PLAY LIKE
THE LEGENDS

Learn their best
licks inside!

"N

THE ULTIMATE GOLLEGTION
30 YEARS OF

FEATURING

BB KING
GARY MOORE
MARK KNOPFLER
JIMMY PAGE
BRIAN MAY
ERIC CLAPTON
DAVID GILMOUR
JEFF BECK

PLUS DETAILED GALLERIES OF

NINTH EDITION






_. 5 _-..-:'_-_' . .—-.‘_\_\I
e et Koo "’/—\ﬁ
l L ] ! | ) r i

WELCOME TO

he gates of rock’s Mount Olympus have been tlung open for this
bookazine, which brings together insightful interviews from the
archives of Guitarist and our sister magazine Total Guitar with

16 gods of the guitar world. What’s striking about these players is
not how much they dwell on technique or even gear, but how life itself was
the mainspring of their brilliance on the guitar. The excitement, the anger,
the love of music and the irresistible call to express themselves through six
strings formed the most important elements of their sound. Fame for its

own sake was never the goal in view — and occasionally it became a gilded
prison. Nev Marten’s riveting interview with The Who’s Pete Townshend on
p128is a perfect example of how art, rebellion and pure attitude shaped the
viscerally exciting sounds of guitar in the rock era. Indeed, the more you read
about the guitar gods the more you realise that, as always, it is the player not
the gear that brings the magic. The insights of these gods remain inspiring
touchstones for any guitarist, man or woman, so we hope you enjoy this
collection of classic interviews.

AUDIO LESSONS

To enjoy all of the audio content in this special issue, simply type the
following link into your browser and follow the instructions on-screen:

http: / /bit.ly /guitar-gods
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DIVINE INSPIRATION

Why the qualities you need to sell out stadiums night after night

can help any guitar player sound better in their own home

WORDS JAMIE DICKSON PHROTOGHAPHY ROB ANTONELLOD

en we consider great guitarists, one
common quality that stands out is
having a ‘voice’ on the instrument
that is not only different to that of
other players but which leaves an
indelible trace on the memory and which finds an echo
in the listener’s heart.

We’ll add the caveat that not every great player
becomes widely known. Some incredible guitarists
never reach the big-time and many of them prefer it
that way. Spend enough time in the better music venues
of any major city and you’ll find some of them. They
are by no means failures and in some ways, watching
a stranger step onto a small stage and unexpectedly
blow your mind is one of the best musical experiences
you can have if you appreciate guitar music in its
most vital form.

But what does it mean to be a guitar player who is
recognised across the world as one of ‘the greats’? How
does one’s relationship with the instrument change
as the audience for your playing rises from a handtul
of onlookers to hundreds, then thousands and finally
millions? As Toto guitarist Steve Lukather once told
us, you have to make each note “hit the back wall of
the arena”. In other words, you have to paint on a large
canvas, musically speaking, and in that setting melody
and phrasing become paramount. Think of Don Felder
and Joe Walsh’s outro solo in Hotel California.It’s a
piece of music in itself, not merely a series of licks.

Great guitarists are not merely hot players — they are
composers, interpreters of the song and lightning rods
for 1,000 watts of pure musical emotion. Guitarists who
make it to the great stages of the world have to have a
handle on that deep musicality - what they play can’t
just be a series of generic licks. What they play has to
work both in the arena and on car radios in the morning
rush hour. It has to work when they are performing on
their own in the spotlight in front of 40,000 people.

" Back To Basics

Curiously, that means focusing on some really basic
fundamentals. Lance Lopez is a fine Texas bluesman
and he learnt his incendiary style of guitar from ZZ Top
guitarist Billy Gibbons. Gibbons had some advice for the
young player when, during formative years, he noticed
that Lance was relying too heavily on flashy playing that
was technically impressive but essentially disconnected
from the heart of the song.

“Doesn’t matter what you play, or how fast you play...
if it doesn’t sound good then it’s not gonna be good.
That was always the number one thing,” Lance told
Guitarist, speaking of Billy’s early advice to him. “And
then he said, “You gotta play what makes you happy -
you gotta be able to play with feel and with heart, and
it has to make you feel good.” Thirdly, Billy would say,
“Your playing’s gotta have groove and feel’

“A lot of that boiled down to making sure that you got
a groove established in the song and that what you’re
playing lead-wise should also groove - instead of just
flying off the handle and throwing lots of notes out.
Because when I was a young man, that’s what I was
doing [laughs]. But Billy saw me as a kid and he said,
“You gotta groove, and I'm thinking like, “‘What, a funk
groove?’ But he said, ‘Go listen to You Don’t Have To Go
by Jimmy Reed. So, I listened to Jimmy Reed and it was
like, ‘Ohhh, that groove.

“That’s when it started to make sense — and then
it was about putting the lead patterns around that to
where it was just interweaving with the groove and not
just blowing over the top ot it. Tone, playing with love
and groove... those are really the three main insights
that I've got from Billy.”

