on 
that album, and Randy has the same kind 
of all-in adventurous spirit in his playing. 

I hear some Jeff Beck in your playing by 
how you infuse fast runs with sly bends, 
all the while staying beautifully in tune. 

The Guitar Shop record blew me away. 
Jeff stretches the limits. He does things that 
nobody else does, and makes it all sound 
effortless. The way he incorporates subtle 
whammy bar effects into his runs is totally 
awesome. I don’t use a lot of whammy bar, 
but I try to get the same kind of effects by 
using a lot of subtle bends and quick little 
vibrato flourishes in my solos and melodies. 

I never really thought about his influence 
on my playing, but I’m sure it’s there. Jeff 
is so strong a player that probably every 
guitarist born in the last 50 years has been 
influenced by him in some way.

Your playing is so in the pocket on funky 
songs like “Crazy,” “Hi-Lites,” and “V.I.P.” I 
hear Prince there, but what other guitar-
ists have shaped your approach to funk? 

James Brown’s guitarists were a huge 
influence. When I first heard that music, 
I knew that’s how I wanted to play. Maceo 
Parker’s guitarists were actually the people 
that created that style. Maceo’s band the 
Kingsmen became James Brown’s band, and 
I listened to them a lot. Prince was also a 
big influence. I remember the first time I 
heard “Kiss” it blew me away. Prince was 
an incredible rhythm guitarist and one of 
his live performances was actually the inspi-
ration for my song “Hi-Lites.” I remem-
ber watching a TV performance of his and 
the band was just fantastic. The song was 

really fast, and the horn players were doing 
steps while playing these incredibly com-
plicated parts, and all of it seemed effort-
less. It inspired me to write a song with 
that kind of energy. 

There are a lot of heavy hitters on this 
recording. Did you consciously choose play-
ers who shared your vision for this album?

I feel very lucky to have these musicians 
on this record. John Blackwell [drums] lifted 
the music up to another level from the first 
note. Josh Dunham also brought a totally 
natural feel to the record. I’m really partic-
ular about bass parts because they have to 
complement the rhythm guitar, and Josh 
knew instinctively what to do right away. 
Keyboardist Bobby Sparks was awesome! 
He’s so creative, and he really leaned into 
this project. He was on the road at that 
time, and he would send me these incred-
ible suggestions for parts by email. He had 
so many ideas and it was great—it made 
everything exciting. If you have the right 
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musicians for your music there isn’t much 
to talk about; you can just play and enjoy, 
and make sure not to edit too much later 
on. I wanted this record to sound a little 
wild but very intense, and these musicians 
just killed it.

Were the song arrangements pretty 
locked down before you went into the 
studio?

I have a pretty good idea of the songs 
before I go in the studio, and the arrange-
ments are usually planned out in advance. 
I like to feel prepared. I find that it’s good 
to be organized and have a clear vision; it 
saves a lot of time and everything goes more 
smoothly. But at the same time I do try to be 
open and let musicians be creative. Some-
times things happen in the moment that 
you didn’t plan, and you don’t want to block 
something that might turn out to be magical.

Were the tracks cut live in the studio, 
or did you start with basic rhythm tracks 

and then overdub the other parts?
I don’t really have a preference, as I 

think you can get a good result either 
way, but for Extravagant, all the musicians 
lived in different states so we had to over-
dub. Everybody seemed to connect with 
the music right away, and they brought 
so much to it that it didn’t really feel like 
we were overdubbing. Most of them had 
played together before, so it was a natu-
ral process. Everything just came together 
without having to give a lot of direction. 
The project just started growing and devel-
oping on its own, because the players really 
seemed to enjoy it.

How do craft your solos? Do you work 
them out in advance or do you rely on inspi-
ration of the moment?

It’s actually a process that involves both 
modes. I start by reacting from instinct, 
with no roadmap or planning. I give myself 
permission in the first few passes to sound 

really bad and to make a lot of mistakes, 
because there’s usually a fragment or phrase, 
or even a mistake somewhere, that shows 
me how to approach the solo. Then I come 
back and fill in the blanks by creating a 
rough structure for the solo—like where 
to play sparse, where to get more active, 
where to create a climax, etc.

What guitars and amps did you bring 
for the sessions? 

I like Fender Telecasters. They’re com-
fortable to play, I love the way they sound 
and feel, and it’s the perfect shape for me. 
The body design gives my forearm a lot of 
support, which allows my hand and shoul-
ders to relax. Being relaxed and comfortable 
gives me more confidence. I use an Ameri-
can Standard Tele, a Deluxe Tele, two Black-
tops, and I just recently got the Nashville 
model with the middle pickup. I use either 
a Fender Super Sonic or Deluxe amp. Both 
are great for clean sounds because they have 
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a lot of snap to the attack. The overdrive 
comes from a DigiTech RP-500 multi-effects 
pedal—I don’t use the channel switching on 
the Super Sonic—but both amps react really 
well to the RP-500 overdrive, which always 
has a warm and musical sound.

What other effects did you use?
I used a TC Electronic Flashback delay 

and Hall of Fame reverb, and a Boss DD-7 
digital delay and a PS-6 pitch shifter. I exper-
imented a lot with pitch change and delay 
effects and I’m really happy with how it 
came out. On the song “Glamour Baby” I 
used a pedal called the Philosopher’s Tone 
from Pigtronix, which is a compressor type 
effect. It’s a pretty extreme type of com-
pression. It boosts the output and sustains 
forever. It turned out to be a good alter-
native to an overdrive for melody sounds. 

Can you talk about your preferences in 
picks and strings, and are there particular 
ways that you like your guitars to be set up?

I use Dunlop nylon 1 mil picks and .009 
D’Addario strings, which in my opinion 
are the best strings on the planet. I’ve tried 
other brands, including some very expen-
sive ones, but nothing feels as soft, or stays 
in tune like D’Addario. They also almost 
never break. I like my guitars set up with the 
action a little higher than a lot of players. It 
sounds better in my opinion, and I can get 
under the strings easier when bending. There 
are some tricks that my tech does when he 
adjusts the saddle height to give me a soft 
feel with high action. 

What kinds of things do you work on 
when practicing?

I start with a warm-up series of scales 
and arpeggios. I have my basic routine, but 
I’m always adding or changing up scales and 
styles to try and stretch my limits. Laziness 
can sometimes be the biggest challenge. 
Learning to be a better player means making 
yourself uncomfortable on purpose. Intense 
practice is difficult and exhausting, and I 
don’t always have the energy, but I try and 
avoid repeating myself. My goal is to try to 
improve some aspect of my playing every 
time I pick up the instrument.

I practice slowly to build hand strength. 
Slow legato practice is the key to playing fast 
for me. It builds muscle memory and I feel 
stronger and more in control. I also map out 
phrases and work on the fingering and dynam-
ics until I feel comfortable. Rhythm practice 

and transitions between chords use a differ-
ent set of muscles, and it actually improves 
my single-line solo playing. It strengthens 
and trains the hands and forearm. I also try 
to think ahead and visualize the fretboard, 
and work on anticipating a particular chord 
pattern or single-line run.

What advice would you have for young 

guitarists who want to become pro players?
Be committed and strive to be the best 

you can be. It seems that when you’re really 
focused on the music and not distracted and 
impatient, opportunities show up without 
looking for them. Also, surround yourself 
with people who understand and support 
your path. It makes everything possible. g
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M A RC US  K I N G ’S  FAT H E R , M A RV I N  K I N G, I S 

a blues guitarist, as was his father before him, and 
that helps explain how the phenomenal 20-year-
old sounds as if he has been playing, singing, and 
writing for ages. 

The Marcus King Band [Fantasy/Concord] features 
meaningful contributions from a host of veterans 
from the Allman Brothers family of bands, includ-
ing Derek Trucks, bassist Todd Smallie, keyboard-
ist Kofi Burbridge, and album producer Warren 
Haynes. King—who spent two years diligently study-
ing jazz in his hometown at the Fine Arts Center 
of Greenville, South Carolina—thrives on the addi-
tional experience, as does his crack band of millen-
nial-aged players. 

King has his own thing, yet analogies to the 
Allman Brothers Band abound, with his vocals 
closest to Haynes, his guitar style like a jazzed up 
Dickey Betts, and a tone somewhere between Duane 
Allman and Derek Trucks. King is that good. He’s 
a natural who has been nurtured, and if The Marcus 
King Band is any indication, we’re all in for one hell 
of a fun ride.

Who was the player that shook your world as a 
youngster, and what gave you the drive to go so 
far so fast?

My father and grandfather were big influences 
when I started playing, and Duane Allman was the 
first guitar player that figuratively took me up and 
shook me. The intensity of the whole Allman Broth-
ers Band inspired me to drive further as a musician. 
From a very young age, I tried to gain influence 
from any channel I could. I’d listen to Etta James’ 
vocals, Jimmy Smith’s organ playing, or John Col-
trane’s sax, and try to apply what I heard to guitar. 

What’s you’re story from a tonal point of view?

I’ve always thought simplicity is key. I mostly 
play through a Fender Super Reverb with an Ibanez 
TS9 Tube Screamer that I mainly use as a master 
volume. I have the Screamer’s Drive knob at about 
11 o’clock, Tone at noon, and the Volume knob is 
at about 7 o‘clock. It’s just barely enough to feed 
signal to the amplifier—which is cranked up for 
maximum natural overdrive. For bigger venues, 
I’ll change over to a 100-watt plexi clone made in 
Nashville at the Amp Shop, which has a master 
volume on the back. The only effect I use much is 
a Dunlop CryBaby wah. My simple stance started 
at age seven or eight, when I started playing around 
with all sorts of pedals through my grandfather’s 
Super. I’d ask, “What do you think about this tone, 
Papa?” He would reply, “If mine sounded like that, 
I’d take it to get it fixed [laughs].”

What’s your guitar story?
I had been mostly playing a brown SG from the 

early ’70s that I found at a Christian bookstore when 
I was 11 years old. It has Grover tuners and mini 
humbuckers. But for the past couple of years, I’ve 
been playing what was my grandfather’s guitar. It’s 
a ’62 Gibson ES-345. Once I switched to that hol-
lowbody, man, I couldn’t turn back. I used the SG 
on a couple tunes for the record, but, for the most 
part, it was the 345.

How did you track The Marcus King Band?
We were all isolated, but playing together at 

the same time. That’s what was hip about Car-
riage House Studios. My amps were the only ones 
in the live cutting room. I had a Fender Super, an 
old Supro 1x12 combo, and a Marshall plexi with a 
4x12 cabinet. There were two mics close up on each 
cabinet. I ran through all three of them at the same 
time, and then we’d pick and choose what sounded 
best for each song section during mixing. If I played 

Old Soul
20-YEAR-OLD MARCUS KING DAZZLES WITH 
JAZZ-INFUSED SOUTHERN ROCK AND BLUES 
BY JIMMY LESLIE
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>>>  MARCUS KING

my SG on a take that sounded a little thin 
during playback, we’d cut it again with the 
345—which I call “Big Red.”

Did you play a resonator on “The Man 

You Didn’t Know”?
Yes. I played a National Resonator for 

the rhythm, and then I did the solo using 
an early ’60s Silvertone lap-steel through 

Warren’s old Gibson amp. 
Do you ever play slide on your gui-

tars?
I have been lately—in standard tuning. 

“Marcus King is the first young guitar player I’ve heard since Derek Trucks who plays with such 

soul and emotional maturity. He blends so many influences together, but it all comes out in his 

own voice, and that’s the hardest thing to accomplish as a musician. He has the chops to play 

jazz-influenced stuff, but he also has that ability to portray a melodic picture, and sound like he’s 

singing through his instrument. I love that he doesn’t go for an overblown tone. He has studied a 

broad range of styles and eras, and his love of it all comes through in a very unpretentious way. 

He looks at music through the proper lens. 

“We had a blast making the record. I love ‘Self Hatred’ when he’s playing alongside Derek 

Trucks—which is a brave feat. But I think my favorite solo is the one he takes on ‘Thespian Espi-

onage.’ Tracking solos live with the band like that takes a lot of balls for a newcomer. Most were 

keepers. I’ve never done all this with a young player before, but it seemed right in this case because 

he’s the whole package. The sky is the limit for someone who can sing like that, play like that, and 

write great songs.” — J L 

Warren Haynes on Marcus King
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>>>  MARCUS KING

I’m enjoying the hell out of it, and I wonder 
why I haven’t been doing it longer. I guess 
I wanted to identify myself differently 
because of the comparisons already being 
made about my music. But that’s just a 
silly mentality. I want to play some f**king 
slide [laughs]!

Do you adjust the action?
I don’t. My slide is a little green medi-

cine bottle—a lot like a Coricidin bottle—
that a friend of mine dug up when he was 
excavating some old real estate. I use it on 
the ring finger. It’s pretty short—which is 
cool, because I always liked Derek’s approach 
where he puts it high enough on his finger 
so that he can still bend it.

“Radio Soldier” features an intricate-
ly picked rhythm figure. Can you explain 
your picking technique?

I played the riff at the top with a pick. 
I use Dunlop Jazz III picks, because I can 
tuck them away in my index finger pretty 
easily, and then use all of my other digits 

for fingerpicking— which I used a little bit 
on the verses. 

Can you talk about some of the moves 
you used to spice up the solo on that 
song? 

I drew on some Hendrix inspiration 
for the solo on “Radio Soldier,” because 
he could take the instrument and turn it 
into the sound of a battlefield. I played 
my SG on that song, and I actually used 
a Dunlop Jimi Hendrix Fuzz Face when I 
overdubbed the solo, because it was sound-
ing too safe. I wanted something angrier to 
suit the lyrics.  Musically, I threw in some 
Dorian stuff to spice up those minor pen-
tatonics, and I love to use passing tones on 
a song that doesn’t seem to want them. I’ll 
do anything I can to get around the tonic. 
The song is in the key of B, but I put some 
“uncouth” B s in there. 

The jazziest number on the album is 
“Thespian Espionage.” 

I wrote that at the Fine Arts Center 

when were doing our class transcrip-
tion project for the year. Ours was Jimmy  
Herring’s “Twelve Keys” from Subject to 
Change Without Notice, but the cats on melody 
duty flaked out, so the teacher let me do 
an original tune for the recital. I rediscov-
ered the chord sheet for “Thespian Espio-
nage” a couple of years later, and now it’s 
back in circulation with the band. 

Warren Haynes lays down some nasty 
slide playing on “Virginia.” Was that in-
timidating?

Yeah. And that’s why I’m glad it was the 
last live-band track we cut. I sang while he 
played. By that point, we’d been hanging out 
for two years, and he’d broken through my 
bashful barrier. He’s patient as a producer, 
and specific, as well. Some producers say 
things like, “Try one with a little more ass 
on it.” What does that mean? Warren says 
things like, “Over that Ebmaj7—try this.” 
His knowledge of each song made work-
ing with him easy.  g
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Weird Scenes Inside the GP Archives
I DOUBT THAT SO EARLY IN GP’S GROWTH WE HAD  

exhausted all of the guitar stars available to talk about, 
so I can only surmise this writer was inspired by Johnny 

Cash’s 1969 live album, At San Quentin, for this Feb-
ruary 1970 article on the guitar programs at two pris-
ons. I’ve excerpted the story here so that you can see 
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the original opening layout — apologies for leaving out the sec-
tion on San Quentin — and, for the most part, the uncredited 
author avoids romanticizing (or demonizing) the prisoners. He 
even ends the piece with a subtle warning for potential gangsters: 

“Should the reader fancy that prison life for a musician is not too 
bad, be assured that it’s a mighty good feeling at the end of the 
day to walk through those steel gates with thoughts of home.”
— M I C H A E L  M O L E N D A  g



“IF YOU CALL ME UP TO PLAY, I ’VE GOT TO GIVE YOU MY

best,” says Buddy Guy, whose ready-to-rumble attitude and no-
holds-barred Strat attack have earned him eternal icon status.

