





 Categories
 Top Downloads









Login
Register
Upload











Search












	
Categories

	
Top Downloads

	
	
Login

	
Register







Search











	
Home

	Premier Guitar.pdf

 Premier Guitar.pdf


March 11, 2018 | Author: joeystabs | Category: Bass Guitar, Jimi Hendrix, Guitars, Pop Culture, Entertainment (General) 


 DOWNLOAD PDF - 43.7MB



 Share
 Embed
 Donate



 Report this link







Short Description

Download Premier Guitar.pdf...



Description


JANUARY 2013



JANUARY 2013



INCLUDING!



3



Digital-Only Reviews!



premierguitar.com



Award Winning SB5000



the



DARRYL WILLIAMS



TOM BARNEY SEKOU BUNCH



OVERALL VALUE



ZACH RUDULPH



NATHANIEL KEARNEY, JR



ANDY GRAMMAR



DAVE KOZ / BEBE WINANAS



RUFUS PHILPOT



MADE IN



USA BJORN ENGLEN YNGWIE MALMSTEEN



BRYANT SIONO Jennifer Lopez



c SB4000 6 months No interest



carvin.com



800.854.2235
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THE RIGHT GEAR, WITH SERVICE TO BACK IT UP! THAT’S THE



SWEETWATER



DIFFERENCE! Whether you’re taking the stage, making tracks, or playing for enjoyment, you’ll find your dream guitar rig right here at Sweetwater. We carry the hottest guitars, amps, pedals, and accessories available. And we’re musicians too — so we know how to help you find the gear that fits your needs best. PICK YOUR DREAM GUITAR Sweetwater’s new and improved online Guitar Gallery lets you check out our world-class inventory of guitars in beautiful multiple-photo detail. You can then pick the exact guitar you want by serial number! Visit Sweetwater.com/guitargallery. SAFELY STORED — AND READY TO SHIP After it’s carefully inspected and photographed, each guitar we stock is safely stored in our humidity- and temperature-controlled warehouse — not hung on a music store wall! READY FOR YOU TO PLAY, RIGHT OUT OF THE BOX Nearly every guitar we stock receives a detailed 55-point Evaluation before it’s shipped. We make sure it looks and sounds great — and plays as well as it possibly can — right out of the box! Visit Sweetwater.com/55-point for more details.
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On most orders, with no minimum purchase!



2-YEAR WARRANTY** Free Total Confidence Coverage™



FREE PRO ADVICE We’re here to help! Call today!
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At Keeley Electronics, recreating, modifying and refining pedals is what we do. But once in awhile we like to jump in and take a fresh approach, like the new Keeley Luna Overdrive for example…



stages, we’ve produced an unmatched range of overdrive possibilities, all with astounding transparency. While the Classic mode offers a relaxed, smooth and subtle stage,the Modded mode unleashes urgent, full-on, grit-n-grind.



Don’t let the name fool you – the “Classic/Modded “ toggle switch delivers the sounds of two pedals in one. By integrating our modified, high-fidelity Baxandall EQ tone circuit with op-amp clipping and tube-like FET gain



Take a Keeley Luna Overdrive pedal home today and discover the drive of your desires – it’s all in there.



CLICK HERE



“You play the guitar. We’ll build the gear.” 1.866.846.7539 www.robertkeeley.com



we've built a dynamic, little asset for your pleasure. Scan the QR code with your tablet (iPad and the like) tell us what you think



same little dynamo plays on your handheld mobile device too (iPhone and the like)
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CLICK HERE C



to sign up for your FREE subscription to Premier Guitar’s digital magazine!



diGitAL AdVAntAGe



In addition to the insightful reads in our January 2013 print edition, you also get the following fantastic material when you head online to premierguitar.com.



Photo by Steven Parke



VictoR Wooten



A reigning bass icon continues to push the boundaries of virtuosity on two new albums.



Digital-Only Reviews: Eastwood Airline ’59 Coronado Mooer ShimVerb, Green Mile, Black Secret, and Pitch Box DR5 SolidGoldFX Apollo DR1 DR3



LARRY GRAHAM



BAd BRAins



The bass pioneer recounts the birth of his slap technique and how he approached his new GSC album.



Hardcore legends Darryl Jenifer and Gary “Dr. Know” Miller discuss their new album Into the Future.



JoAnne sHAW tAYLoR



For her third album, this British bluesrocker was inspired by old and new.
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BuiLdeR PRofiLe: fodeRA



After learning from the most esteemed bass builders in the business, Vinny Fodera went his own way.



toM PeteRsson’s BAss coLLection



Cheap Trick’s rumbler shows us gems from his vintage stockpile.



diY: HoW to set uP A BAss Here’s a handy guide to keeping your 4-string in tip-top shape.



Campbell American Space Biscuit • Moog MF-104M Analog Delay • L.R. Baggs M-80 • KW Cabs ST-2M • Heptode Deep Crunch • Seymour Duncan SH-16 ’59/Custom Hybrid • ZT Amplifiers Lunchbox Junior • Fender Cabronita Telecaster • Laffing Dog Blue Dog • Ashdown CTM-300



TuninG uP



Revolting Resolutions BY shawn hammond



W



hat’s more annoying than obligatory New Year’s resolutions lists everywhere you look for the entire bloody month of January? Nothing. Seriously—nothing. Personally, I think we should all give out lists of things everybody else should resolve to do/stop doing so we don’t go medieval on their asses. (In an enlightened, pacifistic sense, of course.) I mean, it’s just metaphorical ipecac to jump on Facebook (or maybe that blog that three people read out of sheer guilt/boredom whenever they’re too lazy to download the latest version of Angry Birds Star Wars) and glurg out self-congratulatory/delusional putrescence that implies we’re going to finally do something about things we identified long ago as problem areas/shortcomings/ potentially lethal/sheer stupidity. For those of us who’d like to continue breathing and pumping a full tank of blood for a while longer, however, perhaps the better option—especially within earshot of anyone we care to remain on good terms with—is to admit that the only thing more annoying than inane resolutions is dealing with another year of not working on stuff we know sucks about ourselves. (The question of why we’re under the collective delusion that important life changes must coincide with the beginning of our new cutekitty calendar will be tabled to another column.) So, without further ado, here’s my list of lameness to work on for approximately 350 more days and some change: 1. Use no more than five slash marks to colloquially imply “and” or “or” in Premier Guitar Tuning Up columns. Seriously—that’s really annoying/lazy/incorrect.
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Who am I kidding with New Year’s resolution No. 10? Nothing spruces up a guitar like rad zombie stickers like these ones from RedBubble.com. The Garden Weasel? You’ll just have to read the rest of this damn page, my friend.