Tone. Playing with love and groove. Those aren’t
scary, impossible-to-achieve goals. They are simple
fundamentals that too often we push past, in our haste
to get ‘better’ at guitar — not realising that they are the

' foundation of all ‘better’ guitar playing. Too often, when




Billy Gibbons: “You gotta play what makes
‘you happy - you gotta play with feel and

with heart. It has to make you feel good”

Great guitarists are not
merely hot players - they
are composers, interpreters
of the song and lightning
rods for 1,000 watts of pure
musical emotion. Guitarists
who make it to the great
stages of the world have

to have a handle on that
deep musicality - what
they play can't just be

a series of generic licks

we look up to guitar gods we see them as creatures from
another world that we could not possibly emulate. Yes,
there are players such as Steve Vai and Guthrie Govan
who have pushed the boundaries of what is technically
possible on the instrument. But both those players
would agree that without feel, groove and phrasing,
godlike speed and dexterity alone are meaningless.
Thus, we’d argue that close study of the world’s ‘Guitar
Gods’yields a surprising number of home truths about
playing guitar that anyone can benefit from.
That’s why we’ve sifted through 30 years of landmark
interviews from Guitarist magazine to look inside
the musical minds of some of the greatest players
of the modern of rock and blues era. Of course,
they, too, had their childhood heroes: forefathers
of guitar such as T-Bone Walker, Charlie Christian
and Django Reinhardt. But that is a different story,
covered elsewhere. Instead, we present here 16
classic conversations with giants of the fretboard that
shed light on their creative approaches, influences,
techniques and a lot more. You’ll also find hands-on
lessons in how to emulate the playing styles of some
of these players, with accompanying video and audio
examples to make learning simple. Likewise, you’ll
also find detailed insights into some of the legendary
instruments they used on their greatest recordings.
We think you’ll find that, instead of feeling
diminished by what these players have achieved, what
they’ve learned about performing with a guitar on the
great stages of the world can reconnect you to what
really matters in your own playing. These musicians
have had alot of opportunity to discover what works
and what doesn’t, after all. So, pull up a chair among
rock’s Olympians and prepare to receive their manna
of six-string wisdom.
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Guitarist Presents Guitar Gods

JEFF BECK

On an endless quest to find fresh talent and to conquer new

musical horizons, Jeff Beck tells us why he never sought the limelight,

why he ignored Lric Clapton's advice, and how he expresses his true
identity on hus latest album, ‘Loud Hailer’

WORDS DAVID WEST PHOTOGRAPHY JOBY SESSIONS

ost people in their 70s are picking out
a comfortable chair to nap in, but not
Jetf Beck. The guitar hero’s guitar
hero is back with a new album, Loud
Hailer, that sees him reinvent himself
once again. From playing blues with The Yardbirds

in the 60s, Beck has taken his beloved Fender Strat

into the worlds of fusion and jazz-rock, rockabilly,
electronica, and now he’s plunged into straight-ahead
hard rock by teaming up with Rosie Bones and Carmen
Vandenberg from the band Bones. Loud Hailer was
written by the trio at Beck’s house — a process aided by
several crates of Prosecco — and is released alongside
BECKOI - abook of photographs chronicling both the
guitarist’s long career and his lifelong love of hot rods.
Preparing to mark 50 years in music with a huge gig at
LA’s Hollywood Bowl, Beck’s engine shows no signs of
slowing down.

What was it about Carmen Vandenberg as a guitar
player that made you want to work with her?
“Firstof all, I couldn’t believe that a young 22- or
23-year-old girl would be in love with Buddy Guy, or
even know about him. When she said Albert Collins
that wasit, because I think he’s the coolest. She goes,
‘I’ve got aband with a girl called Rosie and if you
want to hear us, we’re playing at this place.” So, we
hot-footed it up there not knowing what to expect and
there they were just giving it large. I thought, “Thisis
great. Maybe we should ask them down, go outside of
their style, try to challenge them to do something else.

“My job was to instigate the proceedings. It was
joyous watching them get stuck in — I just had to put
the idea on the table and they were all over it with a
freshness that’s so lacking nowadays.”

2

~ Were you and Carmen coming from the same

place, musically speaking?

“The big joiner was the blues, and the fact that

she could really play made me think, “Wow, this is
incredible, maybe this is the right choice for me.” To
have Rosie as well - I hadn’t envisaged a time when
somebody would sit down in my house and literally
write lyrics as I was coming up with the ideas. We
made the demos and they weren’t great sound-wise,
but the content was there. You could see what was
going to unfold with very little effort. Then the third
thing that cemented it was Filippo [Cimatti], who
produced it. To have those three people of one accord
joining up with me it made a pretty slick outfit.”