Since B.B. King’s passing on May 14, 2015, Guy may have 

inherited the mantle of “Elder Blues Statesman,” but his in-your-
face stage presence is a far cry from King’s gracious and kindly 
“grandfather” persona. Guy carries the torch with the devil-may-
care attitude of a punk rocker. 
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The Ferocious Legend that is 
Buddy Guy May Be the Final 
Link to Early Chicago Blues 
Guitarists, But He’s Not Going 
Quietly into that Good Night. 

By Jimmy Leslie
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“Thanks to the rappers, I can say whatever the f**k I damn well 
please these days,” announced Guy from the stage of the San Fran-
cisco Masonic while supporting Jeff Beck in 2016. 

A few folks probably don’t appreciate Guy ’s litany of 

F-bombs—or his over-the-top guitar antics—but most people 
find Guy’s firebrand blues a welcome presence in a genre watered 
down with each passing cliché. On recent tours, the 80-year-old 
Guy has come across like a man possessed—as if he’s making up 
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for lost time in the spotlight. Throughout 
much of the ’70s and ’80s, Guy couldn’t 
even land a record deal, much less fathom 
being honored as a living legend at the 
2012 Kennedy Center Honors by an Afri-
can-American president.

No one can deny that  Guy—who 
was born George Guy in Lettsworth, 

Louisiana—represents the ultimate long 
shot, and he continues to defy all odds. The 
atomic energy he channels through a Fender 
Stratocaster and a Fender Bassman would 
be thrilling and impressive at any age, but 
it’s almost supernatural for an octogenar-
ian to rock so hard. Last year, Guitar Player 
honored both Guy and Jeff Beck—the two 
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wildest Strat cats of their gener-
ations—with Lifetime Achieve-
ment Awards.
What does it mean to you to 
be honored in the world’s old-
est guitar publication for play-
ing a lifetime of ferocious licks 
dating back to before there 

was even such a thing as a gui-
tar magazine?

Thank you very much. Better 
late than never. Most blues musi-
cians I learned my lessons from 
are no longer with us, and they 
didn’t print a lot of stuff about 
those guys. Every night I go to 
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the stage, I stop and imagine the history 
of some of the guys like Lightnin’ Hopkins 
and T-Bone Walker. The media didn’t get us 
until the British started playing blues. That’s 
when major newspapers started interview-
ing Muddy Waters, Howlin’ Wolf, and people 
like that. Before then, we were playing to a 
99.9-percent black audience. When the Brit-
ish started playing blues, the audience com-
pletely changed. My late friend, B.B. King and 
I were in Memphis once, and this lady ran 
up to him, and said, “Hey man, these white 
people are taking the blues from us.” B.B. 
said, “No, ma’am. They didn’t take it. You 
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just quit listening to it.”
What player would you 

like to acknowledge above all 
from a guitar perspective?

I could mention a thousand 
players. When I was coming up, 
it was Lightnin’ and T-Bone, and 
then up stepped B.B. King, Gate-
mouth Brown, and, of course, 
Guitar Slim. There weren’t many 
guitar players way back when, 
because it was unheard of. You 
literally couldn’t hear an acous-
tic guitar onstage. The guitar 

was getting obsolete until Leo 
Fender and Les Paul electrified it. 

How unimaginably wild was 
the Stratocaster when you first 
witnessed one?

When Leo came up with that 
Strat, man, I didn’t know what 
the hell it was! Guitar Slim was 
the first I saw play one, and I 
thought it was a joke. But you 
had to keep the acoustic guitar 
out of the weather, and this solid 
piece of wood Leo came up with 
took more wear and tear. Guitar 
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Slim’s Strat had scratches all over it. Well, 
you can’t do an acoustic like that. I’m not 
sure if Leo made the first solidbody, but his 
was the one that exploded. The Stratocaster 
got the guitar heard. 

How did you develop your own sound?
I don’t know. Some people tell me I have 

a tone. I barely pay attention to that. Back 

when the British guys started mentioning 
my name, players like Jimmy Page would 
come up to me, and say, “Man, I didn’t know 
anyone could play blues like that on a Strat. 
What are you doing?” The Chess brothers 
used to say, “If you want it played right—go 
get Buddy.” But even I didn’t know what the 
hell I was doing. I got my tone from a ’57 

Strat and an old Fender Bassman. You can’t 
get that tone anymore. The Fender people 
do a good job at trying to replicate that ’57 
tone, but there’s something different about 
the wood, or something else that Leo took 
with him. I’ll tell you what else Leo took 
with him: Whatever he had in that [origi-
nal] Bassman transformer. 

You’ve talked for years about the glory 
of the vintage Bassman tone. Ironically, 
you turn all the knobs up except Bass.

I turned the bass all the way off from day 
one. There was no reason to do anything else, 
because that was exactly the sound I wanted. 
I never had to worry about changing the tone. 
All I would do was wrap up the guitar cord 
and come home. Nowadays, you get differ-
ent tones at different clubs, but that thing 
had the same tone wherever I played—except 
some of the smaller clubs where grounding 
issues would produce a scratchy sound that 
you hardly hear anymore. 

Do you still have your original Bassman?
Yes. I’ve still got that old Bassman. I 

almost lost it when I went to Africa around 
1969. I was sitting by the window watch-
ing my bags being loaded, and my amp was 
just sitting there. As the plane was going to 
take off, I jumped up. The stewardess said, 
“Mister, sit down. You’ve got your ticket for 
your bag.” I said, “My amp is out there past 
the wing of the plane!” They kept that amp 
for five years. When it finally came back to 
me, it was all rusted out. 

You use two amps onstage each night— 
a ’59 Bassman reissue, and a new Fender 
Bassbreaker.

Right. They come pretty close, but they 
don’t have the tone that the one had when 
I came here 60 years ago.

Was Jimi Hendrix the first player you 
heard use a wah?

I heard the late Earl Hooker play the 
wah-wah before I even knew who Jimi Hen-
drix was. I made a few cuts with it, because 
I liked Hendrix a lot. I’m doing the Experi-
ence Hendrix tour again in 2017. They go get 
a bunch of youngsters that can really play. 
Everybody knows “Voodoo Child.” But if you 
listen to Hendrix, “Voodoo Child” was simi-
lar to the Muddy Waters tune, “Mojo Work-
ing.” So I’m trying to do a version of that. 

Did you get to know Hendrix very well?
Yeah. There’s a video clip of the night we 

met. When I first went to New York in 1967, 
I was into a solo with the guitar behind my 
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head when somebody started hollering at me, 
“There’s Jimi Hendrix!” I was like, “Who in 
the hell is Jimi Hendrix?” And he came up 
and said, “Can I tape your show?” He had a 
reel-to-reel tape recorder. 

You weren’t aware of him at all?
No, no. I was into Arthur Crudup, T-Bone 

Walker, B.B. King, and all the old blues guys. 
I wasn’t into all the special effects. If I had 
been, I probably would have got hooked 
myself. I liked what Hendrix was doing when 
I heard it. But I decided to let him have that. 
I figured my time would come. 

Buddy Guy’s Chicago Blues Band circa 

1969—(from left) Bobbly Fields, A.C. Reed, 

Guy, Jack Meyers, and Glen Martin.
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How so?
I couldn’t be B.B. or T-Bone, but they kept 

telling me, “Man, you got something there. 
You got a Buddy Guy tone.” I was so dumb. I 
didn’t even know that. Even the Chess broth-
ers told me. When I first went in there, they 
didn’t want to hear my noise. But when Jeff 
Beck, Jimmy Page, and Eric Clapton all said, 
“I’ve been listening to Buddy,” the Chess 
brothers said, “Wait a minute. Let him come 
in and do what he wants.” I was surprised. 
I said, “Man, what are you talking about?” 
They said, “These British guitar players are 
selling millions, and they’re eating up the 
sh*t you’ve been playing!” 

Why didn’t you play together more on-
stage with Jeff Beck during your recent 
tour together?

We didn’t play together every night, but 
we played together several nights. He insisted 
on me coming out and playing “Let Me Love 
You,” which Willie Dixon and I wrote. I told 
him I didn’t want to wear out my welcome, 
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Buddy Guy in 1988.
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because if you go to a ballgame expecting to 
see your favorite pitcher, you look for him 
to pitch. If they change, you’ll watch the 
game, but you’re not happy. He’s a hell of a 
guitar player. People want to see Jeff Beck, 
and I didn’t want to get in the way. You see, 
I played the Crossroads Guitar Festival in 
Dallas with Eric once, and Eric asked me to 

solo. I soloed, and the writer from the Chi-
cago Sun-Times wrote, “Buddy Guy was trying 
to step on Eric Clapton’s feet.” It kind of 
pissed me off, because if you don’t ask me 
to solo, I won’t—especially if I’m playing 
behind someone else. I didn’t learn how 
to play by the book. I learned how to play 
by listening. So with somebody as good as 

Eric Clapton or Jeff Beck, I like to say, “Can 
I learn something from you?”

I heard that you celebrated at your 
80th birthday show by shredding Beck to 
the point that he simply threw his guitar 
up in the air, smiled at you, and walked off 
the stage!

Well, I’m like this—if you don’t want 
me to play, don’t call me up there. From 
the time I was eight years old, my dad and 
mama would always tell me, “Son, don’t be 
the best in town—just be the best ’til the 
best come around.”

Why is it that you hardly ever use the 
whammy bar?

I used a whammy bar. Eric Clapton and 
Continues on page 126

“B.B. King and I were 
in Memphis once, 
and this lady ran up 
to him, and said, ‘Hey 
man, these white 
people are taking the 
blues from us.’ 
B.B. said, ‘No, 
ma’am. They 
didn’t take it. You 
just quit listen-
ing to it.’” —Buddy Guy
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AS IS THE CASE WITH  GP’S OWN 50TH

anniversary, it’s hard to fathom that a 
half century has passed since the release 
of “Hi-Ho Silver Lining” b/w “Beck’s 
Bolero,” Jeff Beck’s premiere recordings 
as a solo artist. Fifty years later. on the 
heels of last year’s epic, Loud Hailer—
Beck’s first studio album in six years—
we’re still trying to decipher how those 
magic fingers can jump from sheer sav-
agery to heart-wrenching beauty in the 
blink of an eye.

The brainchild of Beck, co-producer 
Filippo Cimatti, and touring bandmates 
Rosie Bones (vocals) and Carmen Van-
denberg (rhythm guitar), Loud Hailer, 
which also features Giovanni Pallotti on 
bass and Davide Sollazzi on drums, is a 
gut-wrenching, high-tech, guitar-centric 
masterwork filled with layers of over-
dubs that recall the controlled chaos of 
1969’s Beck-Ola and provide the perfect 
framework for Bones’ lyrical socio-com-
mentaries. And dig this: The album was 
mostly written around Beck’s medieval 
fireplace! Geez, does it get any cooler 
than that?! Let’s get down to business 
and check out some highlights.

“ L I V E  I N  T H E  DA R K ”
Wing-woman Vandenberg kicks off this 
modern-day, techno-blues holler with 
the last two rounds of the sequencer-like, 
partially muted 16th-note rhythm figure 
depicted in Ex. 1a. Note the consecutive 
downstrokes, the strategic 16th-note rests 
on beats two and four, and how beat four 
is left open on the repeat. When played 
five times, as written, this becomes the 

rhythm figure beneath the song’s pending 
tandem Beck-and-Bones melody.

In preparation for things to come, let 
me reiterate that Beck’s right-hand embou-
chure typically involves playing melodic 
lines with his thumb while resting his 
index finger on top of the whammy bar 
(for downward bends), curling his middle 
finger under the bar (for upward bends), 
and leaving his ring finger and pinky free 
for on-the-fly, nearly constant manipula-
tion of his Strat’s Volume and Tone con-
trols. Beck’s palm is generally positioned 
near his floating bridge, at the ready for 
some impromptu palm muting or signa-
ture manual bridge vibrato, a fluttering 
pitch effect he achieves by rapidly pound-
ing the heel of his right hand on the raised 
part of the floating bridge plate, using a 
karate-chop-like motion.

Ex. 1b, which details the first round of 
Beck and Bones’ five-bar, F#-blues-based 
unison guitar/vocal melody, drips with 
Beck’s mercurial finger grease. The pickup 
and bar 1 utilize staccato notes, a gradual 
quarter-step “smeared” bend from the b3 
(A), a hand-vibrated grace-note hammer-
on from the b7 to the root (E-to-F#), and 
subsequent syncopated 16th-note pull-off 
(F#-to-E). Bar 2 rhythmically paraphrases 
the opening phrase in second position with 
whammy vibrato on the E downbeat, and 
a signature faux-slide 5-to-4 (C#-to-B) 
downward bar bend on beat two, followed 
by another syncopated pull-off, this time 
from the 4 to the b3. A staccato 4-to-5 
bend provides the pickup to bar 3, where 
the same bend is given full quarter-note 
value on the downbeat. Beats two and 

three once again echo the rhythmic motifs 
from the first two bars, but this time with 
4-to-b3 and 4-to-3 (B-to-A#) pull-offs. 
The double F# pickup is repeated on the 
downbeat of bar 4 (observe those staccato 
dots!) and is followed up with a short lick 
that begins with two A’s and ends with 
a rhythmic B-to-C# bend on beat three. 
The pickup into bar 5 prefaces a grace-
note hammer-on and another faux-slide 
descending bar bend on beat one, lead-
ing to a short root-b7-root lick that com-
pletes round one of the melody. Rinse and 
repeat, but remember—Beck never plays 
it the same way twice!

Ex. 2 shows what happens next as 
Vandenberg’s four-note pickup fills the 
empty fourth beat in bar 5 of her previ-
ous rhythm figure (Rhy. Fig. 1), prefac-
ing Beck’s four-bar instrumental break, 
where, in true call-and-response tradi-
tion, he begins three one-bar phrases with 
a full beat of his previously mentioned 
“karate chop” vibrato technique applied 
to the b3 (think four 16th notes), before 
providing slightly different “answers” for 
each one. (The cool random finger-on-
string noise in bar 1 was likely a happy 
accident.) Notice how the triplet-based 
runs in bars 1 and 3 target a b3, orna-
mented with similar vibrato, whereas the 
lick in bar 2 features 32nd notes and a 
staccato root target. The interlude con-
cludes in Hendrix territory with bar 3’s 
four-note pickup into a pair of elegant 
pre-bends and releases. Dig how applying 
finger vibrato to a pre-bent note creates 
a pseudo-whammy-bar effect that’s very 
different from vibrating a grace-note bend.

Hail, Yeah! Highlights From Jeff Beck’s Recent 
Masterpiece, Loud Hailer
BY JESSE GRESS
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Live In The Dark 
Right Now 
Scared For The Children 
Words and Music by Jeff Beck, Filippo Cimatti, Rosie Oddie and Carmen Van Den Berg Copyright (c) 2016 Zync Music and (publisher unknown) All Rights for Zync Music Administered by Songs Of Kobalt 
Music Publishing All Rights Reserved Used by Permission Reprinted by Permission of Hal Leonard LLC

T
A
B

��������������� 44
= ca. 90� ��� ��

��
��
��

N.C. (F  5)�Rhy. Fig. 1 - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -

(play five times)

C.V.

� �
2           2           

� �
2           2           

� �
2           

� �
2           2           

� �
2           2           

� �
2           2           

� �
2           

� �
2           2           

	 	 	 	
tacet
last time - -

*semi-P.M. - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -

*P.M. = palm mute

T
A
B

���������������������������������� ��� � � � � � � � 
 
 � ��(          )          � �(          )          � � � � �� � � �










(          )          

�1           
3           

3           

5           2           (0)       
2           2           4           4           (6)       

B B

w/bar - - - - - -

� �
3           1           2           3           








4           (6)       

B

2           4           4           3           
4           4           4           

2

-1          

1           

T
A
B

�
Ex. 1b

44
= ca. 90� ���

w/Rhy. Fig. 1

J.B.