2. Finally jettison the lame pedalboard I’ve been using for 15 freaking years. Even the manufacturer of this relic would scoff that I haven’t used it to board up a broken window or build a bike jump. What gives—how could I put up with this creaky piece of ergonomic mediocrity for that long? Every time I scrape together enough money for recreational spending, I want new tones and toys—not just a less ugly, more useable chunk of metal and Velcro at my feet. 3. Improve my flatpicking articulation … at least when I’m not trying to be a punk. To set the record straight, this is mainly a problem because I use the broad side of my picks rather than the pointed tip. I dig how it rounds off the attack a bit even as the textured gripping surface comes into contact with the strings and adds a little grit. Try it—you might like it. If not, don’t be an idiot and wait till January 2014 to take corrective measures.



4. Buy a new friggin’ guitar strap. Don’t ask me how this happened, but somehow I’ve either had straps kicking around from guitar to guitar for years, or I’ve gotten freebies someone didn’t want. Until I recently expanded my meagerbut-totally-cool-by-me guitar collection, I hadn’t needed to purchase one since the mid ’90s. The problem? I’m a cheap ass (see pedalboard entry above). My eyes bulge out at 90 percent of the straps at the guitar shop—half because their fugly, and half because they cost a fifth of what I usually spend on an actual guitar. 5. Tame the reverb addiction—but just a tad. Yeah, I like it. A lot. Deal with it— because, chances are, I probably won’t … at least not to the degree you so-called “rational” players think I should. Send your complaints to Dick Dale. 6. Perfect my two-pedal stomp so I don’t hit the damn mute switch on the tuner that’s too close to my compressor



and overdrive. Stupid tuner. I need a new pedalboard.... 7. Polish a guitar once in a while … like, other than when I’m restringing it. Yeah, that’s about as likely as kicking the ’verb habit. 8. Find more ways to play unpredictably without resorting to the easy out of just buying a new pedal. After all, anyone can buy another stomp—but what are the odds they’ve got a pocket-sized Garden Weasel (the chrome one, not that tonesucking tin-alloy POS!)? 9. Write a song that’s actually in a major key once in a while. Sure, I throw major chords in here and there, but these are serious times, man— how can you write a happy song when Twinkies are extinct? 10. Cool it with the zombie stickers on all my guitars. The fact that I was a Shaun of the Dead freak before the current zombie bandwagon doesn’t mean it looks any less trendy. (Or, do I stick to my cricket bat till everyone moves from that and the sparkly vampire craze and on to the metrosexual minotaur craze?) How about you—got a list of inexcusably procrastinated, guitar-/bass-related lameness to share? Oh yeah, happy freakin’ New Year.



Shawn Hammond [email protected] premierguitar.com
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“I love these strings. They feel great, and still sound really good after a bunch of shows.” - Gus G



Photo Credit: Chris Kissadjekian



Extending your tone life like no other string.™



Every time you play your guitar, bits of you are left behind to invade the windings, contaminate your strings and kill your tone. Elixir® Strings is the only brand to coat the entire string and form a barrier against tone-killing gunk. That’s why players report with Elixir Strings their tone lasts longer than any other string, uncoated or coated. You’ll get the tone you dig and the feel you love gig after gig after gig. Hear more from Gus G and why he loves his Elixir Strings: www.elixirstrings.com/gusg



GORE, ELIXIR, NANOWEB, POLYWEB, GREAT TONE · LONG LIFE, “e” icon, and designs are trademarks of W. L. Gore & Associates. ©2012 W. L. Gore & Associates, Inc.
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This month on PremierGuitar.com… VInTage and RaRe



experience Music Project Photo gallery: Get an intimate view of Jimi Hendrix’s Woodstock Strat, Kurt Cobain’s “Smells Like Teen Spirit” Mustang, Dave Davies’ Tele, Roger McGuinn’s 12-string Rickenbacker, and more up with our look inside Seattle’s EMP Museum.



New this month only on premierguitar. com, we take you inside three exceptional sources for vintage and rare instruments: the legendary Gruhn Guitars in Nashville, Microsoft co-founder Paul Allen’s Experience Music Project guitar collection, and a special exhibition at the Tennessee State Museum. Online now!



aguilar amplification Factory Tour



Watch the bass giants assemble their amps, pedals, and pickups in the heart of New York City. Online december 12.



gruhn guitars Video Tour: Take a guided tour through one of the country’s top vintage guitar dealers.



The Guitar: An American Love Story Photo gallery: Peruse a selection of the 150 guitars on display this winter in Nashville, including Vince Gill’s 1942 D-28, Keith Richards’ 1953 Tele, and more.



only on FACEbooK...



Head to facebook.com/premierguitar and Like us for exclusive access to all of this and more.



FACEbooK pHoTo oF THE monTH



John P. Scott got the audience dancing in 1967 with Carleen and the Groovers at Club Riviera in North Charleston, South Carolina. He says of his flag-adorned Strat, “It’s a ’63 Stratocaster that I wish I’d kept. I could retire on it now!” The matching white pants and vests, coily cord, and vintage pedals complete this blast from the past. You could have our next Facebook photo of the month! Just post your sexy gear pics, killer live shots, or groovy throwbacks to our wall at facebook.com/premierguitar.
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Joe Perry and Brad Whitford



The men behind Aerosmith’s dual guitar attack discuss Music From Another Dimension, blending vintage and boutique gear live and in the studio, and how they keep things fresh after all these years. Photo by Ken Settle THE PED
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We take you backstage with Smashing Pumpkins’ Billy Corgan, Blondie’s Chris Stein and Tommy Kessler, dinosaur Jr.’s J Mascis, and Jon Spencer Blues explosion’s Judah Bauer. Online now!
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Last month, we asked you to weigh in on your favorite—and least favorite—covers from 2012. The results are in!
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Sign up for our weekly newsletter at premierguitar.com/newsletter or “Like” us on Facebook for access to these weekly giveaways.
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Fryer Treble Booster Touring January 2–8
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Web exclusives



This month on PremierGuitar.com… Online-Only Reviews As always, we review even more of the hottest new gear online and in our digital magazine, complete with audio examples. New this month, we review the PRS Stripped 58, Eastwood Stormbird Bass, SolidGoldFX Apollo, Mooer Micro pedals, Eastwood Airline ‘59 Coronado.