Any young guitarist might feel intimidated at the
prospect of playing with you. Was Carmen nervous?
“She probably was, but I tried to instil confidence so

I was playing ‘tutor’ as well. It wasn’t a high pressure
thing, ‘You’ve got to learn this, but she treated it as
though it was. She’d go on YouTube and check me

out. The last six months hasn’t just been doing the
album, she’s been learning all the stuff, so there’s been
just about enough time to get comfortable and I'm
confident that she’s going to deliver.”

You have a reputation for musical reinvention.

How many times do you think you can do it?

“Ithink it’s good to do that. It’s been easy, because

if you have a massive hit, where are you going to go?
You’ll make the worst step ever and slip over. But not
having any big hits — and I mean giant hits — it makes it
a lot easier to just jump into another genre: you’re not
cheating somebody out of something they like. ’'m an

| experimenter. It’s rich, because every album I’ve done,
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“My Strat is another arm,
it’s part of me. It doesn'’t
feel like a guitar at all.
It's an implement which
1S my voice... Instantly,
it becomes mine”

JEFF
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except for a couple of techno-y records, are different.
You’ve got to hand it to the Fender Strat, because there
are songs in [that guitar]. It’s a tool of great inspiration
and torture at the same time, because it’s forever
sitting there challenging you to find somethingelse in
it. It does respond to touch and the tonal variation is
unlimited really, especially with the whammy bar. I
have it set up so it becomes almost like a pedal steel.”

Are you ever tempted to use a Les Paul or Tele again?
“My Strat is another arm, it’s part of me. It doesn’t feel
like a guitar at all. It’s an implement which is my voice.
A Les Paul feels like a guitar and I play differently on
that and I sound too much like someone else. With
the Strat, instantly itbecomes mine so that’s why I've
welded myself to that. Or it’s welded itself to me.”

You recently said that Loud Hailer was you trying to
get away from music that only pleased guitar nerds
and guitar magazines...
“That came out as a little bit of slur on [guitar
magazines|; it was never intended to be that. I just
didn’t want to be a central figure in muso-land. I want
to be doing more than being on the cover of Guitar
World magazine. That whole scenario of reciting a
series of instrumentals, I've done it — it’s okay but it’s
sowearing. It’s very difficult to be entertaining. That
was okay in the day, especially with Jan Hammer
[Mahavishnu Orchestra keyboard and synth maestro
that Beck collaborated with in 70s and 80s], because
there was gymnastics that were beyond belief. But
there is no Jan Hammer any more — he doesn’t play live
shows, he’s folded the tent, gone into the studio.

“But I didn’t want to start becoming elite and
above [guitar magazines] - they’ve been great to me.
I didn’t want to be in the middle of a fusion confusion,
I wanted to be me again. The real me is on this record,
more of the real me musically.

Your new book, BECKO1, is an interesting idea...
“Genesis Publications had already done Jimmy Page
[2010’s Jimmy Page On Jimmy Page], so I supposed

I was in their sights. I didn’t want todoitatall and
they said, ‘But you can choose what photos goin
there.” So, I agreed a bit reluctantly. My autobiography
was delayed and I thought this would be a missed
opportunity to have an album and a tour and not

to have something there, so I agreed, at least that
photographic album will be out. I've seen it enough

 times to start worrying about what’s in there!

Hopefully, somebody will get some enjoyment out of
it — there are some rare pictures in there.”

Did you find it emotional going through the photos?
“Yeah. The first day we’d look at a picture and talk
about it for 20 minutes. ‘We’ll never get there! Come on!
What about this one?’ There were the obvious ones of
me and Stevie [Wonder| in Electric Ladyland, and I’ve
got a rare shot of me in Motown. There are only two in
existence, faded Polaroids of me sitting at the desk in
Motown when I was there in’70/°71. It was right before
they folded and went west, and I think there is one with
[producer] Mickie Most posing outside Hitsville [USA -
Motown’s original headquarters in Detroit].

“What a time - 10 days of racism and abuse! They
didn’t like me and Cozy [Powell, Beck’s drummer at the
time] until we started playing. ‘Hey Whitey! What have
you got?’ Cozy comes out with his double bass drums
and it’s deafening and they’re not used to that. But
after a few days they really took to us. We were trying
to supercharge what Motown were offering. They had
these very tastetul, beautifully played pop singles. We
came along and put metal to it - Metal Motown. The
funniest thing was one of the tape ops said, on a coffee
break, “You guys came here for the Motown sound?’
“Yeah, man!’ ‘It just went straight out the door!” because
Cozy moved the drum kit! I said, ‘What are you doing,
Cozy?’ He said, “‘Well, I can’t play that kit. If you want,
I'll play badly on that kit or really well on my kit I went,
‘Okay’ He didn’t realise that was the Holy Grail of that
studio. They were tuned for the room, how could he
not use that kit played by Benny Benjamin, Pistol Allen?
But that’s just the way he was.”