Fingerstyle,
w/thumb

� � � � � � � � �� � � � � � �1
1           

3           
3           









� �2           3           

7           7           7           
5           (5)       

7           7           5           5           5           
6           

5           5           5           

grad.
B 1/4

�����������������

� � ��(          )          � � ��(          )          
 � � � �� � � � � � �� 
 � � ��
1           

3           

� (          )          
3           1           

3           

etc.

4           4           
2           2           4           (6)       4           4           2           

B

1           






















2           4           (2)       

4           4           2           

7           7           

w/bar - - - w/bar 

B
-1          











N.C. (F  5)�

T
A
B

����������������������������� 44
= ca. 90� ���

N.C. (F  5)�w/Rhy. Fig. 1, last 4 bars only

C.V. - - - - - - -� � � � � � � � � � � � 
 ��(          )          � �(          )          (          3           *           
J.B.

w/pick
w/thumb (string noise)

4           
4           2           

2           2           (2)       
4           2           

4           

2           

3           

3           1           

� � � �
2           (2)       

� � � � � � � � � ��
4           2           

4           
2           4           2           

2           
4           4           

B 1/4

1

*Vibrato produced by banging heel of pick hand on floating bridge.

�)          �)          (          
1           

T
A
B

����������������������������� ���3 � � � �
2           (2)       

� � � � � � � � �(          )          � � � � �(          )          �� �(          )          �(          )          � �






































3           1           
3           

1           
1           3           

3           

4           2           4           
2           

4           2           
4           (6)       

B

2           
2           

2           5           5           (7)       (7)       5           

pre-
  B    R

pre-
  B                                         R

3           

Ex. 1a

Ex. 2

Ex. 1b



64  G U I TA R P L AY E R . C O M / F E B R U A R Y 2 0 1 7

Later in the song, Beck recasts the 
melody from Ex. 1b in octaves while Vanden-
berg provides support with a new four-bar 
rhythm figure (played twice). Ex. 3 illus-
trates both parts as Beck swoops in and out 
of octaves paired on two low-string groups 
using finger slides (bar 1) and downward 
and upward bar bends (bars 1-3). It’s all 
in the thumb. (Tip: This type of aggres-
sive thumb-strumming should originate 
from the wrist, not the ball of the thumb.)

“ P U L L  I T ”
Want to scare the crap out your friends? Next 
time you’ve got a captive audience in your car, 
cue up the album’s third track and crank it 
up as loud as you can. OMG! This has to be 
hands down the most terrifying two-minute 
onslaught of guitar savagery ever waxed. The 
piece was presumably born from an impromptu 
lick Beck has been randomly dropping into 
select solos for several years. It involves 
snapping the low open-E string against the 

fretboard with the right-hand thumb while 
using the left hand to reach over the guitar’s 
lower bout and depress the whammy bar in 
discrete pitch increments while playing quar-
ter-note or eighth-note triplets (depending 
on the tempo of the moment) that recreate 
the stuttering sound of a hot rod screeching 
to a halt. Ex. 4 attempts to approximate how 
Beck turned this impromptu lick into the 
basis for a killer instrumental excursion that 
must be heard to be believed. We begin with 
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two 16th notes and an eighth note, before 
morphing into staccato eighth-note triplets 
that create a bouncing-ball rhythm, wherein 
the open E is lowered in quarter-step incre-
ments, beginning on the second eighth note 
of beat three. The first two beats in bar 2 are 
identical, but now the bar-bends descend 
in half-steps over the course of beat three 
and culminate on beat four with a gradual 
dive from an already lowered C#. Gah-gah-
gah-gah-gah!

“ R I G H T  N O W ”
Channeling more Jimi-style riffing, Beck begins 
this song alone with four bars of low-regis-
ter, E-blues-based, wah-inflected licks, similar 
to the one transcribed in Ex. 5a. Establish a 
swing-16ths feel and dig into its dive-bombed 
open-string pickup, the low-E-to-D-to-E bar 
bends that bookend the phrase, the muted-
string backbeat played with the wah pedal in 
full treble position, and the growly lick that 
incorporates a gradual quarter-step bend, 

half-step pre-bend and release, and pull-off 
to open E, followed by an unpicked whammy 
dip that triggers a repeat of beat one, all in 
the space of six beats!

Ex. 5b shows the song’s behemoth of a 
main riff, a two-bar monster that commences 
with a 3/8 E-D-E-D-low-E motif (think of a 
reversed “Manic Depression” played in half-
time) embellished with pull-offs during beat 
one and pre-bent bar dips on beats one and 
two. The riff starts over on the “and” of beat 
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two, but deviates on the “and” of beat three 
to a scooped and gradually hand-bent b3-to-3 
(G-to-G#) and E root. Bar 2 repeats the previ-
ous first two beats verbatim before Beck seals 
the riff on beats three and four with stutter-
ing E-to-G# and E-to-G single notes, redolent 
of his classic “Rice Pudding.”

“ S C A R E D  F O R  T H E  C H I L D R E N ”
Beck has always had an uncanny flair for turn-
ing common chord voicings and progressions 
into something magical and angelic, and his 
work on “Scared for the Children,” which 
features an exquisite Rosie Bones vocal, is 
no exception. The song’s intro appears to 
be simple—just play half notes at a tempo 
of approximately 65 beats per minute while 
using your Volume control to swell into the 

first six chords diagrammed in Ex. 6a, then 
hold the final G for four beats—but getting 
that tone out of your bare fingers is another 
story. (Tip: Think of the first four chords 
as G, Gmaj7 [7 in the bass], G7 [b7 in the 
bass], and Em7.)

The real magic begins four bars in, when 
Beck starts having his way with the pro-
gression. Ex. 6b illustrates how he uses only 
his thumb to arpeggiate the chords while 
extending and embellishing the basic voic-
ings with suspensions, pull-offs, and ham-
mer-ons. Note that, with the exception of 
the first G chord and the thumbed strums 
in bar 4, the bass note always precedes the 
arpeggio, and how Beck switches to dif-
ferent C, D, and G voicings (the first two 
played with the thumb on the sixth string) 

for the beautiful sus#4 and sus4 suspensions 
and resolution in bar 4.

Proof that “he changes every minute” 
(my favorite quote from some old Japanese 
liner notes), Ex. 6b presents the same four-
bar passage culled from a 2016 live perfor-
mance. Here, Beck inserts an A# into bar 1’s 
G/F# (shades of Miles Davis) to create a bit-
tersweet dissonance, adds a stretchy E and 
subsequent pull-off to the G/F chord, deco-
rates G/E with an A-to-G pull-off, and then 
resorts to the C, D, and G voicings from Ex. 
6a before concluding with a pair of dreamy, 
half-step bar dips. (Think Santo and Johnny.)

Once again, we’ve barely scratched the 
surface. Loud Hailer represents a true master 
at the top of his game, hopefully with many 
more opuses still to come. Rock on, Sir Jeff! g
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THE DRIVING FORCE BEHIND MUSIC 

is rhythm, and the foundation of tradi-
tional blues rhythm is the shuffle. Here’s 
a quick-start guide to the art and craft of 
playing classic blues shuffle rhythm guitar.

H A R M O N I Z I N G  T H E  D R U M S
The fundamental role of rhythm guitar is 
to harmonize the drums, in other words, 
to express the feel of the drum set with 
chords, so the first step in capturing the 
elusive blues shuffle groove is to listen to 
how a drummer plays it. Ex. 1 shows a typ-
ical medium shuffle pattern: bass drum 
on beats one and three, snare drum on 

beats two and four (the backbeat), and the  
shuffle rhythm (eighth-note triplets with 
the middle note left out) on the hi-hat.

While you’re listening, tap your foot on 
each downbeat, mute the strings with your 
fretting hand, and scratch out the hi-hat 
pattern on the strings, muted with the fret 
hand, using alternate strokes—downstroke 
on the downbeat, upstroke on the upbeat 
(Ex. 2). Pick from your wrist and keep it and 
your forearm loose and relaxed. Match the 
tempo precisely, accenting each downbeat 
and adding a little extra snap on the back-
beats (two and four) to mirror the relaxed 
yet authoritative groove.

Next, fret an A5 power chord on the 
sixth and fifth strings and mute the remain-
ing strings with the side of your first finger. 
Continue the same picking pattern, releas-
ing the pressure on the strings immedi-
ately after the downbeats and sustaining 
the upbeats (Ex. 3). Classic shuffle phras-
ing requires careful coordination between 
the hands to balance the laid-back triplet 
feel, the slight break in the middle of each 
beat, and the accented downbeats. 

B O O G I E  S H U F F L E  A N D  T H E  12- BA R 
B LU E S
Now we have laid the proper foundation for 

>>>  ST YLE LESSON

A Guide to Blues Rhythm Guitar
BY KEITH WYATT
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the number-one blues guitar rhythm pat-
tern—the boogie shuffle (Ex. 4). Credit goes 
to Delta blues icon Robert Johnson for adapt-
ing this boogie-woogie piano figure to the 
guitar (check out his “Sweet Home Chicago”), 
and disciples like Elmore James (“Dust My 
Broom”) carried it forward into the electric 
era. Maintain the drum-based picking pat-
tern while you add the extra note on every 
other beat with your fourth finger (interpret 
the eighth notes with a shuffle feel). 

The most common vehicle for the blues 
shuffle is the 12-bar blues, a song arrangement 

consisting of three chords: the tonic, or “one,” 
chord, plus the “four” and “five” chords, 
based on the fourth and fifth steps of the 
major scale, respectively (key of A: A, D and 
E). Apply the boogie shuffle pattern to the 
12-bar blues in A shown in Ex. 5, continu-
ing the same picking and fretting pattern as 
you switch between chords. 

To transpose this rhythm figure to other 
keys, first locate the root of the one chord on 
the sixth string. The root of the four chord is 
at the same fret on the fifth string, and the 
five chord is up two frets from that.

T U R N A R O U N D  A N D  E N D I N G
At the end of each repeating 12-bar pro-
gression—what’s often referred to as a 
chorus—you have the choice either to 
go back to the top or end the song, and 
there’s a specific chord pattern for each. 
To keep going, insert a turnaround, or 
rhythmic accent going to the five chord in 
the 12th bar (turnaround chords are typ-
ically dominant ninth chords). Play the 
turnaround accent without altering the 
steady down-up picking pattern, as dem-
onstrated in Ex. 6.
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To end the song, conclude the accent on 
the one chord instead of the five (the final 
chords are also usually ninths), as demon-
strated in Ex. 7.

U P B E AT S
The boogie shuffle is the most popu-
lar guitar rhythm choice, but it’s not the 
only game in town. A classic counterpart 

is a steady pattern of upbeats, referring to 
the last eighth note of each triplet (also 
borrowed from piano players). Using the 
same shuffle groove in your picking hand, 

Ex. 8
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Ending
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fret the chords on upbeats and relax the 
finger pressure on the downbeats to mute 
the strings without letting go of them. Use 
ninth chords all the way, and continue the 
alternate picking pattern right through the 
turnaround (Ex. 8).

Jimmy Reed and Eddie Taylor featured a 
layered boogie-shuffle-plus-upbeats guitar 
arrangement on some of the best-known 
shuffles in the blues repertoire, such as “Baby 
What You Want Me to Do,” “Bright Lights, 
Big City,” and many others, recordings that 
inspired Stevie Ray Vaughan’s all-in-one-
guitar shuffle masterpiece, “Pride and Joy.”

H O R N  R I F FS
A third layer of shuffle rhythm is inspired 
by the horn-section arrangements on classic 
blues records by B.B. King and others. Adapted 
to the guitar, these syncopated two-bar horn 
riffs include sixth chords alongside ninths, 
with chromatic half-step moves providing 
extra color. Maintain the alternating shuffle 
picking pattern, strumming the chords that 
land on the downbeats with downstrokes 
and those on the upbeats with upstrokes. 
Ex. 9 demonstrates the standard ending). 

These three workhorse shuffle rhythms 
can be played separately or together in 

any combination and are highly adaptable 
to different chord progressions, tempos, 
and styles of blues, from “down-home” to 
“uptown.” There are many other textures 
and techniques in the blues rhythm reper-
toire, but the key to unlocking any rhythm 
style is to play like a drummer. Just substi-
tute picks for sticks.

Keith Wyatt created the School of Electric 
Blues Guitar at www.artistworks.com. He taught 
blues guitar for over 30 years at L.A.’s Musicians 
Institute and is the author of Blues Rhythm 
Guitar and Blues Guitar Soloing (MI Press/
Hal Leonard). g

���������������������������������
9

T
A
B

E9 D9������� ���������� ���� �� ���� � ������ ������ �� �� ���� �� ���� �
7           
7           
7           

7           
6           

6           
6           
6           

6           
5           

7           
7           
7           

7           
6           

5           
5           
5           

5           
4           

5           
5           
5           

5           
4           

4           
4           
4           

4           
3           

� ������ �������� ���� ���� �
5           
7           

7           
6           

5           
7           

7           
6           

4           
6           

6           
5           

A6 A  6  A6� ������
5           
7           

7           
6           

A6 ��E  9  E9 D  9  D9��
�� ��� ����� ����
B  9 A9�

6           
5           
6           
5           

5           
4           
5           
4           

(ending)

T
A
B

��������������������������������� 44
1 � ������ �������� ���� ���� �

5           
7           

7           
6           

5           
7           

7           
6           

4           
6           

6           
5           

� � �
������ �������� ���� ����
5           
7           

7           
6           

5           
7           

7           
6           

4           
6           

6           
5           

� � �
� � ������ �������� ���� ���� �

5           
7           

7           
6           

5           
7           

7           
6           

4           
6           

6           
5           

� � �

A6 A  6  A6� A6 A  6  A6� ������ �������� ���� ����
5           
7           

7           
6           

5           
7           

7           
6           

4           
6           

6           
5           

� � �
�

A6 A  6  A6�
A6 A  6

1           

X           X           
  V  IV

2           3           

�
X           X           

4           1           2           3           4           

Ex. 9

12-bar horn riff arrangement in A
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HAVING AN OPPORTUNITY TO PRES-

ent a transcription with commentary by 
the guitarist responsible for one of classic 
rock’s most badass riffs is a rare occur-
rence and treat. This month, my buddy 
Kasim Sulton, who has been Blue Öyster 
Cult’s bassist for the past several years, 
helped make such a scenario happen, via 
an introduction to none other than guitar-
ist Buck Dharma and a quick reminiscence 

about the band’s early hit, “Cities On 
Flame with Rock and Roll.”

“‘Cities’ was recorded with the rest 
of our first Columbia LP at the Ware-
house, a prominent New York jingle 
studio in Manhattan in the ’60s, ’70s, 
and ’80s. Albert Bouchard came up with 
the primary musical idea for the song, 
which was inspired by Black Sabbath’s 
‘The Wizard.’ We couldn’t, of course, 

just copy Sabbath’s lick, so I was tasked 
with coming up with an original riff that 
not only sounded different, but was also 
more complex and tricky to play. Simi-
larly, when I met Sting back in the Police 
days, he told me he’d taken the lick from 
‘Don’t Fear the Reaper’ and expanded it 
to form the basis of ‘Message in a Bottle.’