This Month’s Lessons DEEP BLUES



Quartal Blues by Dennis McCumber BEYOND BLUES



Keeping It Simple: Blues Scale Transitions by Corey Christiansen FUTURE ROCK



Diminished Shred by Justin Derrico



Gallery: Vintage Gems from Christies’ Guitar Auction



From 1940s Martins to stunningly clean vintage Strats, see what the auction house rolled out this fall.



Interview: Chris Shiflett



The Foo Fighters and Dead Peasants guitarist discusses his passion for Teles and shows us two of his go-to axes.



Breakroom Sessions – Charlie Hunter



Hunter’s mind-blowing signature style was in full force when he stopped by PG headquarters for a chat and performance. WEB EX1 PREMIER GUITAR JANUARY 2013
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BECOME APG PERKS MEMBER TODAY!



Hundreds of members have won gear. Thousands more have taken advantage of exclusive discounts.



Signing up is EASY & FREE! As a PG Perks member, you’ll receive exclusive offers in your inbox from



and participating sponsors!



CLICK HERE TO SIGN UP ON PREMIERGUITAR.COM
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nAnCy WiLSOn October 5, 2012 Mid Hudson Civic Center Poughkeepsie, NY Photo by Frank White



Nancy Wilson—guitarist for Heart and writer of countless classic-rock hits—digs into her 1995 Gibson Nighthawk at a recent New York show. Known for its flexibility, the Nighthawk was designed with input from Wilson when Heart was on hiatus in the early ’90s. Wilson’s completely stock, string-through-body Nighthawk has an M-Series mini humbucker in the neck and an M-Series slanted humbucker in the bridge, and she says it was used extensively in the studio for Heart’s new album, Fanatic.



premierguitar.com
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LES CLAyPOOL October 17, 2012 Tower Theatre Philadelphia, PA Photo by Maclyn Bean



Primus bassist Les Claypool brings his eclectic low-end work to Philly with the band’s 3D-enhanced tour. The Claypool Pachyderm bass shown here was designed by the frontman and built by his luthier friend Dan Maloney. Featuring a highly figured zebrawood top, the 32"-scale bass is outfitted with a Kahler tremolo, Sperzel locking tuners, and a single EMG-PA pickup. This is the third Pachyderm bass that Maloney has built for Claypool, who recently auctioned the prototype and gave all proceeds to help fund his 2-year-old nephew’s battle with leukemia.
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TOny LEVin September 26, 2012 Palace of Auburn Hills Auburn Hills, MI Photo by Ken Settle



Celebrating the 25th anniversary of Peter Gabriel’s venerated So album, longtime Gabriel bassist Tony Levin and the other original members of the band perform the record in its entirety on the Back to Front tour. The bass virtuoso’s instrument is a Music Man Game Changer Reflex that he acquired in early 2012. Levin tells Premier Guitar that the bass is perfect for songs like “Don’t Give Up” because it allows him to choose among multiple pickup configurations and set up favorite settings for fast switching.



premierguitar.com
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DExTER HOLLAnD October 5, 2012 Hollywood Palladium Los Angeles, CA Photo by Lindsey Best



Offspring singer and rhythm guitarist Dexter Holland roils the mosh pit at L.A.’s Palladium. His go-to axe is a custom 25"-scale Ibanez ARZ. Painted in a distressed matte black, Holland’s maple-topped ARZ has a 3-piece, mahogany-andpurpleheart set-in neck, and is packed with a single DiMarzio Tone Zone in the bridge position.
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ELITE



LTD ELITE ST-1 in See-thru Black



INTRODUCING THE LTD ELITE SERIES BY ESP Designed and built by the same luthiers in Japan who create our high-performance ESP guitars and basses, the new LTD ELITE Series delivers our world-renowned quality and attention to detail in instrument design, materials, and workmanship. To view the full LTD ELITE line of guitars and basses visit us at www.espguitars.com.
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LETTERS



your Feedback DEAD On



Premier Guitar, Thanks for the nice story on Keith Olson [“Studio Legends, December 2012], including all the little tech intricacies. Here is another interesting tidbit about Keith Olson: He is responsible for the best year of the Grateful Dead. Most Deadheads will know of Keith Olson as the producer of the album Terrapin Station, which came out in 1977. Up to that point, the Dead had produced most of their own albums with rather, shall we say, mixed results. But Terrapin Station was quite polished, to the point that some Deadheads thought it was “overproduced.” I love it, but that’s not the reason for this letter. The reason is that, if we examine the Grateful Dead’s touring history—arguably one of the most extensive in all of rock ’n’ roll—which stretched from 1966 to 1995, or about 30 years, can we identify the best year? Among serious Deadheads, I would argue that 1977 is a real contender. After all, many feel that Barton Hall at Cornell in May 1977 is clearly one of their best live performances. I was lucky enough to see Dead that year in Santa Barbara in February of 1977, the second show (after San Bernardino) of that wonderful Spring 1977 outing. Best version of “Scarlet,” ever. Clearly my favorite show over the entire period 1974-1995 when I was fortunate enough to see them live. So why was 1977 so special? In my humble opinion, much credit is due to Keith Olson. This is because he made the Dead really bear down and practice, and polish their music to a degree they never thought possible. You may disagree about the merits of the album. But what it did to the Dead as a live performing unit was fabulous—and I’ve still got old soundboards and auds to prove it. So from an old Deadhead, thanks to Keith Olson for one of the best years the Dead ever hit the road. Keep up the good work, —Chris Francklyn Burlington, Vermont



Chris, Thank you for the kind words. I have so many fond memories of Jerry [Garcia] in the studio, outside the studio, what a loss. Just think how cool it would be if he were around today. Doing Terrapin was a labor of love with the band, some days it was difficult, but other days it was magical. Overall I hoped that they would take this discipline and apply it moving forward. As you say, they did. I went from this album directly into a Bob Weir project, then on to project after project after project, and I’m sorry to say, never saw the band play again. I was lucky enough to have had months of creative time with Jerry. Live on in our hearts!!!!! Cheers, KO
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Dream Guitars