After you split from The Yardbirds, were you instantly
comfortable leading a band under your own name?
“No, hated it. You can’t hide — your name is out front, on
the tickets, on the front of the buildings. I wasn’t really
ever after that, but the fact that I could be somebody
elusive in a band and be ridiculously badly behaved
musically, that was a job that you die for. You could

hide within the name of The Yardbirds and get people
talking about you without running the risk of being shot
down in flames individually. That’s what the whole
essence of The Yardbirds was about — they gave me that
licence to experiment within a certain framework, so I
didn’t like seeing my name in lights at all.”

What about taking on the burden of writing?

“It’s so difficult because I didn’t sing. Eric [Clapton]

said, with great wisdom, ‘Get used to the fact that

you hate your voice, because I did.” And I went, ‘But

you sound good, I sound unbearably bad. I loathe it.

I would never enjoy it even if we had another single

like [Hi Ho] Silver Lining, I just couldn’t bear it He

said, ‘T’'m telling you, if you don’t, it’s going to be tough.’
“And it was tough, but then I can turn around and

say, ‘Blow By Blow, put that in your pipe and smoke

it, mate.’ But he’s right: if I did come up with a song

and everybody loved it, it would instil confidence

| automatically and I might even get to like what I sound

12 —
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“Not having any giant hits
makes 1t a lot easier to
jump into another genre.
I'm an experimenter. Every
album I've done is different”

P DR
JJ_-l‘; BEAK

like. But letting that out there is more than I can bear.
It’s just not me. I listen to Jimi who had a peculiar
voice and it wasn’t a great voice, but it was just magic.
He never did scream, it was always the guitar that
screamed for him and I still marvel at him even today. I
never listened to more Jimi than I do now, because I've
got some really rare recordings. It’s just humiliating to
know that he was doing that up to 1970, all in a period
of about three and a halfyears.

“Things took a funny turn in the early 70s. It all
turned out well when I heard John McLaughlin - his
performance on the Miles Davis Jack Johnson album
and with Mahavishnu Orchestrasaid, ‘Here’s where
you can go.’ Every musician I knew was raving about it.
‘Thisis a little bit of me, this. I’ll have some of that.’

Your work in that first Jeff Beck group with Rod
Stewart and Ronnie Wood was so important in the
development of the heavier side of blues-rock...
“What I was trying to do with Rod was take a little bit of
Motown, put in some heavy backbeat. The drummer at
the time was trained by one of the Motown drummers,
who I think was over here on a Motown revue, so he
had all the chops of Motown but with more rock ’n’ roll
power behind it for live stutf. The combination really
worked, especially with Ronnie on bass. He played a big
Fender with a Marshall and it was great. He’s a better
bass player in some ways than he was a guitarist. And
with Rod, it was like a black soul singer, the gruff voice
—unfortunately, it didn’t last long. We did all the dirty
work over here and it wasn’t until we went to America
that I was able to plug into my reputation from The
Yardbirds for my first outing as a solo act, and they just
ate it up. I don’t know what happened [with the band
breaking up]. It was lack of material or I think Rod had
it in his mind he was going to go long before I found out.
I think he wanted to see his name up there.”

How did you end up playing with Rod?

“Let’s not beat around the bush, I was pretty down

at the time: I'd lost my girl, Hendrix had come and
smeared everybody across the floor... it wasn’t looking
too rosy. I’d fallen out with The Yardbirds —~-whatever
happened I was out, and I’m facing a Monday morning
just outside London thinking, ‘What’s the point?’ So, I
went to the Cromwell Inn, which was my last hope of
preventing anything silly happening. It was the flattest,
most boring Monday and I remember sitting there
listening to Motown, thinking, “This isn’t abad move,

- such great songs, great playing — whoever the artist

is, you know that those players are the same fabulous
players that were the studio players. I looked up and
there’s abloke in the corner like that [slumped over]
with abeer. I said, ‘Hey mate, you all right?’ He looked
up and it was Rod. I said, ‘We’re both fucked. What
about we go together and get aband?’ He went, ‘If you
mean it, then put your number on this piece of paper’
“I had a phone call, we arranged to meet and that’s
how it started, because I'd already heard him when he
was with [English blues singer Long] John Baldry -
I liked him better than Baldry. But he only did three or
four songs as a guest. The next time I heard him was at
a festival, Richmond I think. We played and then he was
on afterward with Baldry. The sound was blasting out
of abig PA and I thought, ‘That man, there he is, that’s
the geezer we need!” And I never did anything about it.
Then I heard that he might be free, and as luck would
have it, he was the last, dying ember in this club I was
in, and I’'m glad I went! It’s always a good idea to go out
somewhere, because you’re not going to have anybody
knocking on the door, are you?”

There’s a huge difference between the first Jeff
Beck Group albums, with their soul and R&B, and the
fusion on Blow By Blow. Do you think that was John
McLaughlin’s influence?