“I was playing a Gibson SG Standard 
on that first record, and recorded with a 

Blue Öyster Cult’s “Cities On Flame 
with Rock and Roll”
BY JESSE GRESS

>>>  CL ASSIC RIFF

Cities On Flame With Rock ‘N’ Roll  
Words and Music by Samuel Pearlman, Donald Roeser and Albert Bouchard 
Copyright © 1972 Sony/ATV Music Publishing LLC. Copyright Renewed. All Rights Administered by Sony/ATV Music Publishing LLC, 424 Church Street, Suite 1200, Nashville, TN 37219
International Copyright Secured All Rights Reserved. Reprinted by Permission of Hal Leonard LLC
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Marshall 800 or Super Lead—whatever 
Marshall was selling as a 100-watt stack in 
1970. We used Marshalls because Hendrix 
and Clapton were using them, after first 
buying a bunch of Acoustic amps because 
the Doors had used them. The half-stack 
was cranked up really loud, to get that 
sawing Marshall sound, and loaded into 
the studio room, which contributed to the 
tone of the lick. It was likely mic’d with a 
Shure SM57 or Sennheiser 421 dynamic 
microphone. I used a patch cord to con-
nect the bass and treble channels of the 
Marshall together. You need both to get a 
full-range sound out of those early Mar-
shall amps.”

Dharma employed contrasting rhythmic 
phrasing—sparse in bar 1 and busy in bar 
2—and a nearly fourth-less F# blues scale 
to forge the song’s killer two-bar signa-
ture riff, notated in all its glory in Ex. 1. 
The riff appears four times throughout 

the song’s intro—two times with nearly 
two beats of rests in bar 1, and twice 
embellished with snarly, blues-based 
fills replacing the rests, as illustrated in 
bar 3. The C’s have been enharmonically 
notated as B#’s, to avoid excessive acci-
dentals, and I’ve included three barely 
audible “ghosted” double-stops that 
occur randomly.

Buck’s website (buckdharma.com) 
offers a descriptive play-by-play that orig-
inally appeared in his 1984 Guitar Secrets 
column in GP: “The first finger kicks it 
off on the 2nd-fret low-E string, followed 
by the pinky on the 5th fret of the same 
string. The last note in this phrase (as 
well as the first note in the second phrase) 
is the same as the first—F#. Then it’s C 
(notated as B#) to C# on the 3rd and 4th 
frets of the A string, using your middle 
and ring fingers. Go up to the F# on the 
D-string’s 4th-fret with your ring finger 

and follow the same C-to-C# combo, ending 
on the 2nd-fret, D-string E note. Repeat 
those last three notes—C, C#, and E—and 
move down to the A-string’s 3rd-fret (C) 
for a double pull-off, which goes from C 
to B on the 2nd fret to an open A string. 
The last two notes are the F# on the 2nd 
fret of the low E string, and the open E. 
Then start all over again.”

“The live performance of ‘Cities” is 
quite different than the original studio 
version. For one thing, Eric Bloom took 
over the vocal duties after Albert had 
sung it on the record and, early on, live. 
We also extended the arrangement with 
more jamming and made it more of a 
showpiece. We still do that today. ‘Cities’ 
remains one of the featured tunes in 
BÖC’s set list and is usually performed 
as an encore.”

Special thanks to Buck Dharma and Kasim 
Sulton! g

866-319-0915
fullcompass.com/instruments

Madison County
7-piece Show Band and
Full Compass Customer
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FOR GUITAR PLAYER’S 50TH ANNIVERSARY, WE ARE COMBING THE ARCHIVES FOR INTERESTING, EDUCA-

tional, and maybe even whimsical lessons from the magazine’s past. To keep with this issue’s blues vibe, here’s an October 1984 

Lenny Breau column on soloing. Sadly, it was also Breau’s final column. The guitarist was murdered in Los Angeles on August 12, 1984, 

and the case remains unsolved. —MICHAEL MOLENDA

>>>  CL ASSIC
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The 45000 is a 4-track powerhouse
SUPER LOOPER with a console-style layout
for intuitive control. Each loop features four 

tracks and it delivers unlimited standard,
reverse and variable speed overdubbing, speed 

control, stereo loop recording and much more.
This looping tour de force also syncs to

MIDI clock and saves directly to SD Cards.
Optional external Foot Controller.

The 22500 Dual Stereo Looper’s loops can be 
locked to each other or run independently in 
free form. It lets you do verse/chorus switching 
in Sequential mode, or two-loop simultaneous 
playback in Parallel mode. A phantom-powered 
mic input adds convenience. The compact 
22500 also includes 16 Drum/Rhythm tracks,
or import your own!
Optional external Foot Controller.

With 12 minutes of stereo loop recording 
on 10 banks that remain in memory until 
you erase them, plus unlimited Standard, 

Reverse and ½ Speed overdubbing and an 
adjustable Fade Out mode, the 720 Stereo 
Looper packs plenty of power in a compact 

pedalboard friendly design.

Boasting 6 minutes of looping time, 
the super-affordable 360 lets you 
record, store and recall 11 loops. Single 
footswitch control of record, erase, 
undo-redo and unlimited overdubbing, 
plus a compact size and easy-to-use 
functionality, complete the picture.

Please visit us at NAMM booth #5396
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ROUNDUP

Gear

T H E  5 0 - W AT T  H E A D  R E M A I N S  A 

popular workhorse for guitarists who require 

the kind of power necessary to take it to a 

larger stage, while also valuing the head-

room and full-throated voice that only large 

output tubes and big iron deliver. These four 

new options from respected boutique makers 

large and small all spring from classic arche-

types to offer new twists and tones on some 

familiar templates. All were tested with a ’57 

Fender Telecaster, a Gibson 1959 Les Paul Reis-

sue, and a Novo Serus J with Amalfitano P-90s 

into a TopHat 2x12 with one early ’80s Celes-

tion G12-65 and one Alnico Cream, a Fryette 

2x12 with Fane F70s, a StoneAge 1x12 with an 

EVM 12L Classic, and a Two Notes Torpedo Live 

load box and speaker emulator with a variety 

of appropriate IRs.

New 50-Watt Tube Heads  
from Friedman, Fuchs, Hi-Tone, and Victoria 
TESTED BY DAVE HUNTER
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RUNT 50
CONTACT  friedmanamplification.com 

PRICE  $1,799 street 

CHANNELS  2 

CONTROLS  Clean: Volume, Treble, Bass, Bright 

switch. Lead: Gain, Bass, Middle, 

Treble, Master, Presence, Boost 

switch;  

POWER  50 watts 

TUBES  Four 12AX7s, two EL34s

EXTRAS  Single-button footswitch for  

channel select. Dual speaker 

outs with 4/8/16  switch. Buff-

ered series FX loop. Speaker- 

emulated XLR DI with Ground 

Lift, Axis, and Level switches.

WEIGHT  33.4 lbs 

BUILT  USA

KUDOS  A  co m p a c t  a n d  re la t i ve l y  

affordable fast track to classic 

Marshall-style lead tones with 

a surprisingly good clean chan-

nel to boot.

CONCERNS  None.

S P E C I F I C A T I O N S

HAVING ESTABLISHED HIMSELF AS A 

one-stop shop for modified-Marshall tone in 

all its glorious shades, Dave Friedman has just 

released his new, more affordable Runt series 

of amps designed for working musicians. The 

50-watt Runt 50 head, like the Runt 20 head 

and combo, uses PCB construction to rein in the 

pricing, while employing the same circuits that 

Friedman has used in many of his hand-wired 

designs to achieve some of today’s most popu-

lar rock lead tones. Friedman tells us he took the 

lead channel from his mighty BE-100—essentially 

a high-gain-modified plexi with expanded flexi-

bility (and a past GP Editors’ Pick Award winner), 

while the clean channel is “going for an Ameri-

can blackface front end.” Looks-wise, the Runt 

50 cops an offset-chassis M-style aesthetic in a 

usefully compact cabinet that’s more the size of 

an 18-watter than a plexi, although it retains the 

big-transformer heft of the 50-watter that it is.

Given their origins, the control layout of each 

channel offers no surprises. It’s worth noting 

that the lead channel has a Boost switch to 

increase gain, while the clean channel has a 

2-way Bright switch, and only the lead chan-

nel has a Master. Simple it may be, but the Runt 

50 still provides some handy bonus features 

(see spec box), the most impressive of which 

is a balanced, speaker-emulated DI via XLR 

output providing direct recording or a mic-free 

link to the P.A., with switches for Level, Ground 

Lift, and Axis (i.e., Center or Edge mic position). 

The engine runs on two EL34 output tubes with 

four 12AX7s in the preamp, and solid-state rec-

tification. As per the Runt ethos, the internals 

boast a sturdy main PCB populated with signal 

caps from Mallory and Sprague, and although 

the tube-socket connections are made directly 

to the board, the sockets themselves are also 

chassis-mounted for durability.

In the estimation of many players, plugging 

into one of Friedman’s creations has yielded a 

faster track to the classic hot-rodded Marshall-

style tone than firing up an actual Marshall. 

The Runt 50—despite its cost-saving ethos—

proves to be no exception. Little needs to be 

said other than if you’re seeking easy access 

to the kind of archetypal rock grind and sizzle 

that’s launched a thousand hits, it’s right here 

and waiting. Assessed critically, the Runt 50 

might fall a hair short of nuanced vintage- or 

boutique-grade tonal depths at those cross-

over settings where the lead channel’s crunch 

segues into more saturated lead tones, and 

the voicing here is characteristically bright and 

crispy throughout the amp’s range, but it’s a fun 

and inspiring ride all across the dial for anything 

in the broad basket of ’70s- and ’80s-inspired 

EL34-driven tones—and there are some smok-

ing high-gain tones available with that Boost 

engaged, too. The clean channel also offers a 

better platform for sparkle and chime than the 

under-served rhythm voices on many more expen-

sive channel switchers. In short, the Runt 50 is 

a good’un, and likely to make a host of classic 

rockers extremely happy. 

FRIEDMAN RUNT 50

>>>  ROUNDUP
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FUCHS ODS-II
CONTACT  fuchsaudiotechnology.com

PRICE  $3,995 street, plus $500 upgrade 

for hardwood cab, as reviewed

CHANNELS  2 

CONTROLS  Channel A & B: Gain (pull Boost), 

Bright, Deep, and EQ switches; 

High (pull Mid Boost), Mid (pull 

for frequency shift of Mid Boost), 

Low. Channel A: Master. Channel 

B: Drive, Overdrive Master, Tone, 

Reverb, Dwell, Level. Shared  

Presence and Master

POWER  50 watts 

TUBES  Four 12AX7s, one 12AT7, two 

6L6GCs (will take EL34s with 

rebias)

EXTRAS  Six-button footswitch for Chan-

nel, Overdrive, Mid Boost, Reverb. 

Speaker outs for 4 , 8 , and 16  

loads. Preamp FX loop with Send 

and Return levels, series/paral-

lel switching. Post-preamp FX 

loop. Built-in digital bias meter 

with check points and adjust-

ment controls. Cooling fan with 

Hi/Lo/Off switch

WEIGHT  30.4 lbs 

BUILT  USA

KUDOS  A cleverly designed and ridicu-

lously versatile “double-D” in a 

relatively compact package.

CONCERNS  Digital reverb might not be to 

everyone’s taste.

S P E C I F I C A T I O N SI  CAN’T ATTEST TO WHETHER “THE 

Dumble sound,” et al, was Andy Fuchs’s prime 

inspiration for getting into the amp game, but 

it sure has given him a great peg on which to 

hang his hat. His Fuchs Audio Technology of New 

Jersey has become one of the larger and more 

successful proponents of that popular genre, 

and the ODS-II is the culmination of that pas-

sion. If the maker’s popular ODS—now refined 

into the  new ODS Classic after 15 years—rep-

resents the classic take on D-tone, the ODS-II 

is here to fill an objective that might be defined 

as “let’s take an ODS and give it everything we 

can possibly think of to take its versatility and 

functionality off the charts.” There isn’t nearly 

room enough here (or virtually anywhere) to 

discuss all that the ODS-II can do; in brief, think 

of it as an ODS that gives you two full Dumble-

inspired channels, one with Lead mode, masters 

on both plus a global master, mid boost and 

tone-stack bypass boost on both, 16-bit digital 

reverb (designed by Keith Barr of Alesis), two 

buffered effects loops (tapping different stages 

within the circuit), and a crazy ton of flexibility 

via the six-button footswitch that’s included.

Functionality extends to a built-in bias 

meter with check and adjustment points 

on the amp’s rear panel, so you can get the 

most out of any pair of 6L6GCs you pop 

into it, and there’s also a fan (with Hi/Lo/Off 

switch) to keep them cool. Fuchs’s construc-

tion employs a thick, double-sided PCB for the 

main board, loaded with quality components 

and completed with hand-wired connections, 

plus several smaller boards for various cir-

cuit stages. All tube sockets other than that 

for the internal 12AT7 output-tube driver are 

chassis-mounted and connected with flying 

leads, and transformers are all U.S.-made. A 

lot of thought has clearly gone into the layout, 

which, along with details such as DC filament 

supplies, helps to keep the signal crisp and the 

noise low. Outside, the ODS-II boasts what we 

might call “Double-D” cosmetics, in a squat, 

tank-like head with the optional luxury of a 

finely crafted hardwood cabinet.

You could write a book on the sonic varia-

tions available from this beast, so I’ll primarily 

address the amp’s core sound here: suffice it 

to say the ODS-II provides a great and acces-

sible rendition of that popular D-sound for gui-

tarists who seek it in more than just a “two- or 

three-trick pony.” Having two entirely differ-

ent renditions of that delectable clean-plus-

lead-plus-boost tone yields utterly unbridled 

versatility, and I can’t imagine there are many 

contemporary rock, jazz, or fusion players who 

couldn’t find something to like here. That sweet, 

rich, harmonically plump lead tone is available 

in abundance, sure, but I also enjoyed tapping 

two variations of clean tones at will, boosting 

to taste, and so forth. The digital reverb offers 

a good simulacrum of the studio effect, and to 

my ears, rather conversely, sounded better on 

lead tones than on clean (I still find it hard to 

beat a dab of analog spring reverb when you 

want to splash up a clean electric guitar), but 

it’s a sound many Dumble fans are likely to 

appreciate overall. If you don’t need this amp’s 

hyper functionality you might prefer Fuchs’s 

ODS Classic, but for a player looking to do it all 

in one compact and ridiculously flexible pack-

age, the ODS-II’s achievement makes it worthy 

of an Editors’ Pick Award.

FUCHS ODS-II
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HT50 JP
CONTACT  hi-tone-amps.com

PRICE  $2,049 direct 

CHANNELS  1 

CONTROLS  Input Volume, Balance, Bass, 

Treble, Middle, Presence, Master 

POWER  50 watts 

TUBES  Three 12AX7s, one 12AT7, two 

EL34s 

EXTRAS  One-button footswitch for  

remote Balance (dual input 

volume) level. Dual speaker 

outs with 4/8/16  switch  

(buffered FX loop available for  

a $250 upcharge)

WEIGHT  42 lbs   

BUILT  USA

KUDOS  A boldly authentic take on the 

classic Hiwatt DR504 circuit with 

a useful modification. Excellent 

build quality

CONCERNS  Some unused holes in the chas-

sis top should probably be closed 

off for safety considerations.

S P E C I F I C A T I O N S

ONE GLANCE AT THE HI-TONE HT50 JP 

and fans of the bolder, punchier verges of British 

tone will know exactly what they are looking at; 

or nearly, anyway, since this hand-wired, Amer-

ican-made amp revitalizes a rare variant of the 

fabled Hiwatt DR504 circuit. Hi-Tone is the prog-

eny of Hiwatt fanatics Clayton Callaway and Mark 

Huss, with assistance in “U.K.-based component 

sourcing and circuit accuracy” from Glynn Reeves, 

the son of late Hiwatt founder Dave Reeves. If you 

think all this implies that Hi-Tone goes out of its 

way to render its amps as accurately as possible to 

the original Hiwatt designs and build techniques, 

you’d be right: components are hefty and of high 

quality, the wiring work is impressively tidy, and 

Reeves-certified build techniques are adhered 

to throughout the HT50 JP chassis. 