I don’t have the vocabulary to adequately express how I feel after this first exposure to such sublime beauty [“Builder Profile: John Monteleone,” December 2012]. Contrast guitars like these with the pitiful money-grubbing big name custom shop schlock and you see real art worthy of substantial investment. —Dazed & Amazed, via premierguitar.com



It would be nice to hear a guitar with soundholes in the rim. That particular design innovation has shown up in a few maker’s instruments. The Monteleone guitars have interested me for a long time, but these new designs are like something out of an incredible dream. —Steve Haynie, via premierguitar.com



Bravo for Bombino



I really enjoy reading your magazine. And I especially like that, unlike some other guitar magazines, you give the full gear information on whoever is being featured. I personally like to know what guitar is being played, what effects are used, amps, picks, etc. But the first thing that I always search for is the Opening Notes section. Bravo! You never know who is going to be there ... I’ve never heard of Bombino, but after seeing the great photo [Opening Notes, December ’12], I YouTubed the man, and then bought his CD, Agadez. Thanks a million! —Cindy Carr



For Her



Attached is a photo of the Tele I made for my wife for Christmas a few years back. She doesn’t play, but loves emeralds ... LOL. The body is 100 percent homemade: solid pecan, topped in 1/4" AAAA quilted maple, double bound in



white/black/white binding, chambered in the lower bout (under your strumming arm) with a POD-shaped chamber to sweeten the tone (aftermarket neck bought for the inlay since she doesn’t play). The red tuner buttons match her hair—14 coats of clear nitro, over aniline green stain, over black stain (applied then sanded, to heighten the 3D effect). Thought I’d show you something you might enjoy instead of whining. Thanks, —Benny D. Holbrook, Lt. Col (Ret.), USAF



Keep those comments coming! Please send your suggestions, gripes, comments, and good words directly to [email protected].
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news bits Eric Clapton and Jeff Beck jam at Crossroads 2010. Photo by Chris Kies



LiVE



Eric Clapton’s Crossroads Festival Comes to nyC new York, nY – The fourth Crossroads Festival will span two days at New York City’s Madison Square Garden April 12-13, 2013. Highlights of the star-studded lineup include the Allman Brothers Band, B.B. King, Brad Paisley, Buddy Guy, Gary Clark Jr., Jeff Beck, Jimmie Vaughan, John Mayer, John Scofield, Keith Urban, Sonny Landreth, Vince Gill, and more. The festival also acts as the conclusion to Clapton’s spring U.S. tour with 17 dates across the country. In addition to the music, Crossroads will feature the Guitar Center Road to Crossroads Exhibition with historic instruments from Guitar Center’s Legends collection on display, including Clapton’s Blackie and Brownie Fender Stratocasters, his Cream-era Gibson ES-335, and Stevie Ray Vaughan’s Lenny Strat. crossroadsguitarfestival.com



def leppard to play Hysteria for las Vegas Residency Las Vegas, nV – The Brit rockers are kicking off a nine-show residency at Las Vegas’ Hard Rock Hotel and Casino on March 22, 2013. The show, Viva Hysteria!, will be built around the band’s seminal 1987 album. Def Leppard will follow in the footsteps of Motley Crue and Guns N’ Roses, who also did residencies at the casino. defleppard.com



DOCuMEnTARy



Turn It Up! guitar doc Seeks Funding Santa Monica, Ca – Filmmakers for Turn It Up!, which explores the history, development, and influence of the electric guitar, are seeking $75,000 to complete the film via indiegogo. com. The funds will be used to secure musiclicensing rights and finalize production. The documentary is hosted by Kevin Bacon and includes interviews and performances with
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Les Paul, Slash, B.B. King, Robby Krieger, Jerry Cantrell, and more. loudandlouder.com RECOVERy



mercury magnetics offers Transformer Service for Sandy Victims Van nuys, Ca – Musicians with amps damaged by Superstorm Sandy’s floodwaters can send their damaged transformers into Mercury Magnetics for free restoration. The company offered the same service to victims of Nashville’s 2010 flood and Hurricane Katrina and reported 90 percent success rate in salvaging damaged transformers. Those interested in the service need only pay shipping each way. The company warns against turning on damaged amps, and advises amp owners to have a qualified amp tech remove the damaged transformers. mercurymagnetics.com



Improvisation,” “Villanova Junction,” and “Hey Joe.” The performance is preceded by a documentary chronicling Hendrix’s journey to the now-legendary festival. jimihendrix.com



bloomingdales launches Hendrix Clothing line new York, nY – Designed by Lyric Culture, the line of clothing and jewelry



combines images of Hendrix with lyrics from his songs and was launched in cooperation with his sister Janie Hendrix and the Experience Hendrix company. Janie Hendrix stated: “Jimi’s words, music and handwriting have been cherished by so many for so long and this underscores how resonant his art has been all this while and, certainly into the future.” bloomingdales.com



WEiRD



marshall gets a board game Los angeles, Ca – Marshall Amps has teamed up with Rock Science to create a board game in celebration of the company’s 50th anniversary. The game features 1,600 trivia questions based on Marshall myths, Marshall players like Jimmy Page and Yngwie Malmsteen, and the life of founder Jim Marshall. The limited edition game is available at Guitar Center stores and online. marshallgame.com HEnDRix



Hendrix 70: Live At Woodstock Hits Theaters London, england – Jimi Hendrix’s 1969 Woodstock performance will have a theatrical release November 26 in celebration of what would’ve been the guitarist’s 70th birthday. The performance footage, digitally restored with a new 5.1 audio surround mix by Eddie Kramer, includes the original sequence of songs: “Message to Love,” “Spanish Castle Magic,” “Red House,” “Lover Man,” “Foxy Lady,” “Jam Back at the House,” “Izabella,” “Fire,” “Voodoo Child (Slight Return),” Star Spangled Banner,” “Purple Haze,” “Woodstock premierguitar.com
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STAFF PiCkS



Rock Bottom



Legendary bassist/Chapman Stick player Tony Levin joins us to muse upon some of the best low grooves out there. Also new for 2013, we’re picking a lucky reader every month to join us here. Chime in on Facebook, make it good, and we might pick you!