“That was always lurking because of the mastery of

the playing, it was unequalled and I don’t think there
will ever be a four-piece with that kind of [talent]... It’s
as peculiar as the gathering of the Monty Python guys.
The incredible individual talent of those players - they
had Billy Cobham for crying out loud; he became a
household name. Jan Hammer. I was so thrilled to have
Jan for two years and for him to be enthusiastic about
being on an album and a tour. It was just a natural thing,
to follow your heart. That’s what I do and so far it has
served me quite well”

Gene Vincent’s guitarist, Cliff Gallup, was one of your
first heroes. Is his influence still in your playing?
“Yeah, little bits. It’s difficult not to. It’s getting less,
because I'm finding more who I am, steering clear

of Jimi, steering clear of Les Paul — but they’re there.
With Clitt, it’s less of a problem because the sound is
organically different. [My]| Fender Strat is loud, it’s
distortion and wild — whereas Cliffis crystal clarity
and brilliant top end. But the phrasing - I still have

his phrases, because those are the solos I learned.
There’s nothing wrong with copying solos aslong as
you don’t say they’re yours. As a matter of fact, I've had
some news about his guitar — the guitar on Be-Bop-A-
Lula, Cruisin’ — that’s come to light from Gretsch, and
I’'m just putting out feelers. It was sold by somebody
who ran out of cash. It’s the original Duo Jet, the ’56.
He didn’t like it, apparently. Come on! That was the
guitar on all those early records and he engraved his
name on the fingerboard. When I saw it I went, ‘Did
he have two and that one is custom engraved?’ No, he
engraved the original. They think they know where it
is. Imagine having that — justimagine it. I don’t know if
I could deal with it. I’d just look at it and put it away.” [§




Beck’s Blues
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Jelf Beck takes the guitar beyond its limits, referencing the numerous
styles in his repertotre to form his iconic signature technique

THERE ARE guitar players, there are excellent
guitar players —and there is Jeff Beck.
Since blazing to the forefront of the British
Invasion in the mid-60s with The Yardbirds,
Jeff hasn't particularly courted publicity or
fame, although he is deservedly renowned
for his consistent invention and reinvention
of electric guitar playing through psychedelic
rock, blues, fusion, rockabilly, dance and
world music. Though he has a phenomenal
facility in the traditional sense, Jeff is far more
Interested in the expressive ‘'non-guitaristic’
qualities he can coax from the instrument
using a relatively simple rig, but a variety
of unusual techniques, such as tapping a
bottleneck on the strings over the pickups in
Angel Footsteps, or shaping a single harmonic
Into a complex melody using the vibrato bar,
as featured in Where Were You. This also
stretches to his choice of material — Adagietto
from Mahler's Symphony No 5and The
Beatles' A Day In The Life are hardly obvious
choices for guitar instrumentals, after all!
With so many stylistic areas to choose
from, we've opted for pretty definitive ‘Beck'’
territory here, playing a solo with fingers,
which borrows ideas from Jeff's guest solo
iIn Jon Bon Jovi's Blaze Of Glory, using the
vibrato bar to emulate bluesy slide playing,
with a feel reminiscent of The Pump, from

1980’s There & Back.

Example 1

PLAYED with a swung feel, this phrase attempts to emulate some of Jeff's eccentricity and exploit the different tones that using thumb
or finger on the strings can give. A little restraint may be required; unless you're using hefty strings, it's easy to ‘ping’ them back against
the 'board. A great technique, but not what we want here. The presence of an F natural gives what we might call a ‘Mixolydian’ feel.
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Example 2

CONTINUING in the same vein, the vibrato bar comes into play for a series of 'swoops’ and ‘scoops’ similar to the way Jeff emulates bluesy
bottleneck licks. Expect to spend some time getting the desired result, but don't get too caught up in the desire to duplicate this type of
phrasing with 100 per cent consistency. That’s not really the spirit here...
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Example 3

THE opening notes are played with alternating thumb and finger — a technique often used by Jeff to articulate rapid ‘trill’ type effects. Moving
on, here is a useful pentatonic style pattern with more of that ‘psychedelic’ Mixolydian feel, pulling up as well as down on the bar to shape the
melody. Starting out with short bursts, it's possible to build dexterity for some of these unusual bar techniques.
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Example 4

TIME for a modulation! Jumping straight in on the 9th from the underlying Bbmin9 chord (C), there is more whammy trickery, raising an
already bent string briefly by a further semitone, then releasing the bar to its original position, followed by releasing the bend. Not as
complicated as it sounds, though you may find it sounds different each and every time you play it. We feel sure Jeff would approve!
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ERIC CLAPTON

In 1994, Guitarist caught up with Eric Clapton for the furst time to talk
about his music, his influences, his gear, and that ‘Clapton is God’ thing.
From insight on his great friend Jimi Hendrix, to what it was really like
to “survive” the 70s, Clapton tells us how “things have come full circle”

WORDS DAVID MEAD PROTOGHAPHY JOBY SESSIONS

hat are you currently working on
at the moment?