The JP differs, however, in an entirely sen-

sible refinement of one of Reeves Sr.’s rare 

custom modifications of the circuit, bringing to 

it what can only be described as an improve-

ment. (The “JP”, by the way, stands for Jimmy 

Page, and represents the variation of the clas-

sic DR circuit as built for the Zep guitarist back 

in the day.) Using another 12AX7 tube as a  

cathode-follower to drive a line-level signal, the 

preamp follows the first Gain control with a Bal-

ance control, which can be adjusted to provide 

a second, footswitchable volume control (with 

no tone suckage thanks to Hi-Tone’s use of  

Vactrol switching, rather than sending the signal 

all the way out the footswitch cable and back, as 

Reeves’s original design did). The result is not so 

much a high-gain lead option, as two selectable 

levels of volume from what is otherwise a stan-

dard single-channel Hiwatt-style circuit. “How-

ever,” Huss from Hi-Tone adds, “most of our users 

don’t seem to bother with the footswitch, and 

just use the Balance control as a mild gain con-

trol.” While these amps’ cosmetics and control 

layout always made them look much like high-

end Marshall wannabes, a poke around the Hi-

Tone reminds us that they were anything but, 

as the amp employs an entirely original circuit, 

tweaked at every turn to maximize punch, clar-

ity, and headroom, with an EQ stage that is very 

different from—and arguably more flexible and 

effective than—the JTM45’s or plexi’s traditional 

tweed-Fender-derived cathode-follower tone 

stack (the cathode-follower before the Balance 

control is used very differently).

Fane has earned a reputation as the speaker 

brand of choice with this style of amp for rea-

sons that were immediately apparent once I 

plugged the HT50 JP into the Fryette cab. The 

combination is bold, clear, and thumping, and 

a fast track to that pummeling Pete Townsh-

end rhythm tone circa Live At Leeds (albeit in 

50-watt, smaller-venue form), or, with an Xotic 

BB-Preamp and EP Booster stacked in front, a 

throaty, singing David Gilmour-ish lead tone. 

Whether footswitch-selected or just set and 

forgotten, the JP’s Balance control does indeed 

offer a useful, if subtle, extra. The classic DR504 

circuit is still there in all its glory, but the added 

stage helps to tease out further nuances of gain 

staging, while adding an extra dab of flexibility. 

Cranked through the TopHat cab, the HT50 JP 

also copped other flavors of classic Brit-rock 

tone, and it’s one loud 50-watter by the time 

you hit the breakup zone. The Master helps 

some, but the amp really sounds its best with 

that knob rolled toward its higher numbers. All 

in all, this is a powerful and well-built amp at a 

very good price, and a great option for serious 

fans of Dave Reeves’ Hiwatt legacy.

HI-TONE HT50 JP
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SOVEREIGN
CONTACT  victoriaamp.com

PRICE  $3,199 street

CHANNELS  1 

CONTROLS  Gain, Volume, Treble, Bass, Middle, 

Presence, Resonance

POWER  50 watts 

TUBES  One EF86, two 12AX7s, one 12AT7, 

two EL34s (can use 6L6GCs or 

KT66s with rebiasing)

EXTRAS  Full/Half-power switching. Dual 

speaker outs with 4/8/16   

switch. Buffered FX loop with  

Balance and Level controls

WEIGHT  35.2 lbs  

BUILT  USA

KUDOS  Great build quality. Stylish looks. 

Compelling and superbly play-

able sounds that offer an origi-

nal twist on mid-’60s Marshall 

goodness.

CONCERNS  None.

S P E C I F I C A T I O N S

LO N G  O N E  O F  T H E  W O R L D ’S  M O ST 

popular makers of high-end tweed reproduc-

tions, Victoria has also launched several more 

original designs over the years, of which the 

Sovereign was one of the earliest, and most 

fabled. The Sovereign was originally designed 

in 1998 as a model called the Rockin’ Reverb, 

and was only ever built in small numbers due 

to the troublesome nature of the 6BM8 tube 

that powered its reverb circuit, and the micro-

phonic EF86 in the preamp. Part of what has 

inspired proprietor Mark Baier to revive the cir-

cuit, however, is the recent improvement in 

newly made versions of a different tube. As 

he tells us, “When the new Tung-Sol EF806S 

was introduced, the world finally had a stable 

enough EF86 to get serious.” To keep hassles 

to a minimum, the new Sovereign drops the 

reverb option altogether, but includes a tube-

buffered FX loop so you can inject your own, 

with both a Blend control for dialing in depth of 

effect, and a Level control, which doubles as a 

master volume or output booster when nothing 

is inserted into the loop. To further enable your 

gain structuring, the dual inputs present con-

siderably different sensitivities to the preamp, 

1 being noticeably hotter than 2.

Put simply, think of this unusual Victoria 

creation as a Marshall JTM45-meets-plexi-

type amp powered by a pair of EL34 output 

tubes (6L6s or KT66s can also be used with 

rebiasing), but with a juicy EF86 pentode 

preamp tube in front of the standard 12AX7 

in the first gain stage, which can be dialed in 

via the Gain control to ramp up varying flavors 

of thick, creamy crunch and lead tones. Other 

bonus features include a Resonance control, 

which fine-tunes the low-end response, and 

a half-power mode accessible via the 3-way 

Standby switch. The Sovereign looks great out-

side, with a vintage-M-style dress that includes 

a lusciously tactile cloth in the sandwich-front 

design. Inside, the amp reveals the robust and 

high-quality standards we’ve come to expect 

from Victoria, following the company’s Fender-

inspired eyelet-board construction long seen 

in its other products.

With the Gain knob at “0” and only 12AX7-

induced gain via the Volume control, the Sov-

ereign already puts out an extremely tasty 

rendition of mid-’60s, transition-era Marshall 

tone, with a chewy, tactile playing feel and a 

voice that’s classic rock ’n’ roll. Gradually add 

in the EF86, and things really get interesting. 

There is serious sizzle available here, but it’s 

old-school gain—fat, buoyant, raw, and slightly 

hairy without being too fizzy. The Sovereign’s 

character shines through as a feel thing as much 

as it does a quality of sound. Meaty, rich, and 

broadly appealing, it’s a player’s amp through 

and through. And although there’s plenty of 

flexibility to be found in its two-knob gain struc-

ture, versatile EQ, and highly functional FX loop, 

it’s utterly great as a set-and-forget platform—

a delectable vintage-voiced tone cushion that 

offers a cozy ride for anything you want to lay 

out onto it. The half-power mode does its 

thing well, although it induces a softer, rounder, 

looser sound along with it. All in all, though, 

the Sovereign is very groovy stuff that delivers 

hip original sounds in a fun, “coulda’ been vin-

tage” package. g

VICTORIA SOVEREIGN
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STEMMING FROM A DESIGN THAT JOHN 

Page introduced when he began his own custom 

shop in 2006 (Page had previously headed the 

Fender Custom Shop), the new AJ is an intrigu-

ing guitar that advances an age-old platform 

into an instrument that’s designed to reel in 

players looking for many of the things a Tele-

caster delivers in a package that is modernized 

in all the right ways. It begins with a body that 

is contoured on the back and front and gets a 

reshaped lower horn and a streamlined neck 

heel to facilitate access to the high frets. A P-90 

of Page’s own design mates with his version of 

a Tele pickup, which sits in a reverse-angled 

mounting plate in order to lend more warmth 

to the high strings. A Bakelite pickguard brings 

some old-school charm to the brew, and Page 

also retained the classic-style bridge with three 
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AJ 
CONTACT  johnpageclassic.com 

PRICE  $1,499 street

NUT WIDTH  1.68" antique bone

NECK  Maple, bolt-on

FRETBOARD  Rosewood, 25.5" scale, 12" radius 

(maple also available)

FRETS  22 nickel silver (.095" wide x 

.045" high)

TUNERS  Gotoh staggered vintage-style

BODY  Alder

BRIDGE  JP vintage T-style with reverse 

pickup angle and three brass 

compensated saddles

PICKUPS  Bloodline by John Page JP-3P 

P90 (neck), Bloodline by John 

Page JP-3T Tele (bridge)

CONTROLS  Volume, Tone, 3-way switch (noise 

cancelling with both pickups on)

FACTORY STRINGS  D’Addario EXL110, .010-.046

WEIGHT  7.1 lbs 

BUILT  Japan

KUDOS  A modern take on a T-style with 

expressive tones and great play-

ing feel.

CONCERNS  None.

S P E C I F I C A T I O N S

John Page Classic AJ
TESTED BY ART THOMPSON
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>>>  JOHN PAGE CL ASSIC

brass saddles, which are step-compensated to 

improve intonation. 

Wearing a Black Metallic paint job (2-Tone 

Sunburst, Seafoam Green, and Desert Sand 

are also available), the AJ plays beautifully 

thanks to its satin-finished medium C profile 

neck, finely worked frets, and a setup that lays 

the strings nice and low to the 12" radius fret-

board. Here’s where a modern approach to neck 

design pays off (including being attached with 

machine screws into threaded inserts), as the 

guitar is so accommodating to any style you 

throw at it, and sounds solidly in-tune wher-

ever you grip—just an all-around easy player 

that throws down for everything from jazz and 

blues to country and rock. 

Played though a Carr Sportsman, Marshall 

CODE 50 and CODE 20 combos, and a Mesa/

Boogie JP-2C running though a Mesa 4x12 

Recto cab, the AJ sounded right at home deliv-

ering sparkling cleans, dynamic grind, and full 

bore soaring sustain, all with a stringiness and 

note definition that allow complex chords to 

ring clearly, while providing the essential juici-

ness and girth that give sweet texture to highly 

overdriven sounds. The lower-wind P-90 in 

this guitar grooves well with the Tele pickup 

for greasy funk playing, and the Tone control’s 

voicing takes things from slinky rhythm sounds 

to buttery leads and never gets too muddy or 

indistinct when turning it down for jazzier vibes. 

The Tele has always been famous for the range 

of sounds and styles it can cover, and the AJ 

simply enhances that quality in a soulful, fun-

to-play guitar that looks killer, does pretty much 

anything you need it to, and comes in at a great 

price for this level of quality. g





88  G U I TA R P L AY E R . C O M / F E B R U A R Y 2 0 1 7

LATIN FOR “TO MAKE NEW,” NOVO IS 

a fitting brand for Dennis Fano’s new operation, 

which sees the long-time progenitor of retro-

cool-boutique—via his own builds and those 

licensed to Premier Builder’s Guild—striking 

back out on his own after the dissolution of his 

agreement with PBG. Our review sample is his 

Serus J model, which clearly bears plenty of Fano 

DNA, while taking it all in a new direction the-

matically. Given the guitar’s 25.5” scale length, 

nouveau-offset body, and high-quality Mastery 

bridge and vibrato unit, it’s no stretch to see this 

as Novo’s twist on the Jazzmaster format. How-

ever, there are more than enough new ingredi-

ents here to take things in alternative directions. 

Fano is using tempered woods in many of his 

Novo guitars, and this Serus J incorporates such 

specially cured timbers in its solid pine body and 

maple neck. While some instrument makers rave 

about deluxe wood-seasoning techniques, and 

others call them snake oil, Fano says he’s found 

the proof in the pudding: “I’m loving the tem-

pered woods. They are very resonant and lively, 

sustain is off the charts, and those things have 

been consistent in all of our builds that incor-

porate tempered material.” 

To whatever extent their properties might 

influence the guitar’s sonic characteristics, these 

woods look fantastic. The grain of the pine body 

exudes tactile waves through the hand-aged 
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SERUS J
CONTACT  novoguitars.com

PRICE  Starting at $2,999  

($3,149 as reviewed) 

NUT WIDTH  1.65"

NECK  Tempered maple, medium-C  

profile

FRETBOARD  Rosewood, 25.5" scale, 9.5"  

radius

FRETS  21 Jescar 6125 (medium) 

TUNERS  Kluson single-line

BODY  Solid tempered pine

BRIDGE  Mastery bridge and Mastery  

Jazzmaster-style vibrato 

PICKUPS  Two Amalfitano Novo P-90s

CONTROLS  Volume, Tone, 3-way switch 

FACTORY STRINGS  D’Addario NYXL, .010-.046

WEIGHT  7.2 lbs 

BUILT  USA

KUDOS  A creatively original take on a  

classic ’60s design. Great playing 

feel. Surprisingly versatile tones.

CONCERNS  None.

S P E C I F I C A T I O N S

Novo Serus J 
TESTED BY DAVE HUNTER
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>>>  NOVO

Ocean Turquoise over a ’60s sunburst finish in 

thin nitrocellulose lacquer (a $150 upcharge for 

the finish-on-finish paint job), while the maple 

neck is richly ambered and has a hard, smooth 

feel. The result is a light instrument for a large-

bodied offset design, and one that’s surprisingly 

comfortable to play. Complementary details 

include a two-piece tortoise pickguard, clay-

dot fingerboard inlays, and a color-matched 

headstock (I dig the swooped “N” of the Novo 

logo). The P-90 pickups by Amalfitano read 

8.36k  in the bridge position and 7.21k  in the 

neck, and their signals route through Emerson 

Pro CTS Volume and Tone pots and an Emer-

son paper-in-oil signal capacitor. 

The Serus J was a blast to play through 

a Benson Chimera and a Friedman Runt 50 

through a variety of speaker cabs. While I appre-

ciate the Jazzmaster ethos, I have never been a 

huge fan of this Fender model, and often find the 

bridge/trem setup results in a light-toned and 

fragile-feeling instrument. Not so here, thanks 

in part to the Mastery hardware. The Serus J 

has loads of ring and sustain, with a richly res-

onant and loud acoustic tone, and the playing 

feel is superb at both the left and right hands. 

Plugged in, it’s Jazzmaster-ish, sure, but these 

P-90s lend extra bite and snarl to the format, 

turning it more easily to classic rock or cook-

ing blues than you might normally expect from 

an offset, while still delivering a clear, snappy 

chime when you dial down the volume. All that, 

and—no surprise—it’s an endlessly cool indie- 

and alt-rock machine, with a swaggering sonic 

character and appealingly textural depths. Put 

it all together, and the Serus J earns an Editors’ 

Pick Award. g

WALRUSAUDIO.COM 
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THE LONG HISTORY OF MARSHALL HAS 

resulted in scores of amplifiers and speaker cab-

inets that have given guitarists a lot of latitude 

when it comes to selecting rigs that best suit 

their needs. Marshall may be new to the mod-

eling game, but its recently introduced CODE 

Series amps—which include 25-, 50-, and 100-

watt combos and heads—aim to capture a lot 

of these great sounds (as well as those of other 

classic American and British amps) in a conve-

nient and user-friendly package. CODE not only 

provides a selection of over 100 presets that you 

can use to get up and running right away, but 

it also lets you mix and match preamp, power 

amp, and speaker cabinet emulations to create 

custom “amplifiers” that never existed in the 

real world but can bring very interesting tones 

to your bag of tricks. These high-quality digital 

models were created by audio software com-

pany Softube, hence they are referred to as Mar-

shall-Softube or MST.

Aside from wattage and speaker, the CODE 

50 and CODE 25 combos on deck here have 

essentially the same features: Top-mounted 

controls for Gain, Bass, Middle, Treble, Volume, 

and Master; Preset and Edit knobs (one knob 

performs both functions on the CODE 25), and 

buttons for Pre FX, Amp, Mod, Delay, Reverb, Cab, 

and Exit/Store (the latter also incorporates an 

LED to indicate Bluetooth and store modes). All 

I/O connections are on the top panel and there 

is no effects loop or extension speaker jack.

A backlit display screen shows the presets 

and edit functions, but using a smartphone to 

select amp, cab, and FX models, and tweak 

parameters is really the way to go. Courtesy of 

the amps’ Bluetooth connectivity, you use your 

iOS or Android device to program up to 100 per-

sonal custom presets via Marshall’s Gateway 

app, which is a free download on iTunes and 

Google Play. Besides controlling CODE func-

tions, the app also allows you to store presets 

in the Gateway library and/or share them with 

friends. Gateway offers an intuitive and easy way 

of putting the amp/cab elements together so 

you can hear right away what, say, a 1962 Blues-

breaker preamp paired with a British Class A 

power stage (read Vox AC30) and a Marshall 

1960V cabinet sounds like. Add effects like trem-

olo and spring reverb (five effects can be used 

simultaneously), and now you’ve got a rig that 

sounds like nothing else exactly. Load a track 

into Gateway (or simply play songs from your 

phone) and you can jam along in realtime using 

your new “maverick” amp. Very cool for practic-

ing, working out solos, etc.