Adrian duran



Andy Ellis



Shawn Hammond



Reader of the Month What are you listening to? I always listen to Testament, Septicflesh, Joe Pass, Sigur Rós, Slayer, Chet Atkins, Stars of the Lid, Ghost, and Iron Maiden. What’s your favorite bass line of all time? James Jamerson’s on “The Tracks of My Tears” (The Miracles) is so tasteful and restrained. Jamerson’s like Rembrandt: There are no bad lines, only less great ones. His lines are everywhere and completely invisible all at once. If anyone can name a more impactful bass player, I’ll eat my shoe.



Senior Editor What are you listening to? Andy Timmons, ATB Plays Sgt. Pepper. Timmons offers a rocker’s perspective on chord-melody playing, a style associated with bebop jazz guitar. He performs the entire album on 6-string— a technically impressive and creatively inspiring feat. What’s your favorite bass line of all time? I’m a dub bass fanatic—Robbie and Family Man, wow—but my single favorite line has to be what Rocco Prestia delivers in Tower of Power’s “What Is Hip?” ... total insanity.



Editor in Chief What are you listening to? Global a Go-Go, Joe Strummer & the Mescaleros. A vibey remaster of the Clash frontman’s 2001 album. What’s your favorite bass line of all time? Larry Graham (Sly and the Family Stone) on “Underdog,” Ronald La Pread (the Commodores) on “Brick House,” Robert Bell (Kool & the Gang) on “Ladies Night,” Darryl Jenifer (Bad Brains) on “Stay Close to Me,” Muzz Skillings (Living Colour) on “Under Cover of Darkness,” Tim Commerford (Rage Against the Machine) on “I’m Housin’.”



Tessa Jeffers



Chris Kies



Rich osweiler



Managing Editor What are you listening to? The self-titled debut from Dead Sara, a young foursome with a two-guitar attack from Siouxsie Medley and Emily Armstrong—a vocal stunner who belts out a flawless vibrato while both singing and scream-singing. What’s your favorite bass line of all time? Les Claypool’s slapping on “My Name Is Mud,“ the scorching bass fuzz by Adam Yauch on Beastie Boys’ “Gratitude,” and the groove in “Stand by Me.” But the most infectious funk bass line I’ve ever heard is in Can’s “Halleluwah.”



Associate Editor What are you listening to? The Man with the Iron Fists soundtrack. New Yeezy, Wiz Khalifa, and Wu-Tang cuts are worth the sticker price, but for guitarists, the Black Keys’ (with Iron Fists director RZA) bravado mash-up “The Baddest Man Alive” dominates, while the Revelations (with Tre Williams) bridge old and neo soul on the funky “I Forgot to Be Your Lover.” What’s your favorite bass line of all time? Duck Dunn’s crawling-then-frenetic work in Otis Redding’s “Try A Little Tenderness” floors me every time.



Associate Editor What are you listening to? Cokefloat! by PAWS. The debut record from this Scottish punk-pop trio is a fuzzy, fist-pump-inspiring ride that blends in plenty of melodic flavoring to keep it radio-friendly, or not. Either way, a pretty fun listen. What’s your favorite bass line of all time? I saw this question and knew right away I’d be calling out something from John Paul Jones. So many to choose from, but what JPJ did on “Ramble On” still gives me chills.



Tony levin



Charles Saufley



Jason Shadrick



Stick Men bassist What are you listening to? Wish I could give a sexy answer, but it’s the usual homework situation. I’m on the road with Stick Men, playing the new album material, and I’m not yet solid on the parts, so I’m spending hotel time listening to our own album mixes at the moment. What’s your favorite bass line of all time? Don’t love to pick favorites, but if I have to … it’s Peter Gunn. Come on, admit it: Is there another bass line so recognizable or so instantly cool? And that’s in one bar!



Gear Editor What are you listening to? Bunalim, S/T—sick, unhinged fuzz-psych from the shores of the Bosphorus circa ’70-’72. What’s your favorite bass line of all time? One favorite? Impossible. Cecil McBee and Stanley Clarke’s rippers on Pharoah Sanders Black Unity are up there. Danny Thompson from Pentangle, Jimmy Garrison, Geezer Butler, Aston Barrett, Leroy Hodges, Ronnie Lane, Al Cisneros, Ben Flashman of Comets on Fire’s The Bee and the Cracking Egg ... all killers!



Associate Editor What are you listening to? Scott Sharrard & The Brickyard Band is full of horn-infused blues and R&B grooves from the guitarist in Gregg Allman’s solo band. Sharrard eschews SRVisms for pure, old-school string bending. What’s your favorite bass line of all time? Stefan Lessard on Daved Matthews Band’s “Crush” for simplicity, John Paul Jones on “When the Levee Breaks” for getting lost in a drum groove, and finally every single note Ray Brown ever played for pure swing.
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DVD



mudhoney Live in Berlin, 1988 Sub Pop/!K7



The ascent of Seattle rock in the late ’80s and early ’90s has long since been codified in blurry images of Kurt Cobain leaping, thrashing, and single-handedly saving rock primitivism from the clutches of hairspraypoisoned, corporate-rock oligarchy. It’s convenient historical shorthand, but were Cobain alive to weigh in on the subject, he’d probably be the first to remind us that the true Northwest vanguards were a rather ragged and mighty foursome called Mudhoney. The Live in Berlin, 1988 DVD is a remarkable document, and not just for the foresight that found a German camera crew capturing the then-virtually unknown Mudhoney with relatively high-quality video and audio (the latter has been released on CD as part of the Superfuzz Bigmuff Deluxe Edition). Indeed, Live in Berlin is one of those artifacts that should forever alter the popular creation myth around Nevermind and the year that punk broke. Here, nearly a year before Nirvana’s first LP, Bleach, hit the bins, Mudhoney assaults an unwary German audience with an ecstatic, adrenal, and unhinged barrage of the Stooges/ Sabbath/Scientists distillate that Nirvana would borrow for their own punk-pop stew. The torn jeans, shaggy hair, and blue Fender Mustangs and Hagstroms offer visual reminders about how the fashion and guitar industries would soon co-opt the look of broke, suburban, West Coast skate punks. But the songs and performance are nuggets of tattered beauty. The irreverence and disdain for careerist rock posturing takes shape as guitarists Mark Arm and Steve Turner pirouette through Dan Peters’ drum solo on “In ‘n’ Out of Grace.” Turner and Arm’s guitar work emphasizes the power of space truckin’ riffs above all, and solos more often than not are unbridled wah and slide wipeouts merging Ron Asheton’s psych-punk with Sonic Youth’s art attack impulses. It’s unlikely anyone was aware of the wrecking-ball force with which these elements would upend popular culture a few short years later. But it’s a blast to watch these true Kings of Seattle so joyously and presciently grease the wheels. —Charles Saufley ALBuM