“I’mrecording this album [From
The Cradle] as much as I can with
everybody on the floor at the
same time — horns and everything. We’re trying not to
overdub anything, so mistakes and everything goin. I
suppose [it’s a bit like the old Chicago days] — although
I think even they overdubbed sometimes. But for the
purpose of getting it the way I want it to feel, I want
everything live.”

We're conducting this interview in the Olympic
Studio, Barnes. Your old stomping ground, isn’t it?
“This is where a lot of the early stuff was done, yeah.
This is my idea of a recording studio. It’s between where
I was born and where I used to go. It’s in the middle

ot all my stomping grounds and I think I must have
recorded here with just about every outfit I ever played
with, although I don’t think John Mayall came here.”

The first guitar of yours was a Hoyer, wasn’t it?
“Yes, a Hoyer acoustic from Bell’s in Surbiton. Funnily
enough, it looked like a gut-stringed guitar, but they
were steel. An odd combination. Then I got a Kay
double cutaway — because Alexis Korner had one.”

That can’t have lasted too long either, because by
the time you were in The Yardbirds you were using
Telecasters and Gretsches...

“It didn’t stand up too well. I think the neck bowed and
it didn’t seem to me that you could do much about it. It
had a truss rod, but it wasn’t that clever and the action
ended up being incredibly high. I remember at some
point I didn’t want it to look like it looked any more and
so I covered it in black Fablon! Can you imagine what

[ itsounded like after that? Let alone what it looked like.

I ended up with the ES-335TDC and then I got into
Fenders — I had a Telecaster and a Jazzmaster.”

It’s well known that in the early part of the 60s
nobody could get ‘the sound’ that you were hearing
on records out of British-made amps. How did you
overcome that?

“By turning them flat out! I thought the solution was to
get an amp and play it as loud as it would go until it was
about to burst. When I was doing that album with John
Mayall, if you miked the amp too close it would sound
awful, so you had to putit along way away and get the
room sound of that amp breaking up.”

That was when you discovered Marshalls, wasn’t it?
“Yes. Prior to the Blues Breakers I was using Vox AC30s
and things like that, but they didn’t do it for me. They
were too toppy — they didn’t have any midrange at all.”

Do you harbour any romance for that period at all?
| think it was Mark Knopfler who said that in some
ways he misses the old days where you could turn up
at a club with an amp and guitar and just do a gig...
“Back in the 60s, if you did go into a club to see someone
play, you already knew those people; there was no
intimidation — no inhibitions at all. It was just simply
that you hung out with these people and you played
with them all the time, so in that respect I miss that
camaraderie. There was competition but it was friendly.
“Now, I think it’s much more aggressive. I went
through that ‘dinosaur’ thing 10 years ago so God knows
what it’s like now for me to show up somewhere! I don’t
know what they think of me now if I walk into a club.
What do I represent to young players? I have no idea
— I don’t know where they’ve gone in their heads now,
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what they think, what their influences are. It’s probably |
nothing to do with what my contribution was.”

Before that time you’d actually played with Muddy
Waters. How did that come about?

“I think Mike Vernon put the whole thing together. He
got Muddy in the studio and all I can remember is just
being incredibly scared, clumsy and overwhelmed, you
know? Completely overwhelmed. At that time the blues
thing was going through some funny changes; it you
played electric guitar you'd sold out. Josh White had
done a lot of touring in Europe and Big Bill Broonzy,
too, but Josh came later and picked up the slack. He
would go on and do Down By The Riverside and Scarlet
Ribbons and things, it was very middle of the road blues
and folk and it was all acoustic. Then Brownie McGhee
and Sonny Terry would tour and they really made it
palatable; they acquainted everyone with the blues via
the acoustic guitar, so I think when Muddy came over
the first time he brought an electric guitar and it wasn’t
very well received. He wasn’t everybody’s cup of tea — it
was only the purists who knew about Chicago blues.”

It must have been an overwhelming thing for you;
you were only about 20 years old at the time...

“I couldn’t take it all in. I felt really stupid — I was a little
boy trying to play a man’s music and these were the
men. They’d done what I'm still trying to do. I felt really
clumsy, I thought I didn’t really belong but I just felt
very grateful for the opportunity.”

People assume you were with The Yardbirds or The
Bluesbreakers for a long time...