That’s just one example too, as CODE’s MST 

menu consists of 14 preamps, including Marshall 

JTM45 2245, 1962 Bluesbreaker, 1959SLP plexi, 

JCM800 2203, JCM2555 Silver Jubilee, JCM2000 

DSL100, and JVM410H. There are also four MST 

power amps (EL34, 5881, EL84, 6L6), eight Mar-

shall speaker cabinets (1960, 1960V, 1960AX, 

1960HW, 1936, 1936V, 1912, and 1974X), and 24 

nice sounding effects, including compressor, clas-

sic stompbox distortions, auto wah, pitch shifter, 

Marshall CODE 50 and CODE 25
TESTED BY ART THOMPSON

CODE 50
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chorus, phaser, flanger, tremolo, delays (with tap 

tempo), and a variety of reverbs. 

Marshall’s Director of Marketing & Artist 

Relations, Nick Bowcott, offered to program 

some custom sounds into these two CODE 

amps before sending them to GP, so I sug-

gested songs with very identifiable guitar tones 

by Billy Gibbons, Eric Johnson, Keith Richards, 

Robben Ford, George Benson, SRV, and Dime-

bag. This turned out to be a cool thing because 

these handcrafted tones showed the capability 

of CODE to create everything from dead clean 

to demonically overdriven tones, all without 

wading though the factory presets and rolling 

down effects to get to the, well, core sounds. 

Exploring these and other tones created using 

the presets as starting points revealed how well 

the MST pre- and power-amp models are able 

to cop the compression and harmonic texture 

associated with tubes, and create a similarly 

tactile response to picking dynamics. It would 

have been nice to listen to them though differ-

ent speaker cabinets, but only the CODE heads 

give you that option.

 The ability to concoct just about any “rig” 

you can think of is an interesting thing in itself, 

and the stout selection of quality effects 

makes it possible to cover a big spectrum of 

tones that can be recalled instantly using Mar-

shall’s optional PEDL-91009 4-button foot-

switch ($69 street). 

While the CODE 50 and 25 are function-

ally identical, the larger model has some 

clear advantages for live performance, while 

still being very portable for a 1x12 combo. It’s 

attractively priced for everything it does, and 

it’s a little easier to get around on thanks to 

the larger display screen. If size matters, the 

CODE 25 is a stout little powerhouse that’s 

loud enough for playing in smaller places and 

only takes up about as much floor space as 

a 5-watt tube amp. At any rate, these CODE 

models represent some new thinking from 

a company whose reputation is so rooted in 

vacuum tube technology, and, based on their 

performance, it’s clear that Marshall has gone 

to great lengths to ensure you’ll be impressed 

by what CODE has to offer. g
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CODE 50 AND CODE 25
CONTACT  marshallamps.com 

PRICE  $249.99 street; $199.99 street 

for the CODE 25 

CHANNELS  1 

CONTROLS  Gain, Bass, Middle, Treble, Volume, 

Master. Preset and Edit knobs. 

POWER  50 watts; 25 watts for CODE 25 

TUBES  None

EXTRAS  14 preamps, 8 speaker cabinets, 

4 power amps. 24 digital effects 

(five simultaneously). Controlla-

ble via Bluetooth or USB. Tuner. 

Aux input. Headphone/record-

ing output. Footswitch jack for 

optional PEDL-91009 4-way 

switcher.

SPEAKER  12" custom design; 10" speaker 

for CODE 25

WEIGHT  28.6 lbs; CODE 25 13.4 lbs 

BUILT  China

KUDOS  Versatile array of amp, cab, and 

effects models. Easy programming 

on iOS and Android devices via 

Marshall Gateway app. Streams 

music from your phone or tablet 

over Bluetooth for practice or solo 

gigs.

CONCERNS  Desktop editor not available. No 

extension speaker jack.

S P E C I F I C A T I O N S

CODE 25

CODE 50  

(above)

and CODE 

25 control 

panels.

Marshall’s Gateway 

app lets you use iOS 

and Android devices  

to program up to 100 

personal custom  

presets via Bluetooth.
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THE MAINLINE IS A 300-WATT SOLID-

state stereo power amplifier designed to emu-

late the sound and feel of a tube guitar amp. 

Rather than providing the relatively flat fre-

quency response typical of most other solid-

state power amps, it employs proprietary 

circuitry designed by LA Custom that enhances 

specific frequencies for a warmer sound, as 

well as providing a more tube-like response 

to playing dynamics.

The single-rack-space unit outputs 150, 75, 

or 37.5 watts per channel into a 4 , 8 , or 16  

load respectively. Bridging the outputs yields 

300 watts into an 8  load or 170 watts into 

a 16  load. The Mainline may be configured 

to power any setup from a single mono cab 

to four cabs in stereo with two cabs per side.

The amp’s front-panel controls are very 

straightforward. Each of the two channels has 

controls for Resonance, Presence, and Level. 

The Resonance control fattens up the low end, 

the Presence control emphasizes the highs, and 

the Level control adjusts the output volume. 

On the rear panel are two 1/4" inputs and 

two pairs of 1/4" outputs for Channels 1 and 

2. The inputs may be switched from line level 

to instrument level, enabling you to plug a 

guitar or bass directly into the amp without a 

preamp. The instrument-level inputs will also 

accept the output of a pedalboard, making the 

Mainline ideal for amplifying the effects in a 

wet/dry or wet/dry/wet amp configuration.

Also on the rear panel are a voltage switch 

for selecting 115- or 230-volt operation and a 

Stereo/Bridge switch for selecting stereo or 

mono operation. Inside, a very handy Automatic 

Short Detection circuit powers down the amp 

should the outputs be shorted for any reason.

I tested the Mainline in stereo mode using a 

Fractal Audio Axe-Fx II XL preamp and a Yamaha 

THRC212 2x12 speaker cabinet loaded with 

Eminence Legend 1218 and Tonker 8  speak-

ers. To begin with, I created some preamp-only 

presets to better hear the sound of the power 

amp and cab. I liked what I heard, though one 

Rocktron Mainline
TESTED BY BARRY CLEVELAND
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preset sounded a little thin, so I compensated 

by turning up the Resonance controls, which did 

the trick. Both Resonance and Presence sweep 

wide ranges, making it possible to easily dial in 

the optimum frequency balance. Bridging the 

amp to mono yielded equally good results. Next, 

I set the Mainline’s inputs to instrument level 

and plugged the stereo output from my pedal-

board directly into them. This, too, sounded really 

good, and after some experimentation I found 

that simply keeping the Resonance and Pres-

ence controls straight up worked fine.

In both applications the Mainline did indeed 

sound and respond much like a tube guitar amp, 

without the stiffness or harshness found in some 

solid-state amps. At the same time, the sound 

was fairly neutral, with little of the glassiness, 

sag, or other idiosyncrasies that add personality 

to classic tube-amps; and that’s actually pref-

erable if you plan to use it with amp-modeling 

devices, as the models themselves already pos-

sess those characteristics.

The Mainline weighs just over 17 lbs, though 

some of that heft is attributable to its ultra-

roadworthy build quality. It’s also worth noting 

that for such a powerful amp, it is very quiet 

and operates at a relatively low temperature. All 

told, the Mainline is a well-built, flexible, great-

sounding amp that’s priced squarely in reach of 

working players. g
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MAINLINE
CONTACT  rocktron.com

PRICE  $459 street

CHANNELS  2

INPUTS  Two 1/4"

OUTPUTS  Two  1/4" (Channel 1), two 1/4" 

(Channel 2)

CONTROLS  Level, Resonance, Presence (x two 

channels), Power switch, Instru-

ment/Line level input switch,  

115-/230-volt switch, Stereo/

Bridge switch

POWER  300 watts

EXTRAS  Automatic Short Detection  

circuit

WEIGHT  17.4 lbs

BUILT  China

KUDOS  Sturdy. Versatile. Tube-like sound 

and response.

CONCERNS  Weighty.

S P E C I F I C A T I O N S



96  G U I TA R P L AY E R . C O M / F E B R U A R Y 2 0 1 7

I F  T H E R E  E V E R  WAS  A  G O L D E N  AG E 

for electric guitars, the mid 1950s to the late ’60s 

was surely it. So many styles, variations, and inno-

vations were popping up faster than The Beatles 

could put out 45s. Interestingly, a lot of the gui-

tars some players considered junk because they 

weren’t a Fenny or a Gibby have grown quite a 

reputation. The intrepid explorers who sought 

out their own sound and look boldly took these 

non-Fender/non-Gibson “whack jobs” into stu-

dios and onto stages. But here’s a model that no 

one chose! This guitar is so obscure that I’m not 

sure it was ever assigned a model number or a 

nameplate. It’s likely a mid-’60s Zenon, Zimgar, 

Tele-Star, or St. George made by Teisco or Kawai 

in Japan. As far as I can tell, the groovy, orange-

spotted aluminum foil overlay is stock. Not so 

with the “Capri” logo. That was added 

after I took it off my sister’s orange, 

1968 Ford Capri.

W E I R D O  FAC TO R
The shape of the guitar screams “psy-

chedelically melted” Jazzmaster, with 

a headstock that looks like the band-

saw operator was also “chemically 

enhanced” during production. Even 

weirder is the shiny foil finish under 

all of its chrome pieces. 

P L AYA B I L I T Y  &  S O U N D
This 8.5-lb mahogany beast with 20 frets 

and a rosewood fretboard has a wide, unwieldly 

neck that’s reminiscent of a classical guitar. The 

Zenon might work best as a dedicated slide 

guitar, because you ain’t gonna be shredding 

on this baseball bat with strings! The three  

single-coils are surprisingly mellow and very 

musical-sounding. The three corresponding 

Volume knobs are pretty much the only options 

for dialing in your tones, as there are no pickup 

buttons or switches, and the fourth knob is a 

confusingly reverse-wired master Tone pot that’s 

virtually useless. That said, it was kind of neat 

turning down the volume on two of the pickups, 

and then slowly dialing one of them back in to 

find a phase-y sweet spot. During a live perfor-

mance, however, this move is a little like trying 

to dial in a Minimoog with a fog machine on. The 

whammy is smooth, but not terribly accurate. 

VA LU E
The vintage-’60’s weirdo market is just plain 

silly right now. There appear to be more collec-

tors than guitars, and prices are going up, up, up. 

I bought this guitar for 150 bucks about ten years 

ago, and, today, it could go for ten times that price!

W H Y  I T  R U L E S
Like any off-the-beaten-track, 50-year-old guitar, 

the Zenon rules because it’s unique looking and 

it sounds different. If you’re seeking a very dis-

tinctive guitar tone, something like this might 

be just the right instrument for you.

Feel free to contact me at rtcarleton@ 

gmail.com with photos of your rare weirdos. g

1968 Zenon 
BY TERRY CARLETON

>>>  WHACK JOB
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T H E  B E LOV E D  G RA N D DA D DY  O F  

Fender’s “offset” series became a major 

road warrior for alternative players almost 

from its inception; the weapon of choice for 

surf guitarists, then punk, then alt-rock and 

beyond. It was conceived with very different 

ends in mind—or mis-conceived, you might 

argue—although its unexpected applica-

tions have rendered it yet another undeni-

able pre-CBS Fender classic.

Developed in 1957 and released for sale 

in 1958, the Jazzmaster was, as the name 

implies, Fender’s first conscious effort to 

appeal to jazz guitarists. It’s often said that 

Leo Fender moved to the separate rose-

wood fingerboards from the original one-

piece maple neck/fingerboard, because he 

didn’t like the worn and tarnished look of the 

maple after use. But this new ’board was 

first used on the Jazzmaster, and was also 

considered something that might appeal 

to the more sedate tastes of jazz players. 

Also pitched to the jazzers was a new pickup 

design, with wide, flat coils surrounding six 

individual alnico rod-magnet polepieces 

that were shorter than the magnets in Tele-

caster and Stratocaster pickups. The result 

was a somewhat warmer, thicker tone, but 

the Jazzmaster still twanged, albeit with 

a rounder, meatier voice—or did so via its 

“lead circuit,” at least. In addition to that 

traditional control section, however, Fender 

included a separate “rhythm-circuit” control 

section that elicited a muted, bassy, and by 

many assessments, nearly useless, tone from 

the neck pickup alone.

These jazz-intended features didn’t appeal 

to many true jazz artists, but they sure lit a fire 

under the surf scene of the late ’50s and early 

’60s. The Ventures were the best-known early 

proponent of the model, but it was also hoisted 

by several others, the Fireballs and the Sur-

faris among them, while the rhythm guitarists 

behind two of the biggest instrumental stars of 

the day—Bruce Welch with Hank Marvin in the 

Shadows, and Nick O’Malley behind Dick Dale 

in the Del-Tones—each preferred a Jazz-

master to their frontman’s Strat. 

Although the Jazzmaster was launched 

as Fender’s top-tier model, it was never 

fully perceived as such by the broader 

guitar world. As a result, once the surf 

scene ebbed, Jazzmasters were generally 

more affordable on the used market than 

were Strats and Teles. This, in addition to 

the guitar’s appealingly original looks and 

sounds, is likely a big reason behind its 

uptake in the punk, garage, and alterna-

tive scenes from the mid ’70s onward. Tom 

Verlaine ripped it up on a Jazzmaster in the 

USA with the band Television, while Elvis 

Costello used one in the UK to establish his 

own pop-punk stylings. In the coming years, 

Robert Smith of the Cure, both Thurston 

Moore and Lee Ranaldo of Sonic Youth, 

J Mascis of Dinosaur Jr., Kevin Shields of 

My Bloody Valentine, and a steady stream 

of others continued to renew this “jazz  

model’s” lease on life. 

What can a Jazzmaster do for you? Plenty, 

if you like the general cut of that classic bright, 

snappy, jangly Fender sound, but want a 

slightly throatier bite and a smoother, sub-

tler vibrato action along with it. While Jazz-

master pickups aren’t particularly “hotter” 

than their Strat and Tele counterparts, their 

design lends a little more thickness to the 

guitar’s sound, which suits many alternative 

styles extremely well. The Jazzmaster vibrato unit 

was designed to be Fender’s finest of the breed. 

It’s apparently what Leo and Freddie Tavares 

were originally aiming at with the Strat vibrato, 

but couldn’t quite nail down in time for release. 

The vibrato itself is fairly smooth and efficient, 

although tuning instability is sometimes induced 

by the “rocker” bridge that’s partnered with it. A 

good tech can usually get one of these working 

its best for you, and many players today have 

found a great alternative in Mastery’s retro-fit 

replacement bridge, which lets the strings slide 

in well-rounded saddle grooves, rather than rock-

ing in its entirety. g

The 1959 Fender Jazzmaster
BY DAVE HUNTER

>>>  CL ASSIC GE AR
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>   Solid alder body with ribcage and fore-

arm contours 

>   One-piece maple neck with rose-

wood fretboard, attached to 

body with wood screws

>   Two wide single-coil pickups

>   New “Pat Pending” vibrato unit 

with locking mechanism

>   Three-tone sunburst finish with 

gold anodized pickguard

>   Three-way switch, master Volume 

and Tone knobs for standard selec-

tions, plus upper-bout “rhythm-cir-

cuit” with separate roller controls

E S S E N T I A L  I N G R E D I E N T S



www.newsensor.com
NOW AVAILABLE AT LEADING MUSIC STORES, HI-FI DEALERS AND SERVICE SHOPS

Tung-Sol 6L6GC STR

Built to the same “Special Tube Request”  
specs of leading amplifier manufacturers  
of the 1960s, the 6L6GC STR is a rugged  
and reliable power tube for use in the 
most demanding guitar amplifier circuits.