neil young and Crazy Horse Psychedelic Pill Warner Bros./ Reprise



Neil Young has never really given a hoot about polish. And if his first-thought-best-thought, flamethrower approach to creation has occasionally resulted in works of uneven quality, it has also spawned some of his very best— Everybody Knows This Is Nowhere, Tonight’s the Night, and Zuma among them. And no 28 PREMIER GUITAR JANUARY 2013



matter the end result, Young’s feeling-first stance is a gesture of artistic courage that’s appallingly absent among musicians in the multimedia age. Young’s latest, Psychedelic Pill, is a ferociously stubborn assertion that he has no intent to waver from his commitment to feeling, art, or for that matter, artlessness if that’s what moves him. Young’s fellow soul barbarians Crazy Horse are along for the ride again, and the crackling, electric racket they create on Psychedelic Pill is deliriously sprawling, fractured, patina’d, and at times tectonically powerful. Sonically speaking, the template is little different from the recipe the band concocted around the time of Rust Never Sleeps—chugging, mid-tempo,



hazy, and distorted jams that shift and drift around Young’s queasy Bigsby cries and drummer Ralph Molina’s rather subjective notions of time. Psychedelic Pill’s finest moments are when that formula is taken to extremes. The three finest tracks are the longest, and at 27:37, 16:50, and 16:29 minutes respectively, “Driftin’ Back,” “Ramada Inn,” and “Walk Like a Giant” are minor key, melancholy fever dreams that alternately explode and meander around Young’s boundless, stream-of-consciousness leads. The latter ends with about three minutes of Neil and Crazy Horse approximating the thunder of a giant’s plodding steps. If there were any justice, it would find saccharine pop’s most shameless peddlers looking over their shoulders and considering their imminent doom. —Charles Saufley Must-hear track: “Walk Like a Giant” ALBuM/DVD



Rage Against the machine Rage Against the Machine – XX Sony Legacy Recordings



Rage Against the Machine was a musical Molotov cocktail: Guitarist Tom Morello’s shredder-DJ fretboard mastery and effects manipulation was the fuse, renegade frontman Zack de la Rocha’s Howard Zinn-approved lyrics and rebel conviction was the gasoline, and the flexible funk-metal acrobats of bassist Tim Commerford and drummer Brad Wilk were the glass bottle holding everything together. Thanks to these incendiary components, Rage Against the Machine still burns as one of the most important albums since 1990. Rage Against the Machine – XX 20th Anniversary Box Set is a double-CD, doubleDVD package ripe with early concert footage (where Morello uses a ‘burst LP on “Wake Up”), seven raw demos of album material, and a 2010 show in Finsbury Park, London. Other unreleased material includes three new songs. “A Mindset’s a Threat” has a slithering “Wake Up”-style riff that dances with de la Rocha’s Rasta-rap delivery, “Auto Logic” bounces like “Killing in the Name” as de la Rocha spits venom. And “The Narrows” rhythmically navigates around Morello’s premierguitar.com



screeching and scratching à la “Fistful of Steel.” The DVD’s coup de grâce is Rage’s first concert complete with a lone slamdancer wearing a tucked-in polo. The only negative of this nostalgic collection of must-have metal is the sober reminder that a band as historically impactful as Rage hasn’t made new music in more than a decade. —Chris Kies Must-hear tracks: “Auto Logic,” “Freedom” ALBuM



Kurt Rosenwinkel Star of Jupiter Word of Mouth Music



The desire to make modern jazz as technical as possible (metric modulation, anyone?) has created a stagnant pool of music school grads who can literally play anything, but forgo the art of the melody. Guitarist Kurt Rosenwinkel, who at one time was a poster boy for the underground basement jazz scene in NYC, flexes his musical muscle with Star of Jupiter, in addition to creating memorable and lush-sounding melodies. For his first quartet recording in a decade (and 10th as a leader), Rosenwinkel opened his compositional floodgates for a double album full of originals. Opening with the hard-driving, odd-timed piece “Gamma Band,” young drummer Justin Faulkner propels the 5/4 groove with a burning, yet precise, intensity. Faulkner’s deft technique combined with Rosenwinkel’s angular, yet accessible style make the difficult sound easy. That’s a rare trait these days. Rosenwinkel doesn’t shy away from using effects throughout. Echo, modulation, and other octave-based sounds are his bread and butter and—along with his haunting falsetto—being able to successfully and tastefully use them without making them the focus has become his sonic signature. Star of Jupiter finally shows Rosenwinkel as a fully developed artist, improviser, and composer. Let’s hope the next generation follows his “melody first” ethos. —Jason Shadrick Must-hear tracks: “Gamma Band,” “A Shifting Design” premierguitar.com
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choosinG the riGht riG for the GiG BY Peter thorn