“I went through all those things very quickly. I mean, pickup produced a fantastic sound. I think that SG went
Cream was like a year and a half, and even with John through the Cream thing just about the longest; it was
Mayall, I was only half there. I was so unreliable, so really a very, very powerful and comfortable instrument
irresponsible. I would sometimes just not show up at because of its lightness and the width and the
gigs and that’s how Peter Green was asked to playwith | flatness of the neck. It had alot going for it — it had the
John - because I wasn’t there! I went to see John last humbuckers, it had everything I wanted at that point.”
year [1993] to actually make amends; I looked back and
realised how badly I"d behaved.” Looking back now, are you able to put all of your

early stuff into context objectively?
How does Cream fit in to your perspective? “Yes, fairly. I think all of it was okay until drugs and
“It was very intense and it actually seems like we were drink got involved. I don’t think my facility as a player
together for three or four years. My overall feeling has really got much better or worse. I mean, I've just
about it now is that it was a glorious mistake.I had a finished doing a blues tune, a Freddie King song, and it
completely different idea of what it would be before doesn’t sound that much stiffer or that much faster than
I started it and it ended up being a wondertul thing, when I was doing John Mayall or Cream - a bit more
but nothing like it was meant to be. It was meant to fluent, a bit more confident maybe. But what’s clear
be ablues trio. I just didn’t have the assertiveness to me is that then I was much more in touch with the
to take control. Jack and Ginger were the dominant actual making of music - as I am now — and there was

personalities in the band; I just played. I justwentwith | thislongbitinbetween where I was more inclined to
the flow in the end and I enjoyed it greatly, butitwasn’t | justgetoutofit. It was at some point towards the end of

anything like I expected it to be at all.” the 60s and all the way through the 70s — I was out, you
know? I was kind of on holiday, and being a musician

In the Cream period, you virtually ran the whole was my way of making the money to be on holiday.”

gamut of Gibsons: your Firebird, 335, Les Pauls, SGs

- the very famous psychedelic SG. Were there any That whole thing started with Jimi’s death in a way.

particular favourites? | hear you've still got your 335. | The dates are almost coincidental, aren’t they?

“Yes and I love it - I still get it out every now and “Yeah. It was funny how that all picked up. The 60s

then. The 335 was a big favourite and that particular were great and we were all doing drugs recreationally.

Firebird, I had some great times on that; the single We were all under the impression that we could take
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it or leave it and it was more like weekend bingeing
—you’d do whatever you were doing and then you'd
get stoned one night, or you’d take acid and then you
wouldn’t do it again for a while. Then it got to the point
where those of us who were addicts by nature just
carried on doing it and we’d do it all the time.

“I think we lost the thread then, and I suppose this
may be a bit presumptuous, but it kind of opened the
door for punk, because there was no continuity from the
musical pattern that evolved in the 60s. It got scrambled
and lost with all the drugs and opened the door for all
the anarchy, bitterness and anger. The musicians of the
70s didn’t really have a very clear legacy. The legacy got
very fucked and very self-indulgent. I think that the
whole thing about The Sex Pistols was that they were
really pissed off at our indulgence - the indulgence and
that self-righteous stance of the 60s.”

Jimi actually jammed with Cream, didn’t he?

“Mmm. First time I ever met him we were playing at the
Central London Polytechnic. Harvey Goldsmith was
the promoter — he was the Entertainments Secretary of
the Students’ Union — and Jimi came along with Chas
Chandler. I don’t know how long he’d been over here,
maybe a couple of days, but he got up and played. He
was doing Howlin’ Wolf songs and I couldn’t believe
this guy. Part of me wanted to run away and say, ‘Oh

no, this is what I want to be — I can’t handle this” And
part of me just fell in love. It was a really difficult thing
for me to deal with, but I just had to surrender and say,
‘This is fantastic.”

You became good friends, didn’t you?
“Oh yeah, instantly, instantly”

| don’t think people realise how much of a blues
player Hendrix was. In a lot of ways it’s obvious now...
“T know. I think a lot of people thought, ‘Oh yeah, the
Band Of Gypsys thing was the best.” Or they look at
different eras of his music-making in terms of his peak
or his most prolific or his most creative. But the core of
all his playing was blues and what really used to upset
him the most was that he got this fixation about selling
out. He got very down on himself and very cynical about
his acceptance. He thought he was going commercial
and yet he couldn’t stop himself.”

You’'ve recorded Jimi’s Stone Free and Little Wing —
why haven’t you recorded more?

“I got very jealous of Jimi. I was very possessive about
him when he was alive. When he died I was very angry
and I got even more possessive. If people talked to me
about him I would turn away; I wasn’t interested in
their perception of him, because I felt like they were
talking about an ex-girlfriend or a brother who had
died. I just thought, ‘I"'m not talking about it, I knew
him, he was very dear to me and it’s very painful to hear
you talk about him as if you knew him - you fucking
didn’t” It’s taken me all of this time to heal. I don’t know
how long the grieving process is, but in my experience
it’s a fucking long time and it’s taken me this long to be
able to pick up a guitar and play a Hendrix song.”

| Was your switching to Strats around the time of

Jimi’s death a conscious tribute to him?