ALSO AVAILABLE:

12AT7/ECC81  12AU7/ECC82  

12AX7/ECC83  12AX7/ECC803s Gold Pins  

5AR4  5751  5881  6EU7  6L6G

6SL7  6SL7 G Gold Pins  6SN7GTB 

6V6GT  6550  7027A  7581  7591A 

EL34B  EF806s Gold Pins  EL84/6BQ5 

KT66  KT120  KT150

Mullard EL34

One of the most renowned tubes in 
guitar amp history. Easily handles the 
significant plate voltages of today’s mod-
ern amps while faithfully recreating the 
classic British sound. Discover why tone 
connoisseurs regard Mullard as The 
Master Valve.

ALSO AVAILABLE:

12AT7  12AU7  12AX7/ECC83 

6L6GC  6V6GT  CV4004/12AX7 

EL84  GZ34  KT88

Genalex Gold Lion KT88

After extensive research and engineering  
the famed Genalex Gold Lion KT88 is 
available once again. Recreated down to 
the finest detail, featuring gold plated 
grid wire, carbonized screen grids, and 
a tri-alloy clad plate structure for excep-
tional performance and sound quality.

ALSO AVAILABLE:

12AT7  12AU7  12AX7  

6V6GT  6922  KT66 KT77 

N709/EL84 PX300B U77/GZ34

BEST OF THE  
CLASSICS

Please visit us at NAMM booth #5396



The new Breedlove Concerto is a scientifically designed new body shape that increases the size of  

the air chamber in the lower bout, reduces the size of  the soundhole for more air compression, and 

maintains a defined waist for more comfort. The result is a bigger, louder, more lush sounding guitar 

with complex, textured tone.”

Learn more at BreedloveGuitars.com

INTRODUCING THE NEW BREEDLOVE CONCERTO
Shaping the future of  guitar
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IN THE NOVEMBER 2016 GUITAR PLAYER  HALL 

of Fame Awards, Bob Weir was inducted into the 

Gallery of the Greats along with his former left-hand 

man, Jerry Garcia. They’re infamous for electrify-

ing San Francisco’s iconic psychedelic ’60s scene, 

but prior to that, they were a couple of acoustic 

aficionados playing in Mother McCree’s Uptown 

Jug Champions. 

“Jerry was on guitar and banjo,” recalls Weir. “I 

was mostly on washtub bass. I played some jug, 

and some guitar.”

Just before his jug and washtub glory days, 

Weir spent time as a teenager working on a Wyo-

ming ranch, hanging around campfires and playing 

cowboy chords accompanying elder storytellers 

singing traditional western songs. He harkens back 

to those times on his first solo album of all original 

music in three decades, Blue Mountain [Columbia/

Legacy/Roar].

Weir anchors the entire affair on acoustic guitar, 

with tunes such as “Ki-Yi Bossie” and the title track 

consisting solely of Weir’s plaintive plucking-and-

strumming, and earnest vocals. However, much 

of Blue Mountain is layered with electric-guitar 

textures by the National’s Aaron Dessner and Bryce 

Dessner, and Steve Kimock lent lovely lap-steel to 

“Whatever Happened to Rose.” Weir partnered with 

Josh Kaufman on the production, which sounds 

like a cross between T-Bone Burnett’s modern/

roots affairs and Beck’s Sea Change. It’s beauti-

ful and melancholy. 

Josh Ritter served as Weir’s primary lyricist—a 

role traditionally held by John Perry Barlow, who 

has had a serious string of health problems. Weir 

recently threw a benefit for Barlow’s mounting 

health-care expenses at the Sweetwater Music Hall 

in Mill Valley, California—a classic club near Weir’s 

home that he helped resurrect.

Congrats on being inducted into GP’s Gallery of 
the Greats. Not many rhythm specialists have 
made it. Can you offer some insights on how to 
be a rhythm ace?

Thanks. I approach rhythm guitar with the same 

passion your average lead player approaches his or 

her instrument. When I’m singing, my guitar play-

ing is the springboard for my vocal, and it’s all part 

of telling the story. If somebody else is telling the 

BIG SKY,  
COWBOY CHORDS, 
AND TELLING  
STORIES
BOB WEIR DRAWS ON  
HIS TEENAGED CAMPFIRE  
PERFORMANCES FOR  
BLUE MOUNTAIN
BY JIMMY LESLIE
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BOB WEIR

story, then I listen carefully to what they’re 

saying—whether they’re taking a lead or 

singing. I try to contextualize it with what 

I’m doing on my guitar, and, at the same 

time, provide colors they can pick up on 

to fill out their storytelling. As far as I’m 

concerned, it’s a duet.

How did your campfire jam summers 
prepare you for life in the Dead?

Most of the old cowboy songs only 

use two or three chords, so it was pretty 

easy to intuit what changes were coming 

up, and when. All I had to do was listen to 

the story and the melody. That was a huge 

lesson in ear training and serving where 

the song wanted to go, rather than what 

I was actually playing on guitar. 

When I wasn’t out on the ranch, I was 

listening to Joan Baez and folk of her ilk—

maybe even a little Bob Dylan. They were 

playing way more developed stuff on the 

guitar, but none of that was appropriate 

for what I was doing in the bunkhouse. 

The old cowpokes would have thought 

I’d taken leave of my senses—gilding the 

lily—if I tried to get fancy with any of that 

stuff, and I would have undergone some 

abuse [laughs].

Have you ever experimented with 
open tunings?

The acoustic guitar carries “Cassidy” 

on my first solo album [Ace, 1972], and I 

wrote the song in a semi-open tuning. I can’t 

remember the original way I played it, but 

it was in a tuning something like DADGAD 

that David Crosby showed me. I’m sure he 

doesn’t remember it, because he was all 

about strange tunings at the time. I went 

through that phase real quickly, but then 

bailed on it because it was confounding. I 

couldn’t have a whole stage full of guitars 

in different tunings—moving back and forth 

between them, capoing up when we were 

drifting from key to key, or trying to do a 

seamless fifth. So I went back to standard 

tuning, and that’s where I’ve pretty much 

stayed for the rest of time.

How would you describe your acous-
tic playing on Blue Mountain compared 
to all the electric ensemble stuff that 
has been your bread and butter over the 
years?

I approached most of my acoustic play-

ing on Blue Mountain as if I were playing in 

an electric ensemble. I’m selecting notes, 

rather than playing full chords, and I’m 

arpeggiating most of the time. Each note 

is important—a little stop in the story. Also, 

I mostly played and sang at the same time. 

The whole idea was for it to feel natural. 

What’s the backstory on the primary 
guitar you played—the vintage Martin?

According to what’s stamped inside, 

and what I’ve found online about the serial 

number—68257—it’s a 1937 Martin 00-17. 

It’s made of all mahogany. I don’t think 

they’d come out with the mahogany-and-

koa wood combination yet, and I prefer full 

mahogany anyway, because it’s crisp and 

clean in the high end. Koa wood rings a 

little more in the upper midrange. I found it 

in in the classified ads, and picked it up in 

the East Bay 12 to 15 years ago for $1,100. 

At that price, I figured it was beat up in 

some way. Sure enough, the neck had been 

pulled way forward, and it was unplayable. 

But just by thumping on the box, I could 

tell it had the sound I was looking for. 

You were specifically after a small-
bodied sound?

Right. I wanted a tight-sounding guitar. 

For instance, dreadnoughts and all the 

famous big-bodied guitars were devel-

oped to sound full as an accompaniment 

instrument without a bass. As soon as 

you add a bass to the equation, you’re in 

a pissing match with it. I figured that out 

real quick when I was doing a duet deal 

with Rob Wasserman. So I became fond of 

smaller-bodied guitars for that situation—

not lacking in low end, but a tighter low 

end. The double- and triple-0s have that. 

So I zeroed in on that kind of body style, 

as I didn’t have a small-bodied acoustic 

of any sort. I’d been nosing around for a 

while when that Martin came up. I sent it 

back to the factory, and they did a really 

nice job of resetting the neck. 

How much of the Blue Mountain  
music did you sketch out on acoustic 
guitar before entering the collaborative 
process?

Most of it was back and forth, but “Lay 

My Lily Down” sprang out of that guitar 

all by itself. We created the song around 

that particular lick.

Have you been using the vintage Mar-
tin on tour?

No. I haven’t done that yet. I’m reluctant 

to subject it to the road, and I’ve got the 

prototype for a new pickup system currently 

mounted in a Huss & Dalton mini jumbo. 

They make a hell of an instrument, and it 

has been my go-to acoustic onstage, but 

it’s much bigger than the Martin. 

What’s going on with the pickup system?
I’m working with David Koltai (Pigtro-

nix/Zinky/Supro), my longtime engineer 

Mike McGinn, and the folks at D’Angelico 

on a system. We’re basically combining 

an internally mounted, omnidirectional 

microphone with a bridge pickup. We cut 

the entire low end out of the microphone 

signal, and all of the high end out of the 

pickup, to get a three-dimensional tone 

that sounds like a miked guitar, but it can 

get considerably louder onstage. 

What’s the latest on your signature-
guitar deal with D’Angelico?

We’re doing the electrics first. They will 

combine various traits from a bunch of my 

favorite semi-hollowbody instruments, 

including a tremolo system. The first one 

is my signature SS. It’s coming out at the 

Winter NAMM show, and I think I’m going 

to be there. I’ve been touring with one. 

The acoustic will wait until after we get 

the electric out. 

Can you preview the acoustic?
D’Angelico has a concert body style, 

which is close to the triple-0 body size I 

like. We haven’t really gotten busy yet, but 

we’re planning to look into the possibility 

of doing a graphite-reinforced neck, so 

that we can use tonewoods for the neck. 

We’ll do that on the electrics, as well. The 

electric model will be constantly refined. 

We’re also going to try an arched back 

on the acoustic, because I’ve had good 

luck designing guitars in the past with 

that feature.

What sonic properties does an arched 
back have? 

It makes the tone a little more cello-like, 

and it makes the sound project a little better. 

Are you planning to continue balanc-
ing dates with your Blue Mountain band 
and Dead & Company?

Yes. The plan is to do a bit of both, 

and maybe some other stuff, as well. I’m 

hoping to have the new acoustic ready for 

the summer.   g
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INQUIRIES:
Isaiah Evans
214-409-1201
IsaiahE@HA.com 

Mike Gutierrez
214-409-1183
MikeG@HA.com

Paul R. Minshull #16591. BP 12-25%; see HA.com. 44124

VINTAGE GUITARS & MUSICAL INSTRUMENTS AUCTION
March 25, 2017 | Live & Online
Results from Our October Auction

Consignment Deadline: February 1, 2017 | HA.com/Guitars

1968 Rickenbacker 4001 
Fireglo Electric Bass Guitar.

Sold For: $16,250

2003 Martin D-45 
Natural Acoustic Guitar.
Sold For: $13,750

1964 Gibson Firebird V 
Sunburst Solid Body 

Electric Guitar.
Sold For: $10,000

2009 Olson Museum 
Natural Acoustic Guitar.
Sold For: $18,750

1965 Gibson SG
Custom White Solid

Body Electric Guitar.
Sold For: $11,250

DALLAS | NEW YORK | BEVERLY HILLS | SAN FRANCISCO | CHICAGO | PALM BEACH
PARIS | GENEVA | AMSTERDAM | HONG KONG

Always Accepting Quality Consignments in 40 Categories
Immediate Cash Advances Available

1 Million+ Online Bidder-Members
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AS PART OF BREEDLOVE’S “BIG SOUND”

debut for 2017, the Oregon Series guitars— 

available in Concert, Dreadnought, and 

Concerto body styles—feature solid myr-

tlewood for the sides and back, and are 

paired with either a solid Sitka spruce or 

myrtlewood top. If you’re unfamiliar with 

myrtlewood, it’s a tonewood with a visu-

ally striking grain that grows primarily in 

a 90-square-mile area along the Pacific 

coast. These trees take around 100 years 

to mature, and the varying climatic condi-

tions, as well as the mineral composition 

of the soil, play large roles in what gives 

the wood such a distinctive appearance 

and quality of sound.

The Concerto on review here is a finely 

crafted guitar that features a gloss-finished 

body and a satin-finished maple neck that 

is topped with an ebony fingerboard car-

rying 20 nicely worked frets. The grain-

ing of the wood looks stunning, and the 

décor is tastefully rendered via a sweet 

looking herringbone rosette, an ebony 

headstock facing, and black binding with 

herringbone trim on the top. The guitar 

tuned up easily courtesy of the sealed, 

nickel-plated machines, and the com-

pensated bridge, in concert with a Tusq 

nut, provides excellent intonation.  Cap-

ping things off, a spot-on factory setup 

gives the Concerto a super-nice playing 

feel along with tuneful intonation in all 

regions of the fretboard.  

Our review Concerto has a Sitka spruce 

top that has been Sound Profiled to work 

efficiently with the myrtlewood back (see 

sidebar for a closer look at Sound Pro-

filing), and the result is a big, gratifying 

BREEDLOVE 
OREGON CONCERTO E
TESTED BY ART THOMPSON
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Breedlove’s Sound Profiling
Ever wonder why acoustic guitars—often the same model 

made by the same company—all sound a little different, 

with some being more “magical” than others? You’re not 

alone. Many builders and researchers have pondered the 

same question, and most agree that part of the answer lies 

in the fact that woods vary in consistency from tree to tree, 

and even differ in what part of the tree they come from—

for example, the lower areas are typically denser and harder 

than wood from the higher sections. This 

poses a potential problem when trying to 

determine the ideal thickness for such crit-

ical parts as the top and back, as obviously 

holding to one specification isn’t going to 

work optimally all the time. 

Breedlove’s answer to this is a process 

called “Sound Profiling,” and all of the com-

pany’s “Big Sound” guitars made at its Bend, 

Oregon, factory undergo this procedure to 

allow the tops and backs to work as harmo-

niously as possible. So what is Sound Profil-

ing? Basically it involves tapping the top sets 

by hand to activate their frequency read-

ings, which are then captured in a computer 

program. By analyzing the data and doing 

some calculations based on the density of 

the specific set, Breedlove knows precisely 

how thick each soundboard needs to be in order to achieve 

a desired resonant frequency. A similar process is applied to 

the back set, and the end result is essentially a “marrying” 

of the top and back to maximize the instrument’s efficiency, 

which not only results in more volume and projection, but 

also a more complex and nuanced tone. The process adds 

time to construction, but Sound Profiling ultimately allows 

for improved tone and greater consistency between all of 

Breedlove’s Big Sound series guitars. — AT

Operations 

Manager Miles 

Benefield taps a 

set of top wood 

to capture fre-

quency readings 

via computer 

software.
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tone that’s balanced, complex, and end-

lessly musical. It sustains well and deliv-

ers a surprising amount of volume given 

its relatively compact size (15" wide at the 

lower bout, 9" at the waist, and 3.75" deep). 

The Concerto’s quick response and firm, 

stringy presentation makes it well suited 

for fingerstylists and flatpickers, and a 

highly capable performance tool whether 

you’re into solo playing or working in an 

acoustic ensemble. I should mention that 

the L.R. Baggs Element Active System is 

a great choice for this guitar, as it uses an 

ultra-thin film transducer that responds to 

the top’s motion instead of depending on 

downward string pressure from the bridge, 

so there’s minimal “quackiness,” even when 

striking the strings hard. In tandem with 

Baggs’ Class-A discrete endpin preamp, 

which has soundhole-mounted Volume and 

Tone controls, it’s snap to get a natural tone 

though standard and dedicated acoustic 

amps, or when running direct into a P.A. 