W



Auditioning and Gear You are always expected to bring your own guitars, accessories, and pedalboard/effects, but in my experience doing auditions, an amp and cabinet will often be provided for you. (You should, of course, always ask beforehand.) The thinking is that providing an amp will mean less setup and teardown time between auditions, thereby facilitating auditioning numerous guitarists. That said, I have mixed feelings about using amps that are provided at auditions. Sure, using a provided rental amp means less stuff to carry to an audition and (arguably) less setup time, but you want to be as comfortable as possible when auditioning, and also put your best foot forward when no Two Gigs Are the same it comes to your tones. I really try to make It took me a while to realize that every an impact at auditions, not only with my single gig I do is different—in every aspect. playing, but with my tones and attention The music is all certainly different, but in to detail on specific sounds as well. For this many other ways, no two gigs are the same reason, I always bring my own amp, though because the dynamics of each tour varies. I will sometimes use a provided cabinet as Let’s take travel, for example. You might be long as it’s of good quality. On some other flying everywhere on some gigs, traveling occasions, I’ll politely insist on using my by tour bus on others, or even faced with entire rig. It will most likely take you less traveling in a 15-passenger van with an time to set up and get your tone dialed in attached trailer on another. using your own amp since you’re already The number of band and crew members familiar with its controls and features. varies from gig to gig as well. You might have You also want to bring the appropriyour own tech, share a tech with another ate amp and guitars for the audition. member, or have no tech at all. All these and Hypothetically, let’s say you have an audiother variables need to be looked at carefully tion for Sheryl Crow’s band. I wouldn’t when choosing what gear you‘ll use for a recommend using a pointy guitar with a particular gig. Let’s start with the audition... Floyd Rose and EMGs through a Mesa Triple Rectifier amp! I’d bring a Tele, a Gretsch, or an SG, and for an amp, maybe an AC30, Twin Reverb, or possibly a tweed Bassman. Likewise, if it’s a metal band you are auditioning for, you should bring gear that suits the music. I remember auditioning 30 bassists for a straight-up rock band I was in 10 Depending on the gig, bigger isn’t always better when it comes to your rig. Shown here is Peter Thorn and his current “lean and mean” years ago, and I could rig he’s using on tour with Melissa Etheridge: A Jim Kelly Reverb tell right away when head matched with a Suhr 2x12 on the left that he A/Bs with the a musician walked in Suhr SL68 head with a Divided By 13 2x12 on the right. Photo by and opened his case Joshua Smith if he was a candidate elcome to my first installment of “Tone Tips.” I’m honored and excited to be a part of the fine publication that is Premier Guitar. For those who aren’t familiar with me, I’ve primarily made my living as a touring sideman for the last 15 years, playing with such artists as Chris Cornell, Don Henley, Melissa Etheridge, and others. My goal with this column is to pass on some realworld, practical knowledge that I’ve learned while touring. Sometimes the focus will be on equipment, sometimes on playing and performing, and sometimes on how I operate mentally on a day-to-day basis while touring. This month, let’s discuss how to choose the right gear for a particular gig.
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or not. When someone pulled out a 6-string bass with the strap real high, I knew immediately he wasn’t the guy. But when another guy came in looking like Billy Idol and pulled out a ’70s P bass, I knew we were getting somewhere. once You’ve Got the Gig … The music you play is certainly a primary factor in dictating what gear you choose for a specific gig, but let’s talk about the other factors to consider. Sometimes there will only be one or two stage techs, and they have to set up and tear down an entire stage full of gear each night. Not only that, they have to watch the band for onstage mishaps, handle guitar changes, and more. In this type of scenario when you don’t have your own dedicated tech, I’d recommend bringing a small, simple rig, and trying to be as self-sufficient as possible. The crew will thank you, and if something goes wrong with your rig, it’ll be easier to troubleshoot yourself. Another important consideration is the size of the band. I learned this the hard way. In one of my current gigs, there are two keyboard players, another guitarist, and sometimes a horn section. It’s a fairly large band, but I have my own tech on this gig, which allows me the luxury of using basically whatever I want. When I first started the gig, I brought in my big wet/dry/ wet rig, which consists of a 12-space rack, a Suhr PT-100 amp head, a mono 4x12 cabinet for the dry signal that gets panned center, and two 1x12 cabs that get hard panned with stereo effects in them. The rig requires three mics with one on each cab, and it’s an amazing sounding setup. But the other guitarist uses just a few pedals into a Peavey Classic 50 4x10 combo—one mic, mono in the house. Lo and behold, he was cutting through the mix much better than me! What I learned is that a bigger rig isn’t always better. In a guitar/bass/drums trio, the wet/dry/wet rig (or another stereo rig of some sort) is fantastic. But in a larger band situation, it’s easy to get lost in the mix, so I’d recommend a more focused, mono rig. See you next month for more Tone Tips! peter thorn



is an L.A.-based guitarist who has toured and recorded with Chris Cornell, Melissa Etheridge, Daniel Powter, and others. His solo album, Guitar Nerd, is now available on iTunes and through CDbaby.com. Read more about his career and music at peterthorn.com.
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MS-50G MultiStoMp Guitar pedal 47 individual stompboxes. 8 amp models. One pedal. © 2012 Zoom | zoomfx.com
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first on the scene BY Victor Brodén



D



uring my years playing in bars, I would often go out to watch friends play on my nights off and inevitably get invited onstage to sit in and play with them. But when you sit in with a band to play songs they know—songs you might not be familiar with—the situation can get hairy quickly. On the occasions I’d tell my friends that I wasn’t too familiar with a song, they’d always say: “Man, you have great ears, you’ll be able to follow, no problem.” Herein lies the problem: As a bassist— when playing an actual song (not just jamming)—we can never follow! Our primary job is to always lead, and lead confidently. We can’t wait a millisecond and come in on the second eighth-note of a bar if we are unsure of the changes, and “get by” like a guitarist or keyboardist is able to do when they aren’t 100 percent sure of what they are doing. That latency and attitude is just not a luxury afforded to us bass players. In almost every genre of music with a set song form, we will set up the next chord with a bass line or a walk leading into it. Other players are supposed to be able to follow us. We set up chord changes like drummers set up sections of a song with fill. It is one of our primary functions. We always have to be first on the scene.



words that best enable your brain to recall the information in the absolute quickest way. So feel free to make up your own shorthand. Section length. For starters, I label every section (verse, pre-chorus, chorus, bridge, etc.) on my chart or “cheat sheet” on the left-hand side of the page and underline them. By doing this, I’ll clearly know where sections begin and end, which enables me to confidently lead the band into the next section. Rhythmical pattern. Right under the name of the section will be my “groove indicator.” This is of tremendous importance, since it’s very common in popular music to have different kick-drum and bass patterns from section to section. For example, if the kick-drum hits are on beat 1, on the and of beat 2, and on beat 3, I write “heart.” This is short for heartbeat, which is slang for perhaps the most common kick-drum pattern ever. The next section may have steady eighth-notes—most often seen in choruses—so I will write two eighth-notes in front of the section on my sheet. Another very common pattern, especially for verses, is the kick drum on beat 1 and the and of beat 2.