“I think it was. Once he wasn’t there any more I telt like
there was room to pick it up. But I saw Steve Winwood
playing one and something about that did it for me. I’'d
always worshipped Steve, and whenever he made a
move I would be right on it. To me, he was one of the
few people in England who had his finger on some kind
of universal pulse. I always watched his next move and
thought, “There’s something to be learned from this. I
went to see him at The Marquee and he was playing a
white-necked Strat — there was something about it.”

When did you start playing slide guitar?

“I've always played slide; not electric, but I played

slide when I was playing acoustic in the pubs. I tried

to play like Furry Lewis and the more primitive rural
blues musicians. I also tried to be a little bit like Muddy.
It’s always come and gone — I've never really stuck
very hard atit. I've done a couple of Elmore James
songs where I’'ve come back to it again. I do love it, but
somehow or another it doesn’t have the madness. When
I got into Buddy Guy, there was something about the
madness of his playing, it was like someone jabbing you
with his forefinger that I fell in love with - the staccato
madness of it that you can’t do on slide.”

Was Duane Allman an influence?
“Yes, very much so.”

The story of you meeting has it that you just went to
see himinconcert...
“We’d started the Derek And The Dominos album
and we hadn’t got very far. I'd written some songs and
we’d played gigs and we’d got a kind of persona. But
in the studio it was very one-dimensional and it didn’t
feel like we were getting anywhere. There was a bit of
frustration in the air and Tom Dowd has always been a
clever mixer of people; a great one for being a catalyst
and putting different combinations of musicians
together to get an effect. He just wanted me to see
Duane; in fact, I'd been talking about Duane, because
I'd heard him play on Hey Jude with Wilson Pickett and
I kept asking people who this was. So, he took me and
all the rest of The Dominos to see The Allman Brothers
play in Coconut Grove and introduced us.

“I said, ‘Let’s hang out — come back to the studio.
I wanted Duane to hear what we’d done and we just
jammed and hung out, got drunk and did a few drugs.
He came in the studio and I kept him there! I kept
thinking up ways to keep him in the room: we could
do this. Do you know this one? Of course, he knew
everything that I would say and we’d just do it. A lot of
those things like Key To The Highway or Nobody Knows
You When You’re Down And Out are first or second
takes, and then I'd quickly think of somethingelse to
keep him there. I knew that sooner or later he was going
back to The Allmans, but I wanted to steal him! I tried,
and he actually came on a few gigs, too. But then he
had to say, almost like a woman, “Well, you know, I am
actually married to this band and I can’t stay with you.

| Twasreally quite heartbroken!”
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Wasn’t that the beginning of your dark period?
“I don’t know whether it can be fairly placed at the door
ot drugs or relationships or life issues as much as I just
had to get away. I had been doing so much; I’d been out
there for along time, playing with no break. I do work
quite hard - I always have done - and at that point for
some reason a combination of things put me into a kind
of fairly necessary retirement and I needed it in a way.
“I remember listening to music very hard and
wanting to play very much, but I had to get off the scene
to get that enthusiasm back — I'd really lost it. Derek
And The Dominos were recording in here when we
broke up and I went into that dark place. I didn’t give a
shit about the music any more. We’d just argue all day
and have a go at one another and then one of us would
blow up and split. The music didn’t matter: I didn’t like
the sound of my guitar, I didn’t like the way I played and
it took me a while to go away and come back to it. When
I came back I came back with a different point of view,
a fresh enthusiasm and a kind of open-mindedness to
learn about new music, because that’s when I heard
reggae — I was just like a kid again in a sweet shop.”

You toured a hell of alot in the 70s!

“Toured and recorded and got out of it! T had a great
time, but it was all fairly directionless. I don’t regret any
ofit. To be honest, I think there was no other way for me
to go. I’'m just very grateful that I and didn’t die, because
I was often in some very seriously dangerous situations
with booze and drugs. I used to do crazy things that
people would bail me out of and I'm just gratetul that

I survived. But the music got very lost; I didn’t know
where I was going and I didn’t really care. I was more
into just having a good time and I think it showed. I got
fairly irresponsible and there were some people who
liked it and others who got very pissed off. And my
guitar playing took a back seat. I'd got totally fed up with
that whole thing about ‘The Legend’ — I wanted to be
something else and I wasn’t really sure what it was.”

People have said that if they came to see you, nobody
could predict what the concert was going to be like...
“It would very much depend on who I’'d bumped into
that day, who had managed to corner my attention,

because then I'd just go off with them. I was just like

a grass in the wind — I went anywhere. I was literally
anybody’s, depending on what they were holding; you
know, what drug or what drink they were on and I'd go
with them. Then there’d be the gigin the evening and
I’d be wherever that was, wherever I’'d been taken.”

Did the multiple Grammys for Unplugged take you
by surprise?
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