An impressive instrument on many levels, 

the Oregon Concerto moves the value 

needle northward for its excellent sound, 

playability, and craftsmanship. Attractively 

priced, too, for an American-made guitar, it’s 

an easy choice for an Editors’ Pick Award. g

Oregon Concerto E Sitka Spruce-Myrtlewood
CONTACT  breedlovemusic.com 

PRICE  $1,999 street

NUT WIDTH  1.75" Tusq

NECK  Hard rock maple, bolt-on

FRETBOARD  Ebony, 25.5" scale 

FRETS  20 

TUNERS  Breedlove nickel-plated with ebony buttons

BODY  Solid myrtlewood back and sides, Sitka spruce top

BRIDGE  Breedlove Delta, African ebony

PICKUPS  L.R. Baggs EAS-VTC

CONTROLS  Volume, Tone

FACTORY STRINGS  D’Addario EXP-16 

WEIGHT  4.7 lbs 

BUILT  USA

KUDOS  Superb sound and playability. Excellent construction.

CONCERNS  None.
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the world’s
most epic guitars

Available wherever books are sold.

Th e Most Famous, Rare, and 
Valuable Guitars in the World

Jimmy Page’s 1959 Gibson Les Paul Standard. Carlos Santana’s 
PRS Santana II “Supernatural.” Eddie Van Halen’s 

“Frankenstein.” Discover the world’s most incredible guitars, 
the stories behind them, and the musicians and collectors 

who own them. Th e Collections presents spectacular 
photography and unprecedented access to the artists who 

created America’s rock music culture.
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TOM SMOTHERS
February 1969

This is the slippery, sliding, satiristic, smothered 

Tom Smothers of The Smothers Brothers Comedy 

Hour, whose one-time ambition—to play guitar with 

his own orchestra—was cut short by a thing called 

success. But success usually has simple beginnings. 

“I got my first guitar when I was in the sixth grade, 

and I also bought a guitar chord book and learned 

from there.” 

Most of Tom’s guitar education just happened 

when he was doing a song and needed a chord to 

complete the music. Gradually, he accumulated a 

mass of chords, and got plenty of experience play-

ing at dances and club functions. Around the mid-

1950s, Tom was playing his “big gold Gibson with 

double pickups. I played some lead and stuff like 

that. I played that Gibson even when we started our 

trio at San Jose State.”

The trio had their first important performance 

on a weekend at the Kerosene Club on Race Street 

in San Jose, California. This club was situated in a 

very rustic cannery-row setting. At the time, Tom 

was attending San Jose State College, where he was 

majoring in business administration and advertising. 

The trio them moved on to San Francisco, where 

they auditioned at the Purple Onion and got a job. 

“We decided to drop out of school and give it a 

whirl,” Tom says. “I was playing that gold Gibson in 

the trio at first, because it was the only instrument I 

had. I kept it until I had to hock it to get some money 

to stay in school. At that time, I purchased an $18 

Japanese guitar that had frets so far up from the 

fingerboard that I had grooves in the tips of my fin-

gers. I played this guitar even when we went down 

to San Jose, and I bought a Martin for $13 a month. 

Dicky bought his bass at the same place, and it took 

him two years to pay it off.

“I used to be a pretty good guitar player, I guess, 

but the comedy in the act took over. The guitar 

became secondary. I usually play a hard pick—a 

Nick Lucas—because when we are at a concert, 

the guitar sometimes has to play through the vocal 

mic, and I have to really boom it out to reach the 

crowd. I chose a Guild acoustic, and strung it with 

the heaviest-gauge strings I could find, because it 

cuts through really well.

“I really don’t have any advice for guitarists, but, 

to performers, I have a suggestion. There are too 

many people who prepare, prepare, and prepare, and 

before they do it on stage, it has already lost com-

munication. If you have something to say, go out and 

do it when you are not ready. When we were at the 

Purple Onion, we only had five songs, and we went 

on and came off well. One time, we went on televi-

sion completely unprepared. We didn’t know what 

we were going to do, we just went on and did our 

thing, and we found that, pretty soon, you get very 

professional very quick.” — M I C H A E L  B R O O K S

VINTAGE EXCERPT  From the original Guitar Player, Volume 3 Number 1
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ANYONE WHO REMEMBERS SEEING THE SMOTHERS BROTHERS ON TELEVISION PROBABLY BELIEVES THAT 

Tom Smothers’ acoustic guitar was just a prop. Not true. As profiled by Michael Brooks in this excerpt from our February 1969 issue, 

concealed within the comedian’s goofy stage persona was a very serious guitarist. —MICHAEL MOLENDA
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strymon.net/riverside

Riverside’s cascading gain stages create harmonically rich 

drives—from silky clean overdrives, saturated distortions, and all 

points in between.

Exceptional touch sensitivity comes courtesy of our all-analog 

JFET gain stage, while our precision-crafted DSP gain stages 

generate dynamic complexity and pleasing harmonics. Continuous 

circuit adjustments are made as you turn the Drive knob, allowing 

the sweet spot to follow you at every gain level.
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Guitar Showcase

www.cast-engineering.com

info@cast-engineering.com

470.505.8600

"CAST Engineering provide unique

and inspiring tones while

maintaining usability across a

large array of genres. As a touring

and session guitarist, I search to

find only the highest quality

products to provide me with the

best tones possible, and that's why

I endorse CAST Engineering." 

- Joshua Ray Gooch of Shania Twain

“The Texas Flood is so fat and feels

like an amp drive, not a pedal. the

feel and tone are killer!”

- Mike Zito

“The Casper and the Pulse Drive are

two of the best pedals out there

right now! I recommend both!”

- Christone “kingfish” Ingram

“they are some of the best sounding

pedals I have ever had the pleasure to

play...the tones are always inspiring, 

and I've found that these 3 little

boxes have quickly become the back 

bone of my current rig!”

- Matt McDaniel of Drake White

We build to inspire...
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C A R R A M P S . C O M                          

9 19 . 5 4 5 . 0 74 7

T H E  E S S E N T I A L  E L - 8 4  A M P

THINK LINK

strymon.net/power

Zuma and Ojai are the highest horsepower, most technologically 

advanced effects pedal power supplies. Each output provides a 

staggering 500mA of current. Our optically isolated feedback and 

advanced multistage filtering allow your pedals to sound the way they 

were designed to sound. Never worry about power again.
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Rails under the wound strings. Poles under  
the plain strings. A revolutionary design from
Joe Naylor that tightens the lows and fattens
the highs, for exceptional clarity and punch
beyond conventional pickups. Check out
Railhammer pickups today at railhammer.com.
They will change the way you play.

Dealer and guitar builder inquiries welcome.
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www.chemistrydesignwerks.com

Expands and Contracts
10 Configurations

6061 Aircraft Grade Aluminum
No Velcro

Patents Pending
Lifetime Warranty

Curved Deck
2 Levels

®

BEE-3 VINTAGE 

MARCH 4 & 5

Sat 10AM–6PM, Sun 10AM–4PM

 
to 

 
into CASH$$$

 
Sat $10, Sun $8
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Jimi Hendrix would tell you that if you check 
your history. I cut a side at Chess using a 
whammy bar, but they weren’t ready for it. 
They were like, “Nobody wants to hear that.” 
These days, though, I don’t put a whammy 
bar on my guitars. Honestly, I stopped back 
when I was using very light strings because 
it made them break easier, and I couldn’t 
afford to keep buying new ones. Beck puts 
that whammy in the palm of his hand, and 
Stevie Ray Vaughan was good with that, 
too. Stevie, Beck, and Jimi are the best I’ve 
ever seen with that. A lot of guitar players 
couldn’t figure out how to work with it, but 
if you do it right—like Hendrix—it works.

In Carlos Santana’s autobiography, 
Universal Tone, he claims that Stevie Ray 
Vaughan told him that Albert King de-
manded $50,000 from Stevie for copping 
his style—and that Stevie paid it! 

That story is new to me, but Albert would 
sit down and trade licks with Stevie, and he 

was the only one. I didn’t play a lot with 
Albert, but we were often on the same show. 
I’ll never forget one time in Montreal when 
Albert was doing his soundcheck. I was sit-
ting in the audience, and he turned his back 
to me after he saw me out there. He said, 
“I ain’t going to let you see a damn thing.” 
I had to tell him, “Man, you’re left-handed. 
I can’t take sh*t from you no way, because 
I’m right-handed.” 

Muddy Waters’ influence on your play-
ing is apparent, but it makes me wonder 
why you’ve never picked up a slide. 

It’s because I was always wanted to be like 
Guitar Slim, and you can’t be wild and play 
a slide. You’ve got to be precise. You’ve got 
to sit there, and make that tone—like Derek 
Trucks. When I came out, I didn’t ever think 
I was a good guitar player, so I was trying to 
make people pay attention. I got that from 
Guitar Slim. I remember when I first saw his 
show. At the start, all I heard was a guitar. 
And then he came in the front door playing. 
I turned to see he had a 150-foot-long cable. 

I said, “That’s what I want to do. I want to 
be wild like Guitar Slim, and I want to be 
able to shake my wrist like B.B. King.” But 
who can?

It seems you may be the very last of the 
original blues guitarists who moved from 
the delta to the cities.

It’s a little lonesome now. B.B. and I talked 
about it before he passed away. As a matter 
of fact, we used to talk about it before Muddy 
and all of them passed away. They would tell 
me, “Man, if you outlive me, don’t let the 
blues die.” That’s exactly what I’m trying to 
do, and, this year, I did more dates than I’ve 
done in a long time.

If there were ever an “Experience Bud-
dy Guy” tour, whom would you like to see 
on it?

I would invite every guitar player I know. 
That’s why I don’t think I would ever have 
one. There would be no end to the show! 

Special thanks to Guy’s guitar tech Chris 
Bynum, as well as his soundperson/tour manager 
Max Maxson for their insights. g

Continued from page 60
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AmpliFire

Atomic Amplifiers
Available Now
AmpliFire is the complete professional digital guitar amp modeling processor in a pedal 
featuring patented tube modeling powered by Studio Devil, custom speaker impulses 
loadable via USB, and a full suite of effects. Meet your total amp rig replacement, direct 
recording tool, and new pedal board addition... all in one!
MSRP: $599

www.atomicamps.com
info@atomicamps.com

TUSQ Picks

Graph Tech Guitar Labs
Available Now
TUSQ Picks are a totally new class of pick. Each model comes in three different tones, 
(bright, warm, deep), three shapes, and three gauges. Drop TUSQ picks onto a hard 
surface to hear each tone. TUSQ Picks feel alive, transmitting the feel of the string and 
your picking attack instantly to your fingertips. 
MSRP: $5.95 (4 or 6 pack), $56.95 (48 or 72 pack)

www.graphtech.com
1-800-388-7011
sales@graphtech.com

Raising The Bar 

Forrest Lee Jr.
Available Now 
Guitar Player Magazine - Guitar Superstar Forrest Lee Jr’s latest release. 
Insane B-bending, ear twisting speed twang, metal, country, blues and rocking tones 
on 10 songs. Forrest Custom Guitars B-benders used throughout. Ripping guitar work, 
fueled by Four Roses Bourbon. Special guest Mark Slaughter on Beer Drinkers. 
Listen at your own risk!
Available at:

www.OutlawMusicRecords.com and 

www.ForrestCustomGuitars.com

Shredneck BelAir Models

Shredneck LLC
Available Now 
Shrednecks practice and 
warm-up tools are for guitar 
and bass players to use 
when your instrument is 
not available or convenient.  
BelAir models feature real 
rosewood fingerboards, 
real nickel steel strings and  
chrome hardware.  
Includes Gig bag.
MSRP: $129.99

www.shredneck.com

Compound 88 Programmable Loop Switcher

Flex Reaction
The world’s slimmest DIP switch based 8-loop 8-channel programmable loop 
switcher.    Super easy to use. True bypass, fast switching, light weight and 
slim enough to fit on any pedalboard. Enhance your tone as well as your live 
performance. Great for both stage and studio musicians.
MSRP: $319

www.flexreaction.com

Monster Grips™: The Ultimate Grip for Guitar Picks and More!

Monster Grips™
Available Now
Monster Grips™ is a revolutionary guitar pick grip that is super grippy, non-sticky, 
and stays clean. Surprisingly durable, yet ultra-thin, it is extremely comfortable 
and is certain to enhance your playing experience.
$9.99

www.monstergrips.com
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Lil Luber/Groove Luber/Bench Luber

Big Bends LLC 
Available Now
Big Bends LLC is proud to introduce the complete line of Nut Sauce™ tuning 
lubricant applicators:  the 0.5cc Lil Luber – for the guitar hobbyist; the 1.5cc 
Groove Luber – for the serious player; and the 6cc Bench Luber – for the guitar 
tech or repair shop.  Accept no imitation!  
MSRP: Lil Luber $12.45, Groove Luber $24.95, Bench Luber 59.95

www.bigbends.com
1(888)788-BEND

Contemporary Guitar Improvisation 

(Utilizing the Entire Fingerboard) Book & CD

by Marc Silver
Available Now 
Since 1978, Contemporary Guitar Improvisation is THE classic book for learning 
guitar improvisation. This innovative system is based on five basic fingering 
patterns that form the foundation for improvising over virtually any chords, 
in any key, across the entire fingerboard. All patterns are diagrammed, so 
note-reading ability is not necessary. Recommended by guitar legend George 
Benson.
MarcSilverGuitarImprov.com
$42.00 USD (includes delivery in the U.S.)

Ratio® Machine Heads

Graph Tech Guitar Labs
Available Now 
Tuning has never been faster, more precise or intuitive, guaranteed. Individual gear 
ratio’s for each string lets every string feel and react the same to all tuning adjustments- 
a simple idea, long overdue. Available for acoustics and electrics, in: chrome, nickel, 
black, and gold.  
US Patent: 8,859,868 & US Patent: 9240166 B1
International Patents Pending
MSRP per set: $99.99 - 109.99 (non-locking), $139.95 - 154.95 (locking), $154.95 

(open-back)

www.graphtech.com
1-800-388-7011
sales@graphtech.com

Little Lanilei 3350LT

Mahaffay Amps
Available Now 
The Little Lanilei 3350LT has all the features of a big amp and practice amp built 
into one. It can be used for gigging at a fraction of the cost and weight of a full-
sized combo amp.  What gigs can’t be done with the little 6” speaker can be done 
with an extra cabinet for sure. You can drive a 4x12 cabinet at stage volume. 
Little Lanilei 3350LT tube amp-Legendary ! ALL HAND MADE IN THE USA
MSRP: $449

tris@mahaffayamps.com
www.mahaffayamps.com
1-949-280-7854

E-Series Professional In-Ear Monitor Headphones

Audio-Technica
Available Now 
With the E-Series, Audio-Technica brings the critically acclaimed sonic signature of its 
M-Series headphones to an in-ear design. Three new models feature powerful drivers, 
sound-isolating housings and detachable cables.
$399 (ATH-E70) 

$199 (ATH-E50)

$99 (ATH-E40)

www.audio-technica.com
pro@atus.com

Killer Vintage Brass Compensated T-Bridge

Killer Guitar Components
Available Now
KGC’s heavily-researched, direct-fit Tele® Bridge upgrade is without comparison!  
The beautiful contoured, machined brass construction and new super-compensated 
brass saddles allow for the best in sound, feel and playability.  100% Made in the USA.
MSRP: $149.95 Introductory Price  - Dealer pricing available with approved 

dealer account

www.KillerGuitar.com
KGC – Gloucester, MA, USA  
1-978-526-0186   
rick@killerguitar.com
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THE INTELLIGENT, ERUDITE, AND DELIGHTFULLY OPINIONATED ROBERT FRIPP JOINED THE RANKS OF  

Guitar Player columnists starting with the September 1989 issue. Many of Fripp’s columns openly promoted the Guitar Craft courses 

he was giving worldwide at the time, so, in effect, GP readers were provided his thoughtful, strategic, and invaluable guitar treatises 

for the price of a magazine. —MICHAEL MOLENDA