Once you start coming up with your own shorthand and “cheat” notes, you can plow through a lot of material very quickly, while still staying true to the recording in many of the important areas. To be able to do this with confidence on every chord change and arrangement twist—even without truly knowing the song in question—you need to really refine your note-taking skills so you can perform a given song after hearing it only once or twice. By doing this, you will be able to grasp the broad strokes of a song and nail a few of the details without the luxury of adequate time to really learn the particular song. And I am not only talking about the number system we use here in Nashville. (If you are interested, there are several books and articles that explain the Nashville Number System very well.) I am talking about the notes around the chords. The system I use for these notes is very personal and the purpose of this column is to share examples of how I use it. Hopefully, you will be inspired to use whatever symbols or 32 PREMIER GUITAR JANUARY 2013



I call it “push groove” and label it “push.” Range/neck location. As a bassist, the octave placement of a section is a very important element in making one section “pop” from another, and I have three very general octave descriptions: low, middle, and high. I use these terms to describe exactly where on the neck a particular part is played. For example, a song in the key of E might have the verse based around the E located on the 7th fret of the 3rd string, while the chorus of the same song might drop down to the open E on the 4th string. Signature line direction. For those signature walk ups or walk downs that occur in many songs, I simply write “W.U” or “W.D” on my chart. Doing this helps tremendously with giving direction to the chord progression in the spots where people



Writing a clear chart with your own music-shorthand notes around the chords will enable you to play confidently without really knowing a particular song.



expect to hear it. I play a fair amount of country/pop, so these two abbreviations show up a lot on my sheets for that genre. Amount of notes. To direct me to the correct liveliness, or amount of notes in a bass line, I use a different terminology. For example, the last of the double choruses in a song may have a busier bass pattern, so I comment “busier” under that line of chords. During breakdowns, the bass will often add some melodic content played above the 12th fret. If you are learning a song quickly, the term “high melody” will get you in the ballpark without having to learn all the high, solo-like notes in that section note-for-note. In order to use this technique efficiently, good ears are required. That said, the people that gave you the song to check out just 10 minutes earlier will think you have amazing ears when they hear you play it. Once you start coming up with your own shorthand and “cheat” notes, you can plow through a lot of material very quickly, while still staying true to the recording in many of the important areas. Developing an efficient notation technique is no replacement for learning to read and write music properly, but it’s still a very necessary and fun tool. Victor brodén



Nashville bassist and producer Victor Brodén has toured and recorded with more than 25 major-label artists, including LeAnn Rimes, Richard Marx, Casting Crowns, and Randy Houser. His credits also include Grammy-winning albums and numerous television specials on CMT and GAC, as well as performances on The Tonight Show and The Ellen DeGeneres Show. You can reach him at [email protected].
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STEP UP



For years, guitar legends Jimmy Page, Frank Zappa, Brian May, Steve Vai, Adrian Belew, Robert Fripp, and John Petrucci have depended on Eventide. Now, the legendary Eventide sound can be yours with effects carefully selected from Eventide’s catalog of boundary-smashing effects, used on hit after hit for over forty years. Check out Eventide stompboxes at eventide.com, or visit your local Eventide dealer.



Studio quality effects made stompbox simple. What are you waiting for?



Harmonizer®



Modulation



Twin Delay



New



Reverb and Beyond



EVENTIDE.COM Eventide and Harmonizer are registered trademarks of Eventide Inc. ©2011 Eventide Inc.
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daW collaboration roulette BY Mitch GallaGher Dear Mitch, I just read your column about choosing a DAW in the November 2012 issue [“Choosing the Right DAW for Your Studio”] and I agree with almost all of what you said. However, when you mentioned that having the same DAW as the people you’re collaborating with will allow one to “easily” exchange files, I have to respectfully disagree. Trying to share projects is always fraught with danger. At the project level, you need to know the following: Have all the audio files been included? What about MIDI files? Are people using the same version of the software so the project files are compatible? Does the project’s file format use direct (rather than relative) path references for files and, if so, have the files been put in the same place on the hard drive? Does the project’s file format use a search path to locate files and, if so, is it set up correctly to find the necessary files? Are there tempo maps



T



hanks for the insightful comments, Frank. I love it when we can all learn from one another, so this month, let’s take a short break from our series on choosing the best gear for your studio and talk about some of the points you made. You’re absolutely correct in everything you mention in your letter! Exchanging DAW files with collaborators or even taking, say, a session you created in Pro Tools into a commercial studio that runs Pro Tools for mixing and overdubs can indeed be a frustrating challenge. This is due to differences in systems, versions, optional items that need to be installed, and more. I have run into these problems myself, most commonly when an older version of software might not open a file that was created on a newer version of the software. And if it does open the file, there may be feature differences that change how it sounds or plays. There’s also the issue of using different plug-ins than those of your collaborators or the studio you are using. Your tracks won’t sound the same, and it’s generally a time-consuming and futile task to recreate the sounds of your tracks using different plug-ins. Housekeeping. There are several things you can do to make collaborations (using the same software, or not) easier. The first
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or time-signature-change cues that might not have been included? At the track level, are you recording at the same audio-interface frequency as the person you’re collaborating with? Are all tracks recorded from the same start points? And when you get to plug-ins, all bets are off, and this also goes for virtual instruments. You have to make sure you have the correct samples if you’re using a sampler-based emulator. Same goes with convolution reverbs— don’t forget the impulse-response samples. The bottom line? Unless a fairly restrictive set of ground rules are adhered to, exchanging DAW projects to collaborate can be quite awful, even if the DAW is the same. It’s almost never “easy.” In fact, it’s usually no easier than exporting audio files from one DAW and importing them into another DAW. In any case, thanks for a great series of articles. I’ve enjoyed reading them all very much. Frank Adrian is careful attention to “housekeeping.” Organize your files carefully by making sure that everything you need is exactly where it needs to be. In some cases, you can take your plug-ins with you (if your plug-ins use an iLok for authorization, for example). Are all the audio, MIDI, fade, automation, instrument samples, instrument and plugin presets included with your session? Most importantly, all the collaborators must do the same level of housekeeping: If one forgets a necessary file, everyone else will be stuck. Documentation. In the old days, commercial studios often had an assistant who did nothing but take notes on everything that happened during a session—mic setups and placement, mixing console settings, effects settings, cable routings, takes and alternate takes, good and bad tracks, and so on. The tapes would be stored with the bundle of notes so the session could be accessed later for more work. Today, we can easily take copious notes on everything involved with sessions and store them either right inside, or at least along with, the DAW files. I use a free, cloud-based program called Evernote that automatically syncs notes entered on one computer to other computers, tablets, and smart phones. By setting everyone up with Evernote, all collaborators will have



Moving audio data—analog or digital— between one party and another requires careful planning and supervision. Photo courtesy of Library of Congress



the same notes, screenshots, or photos on their device instantly. And if all collaborators document everything religiously, the project will stay current and things will go much smoother. Plan ahead. Make sure each collaborator’s system is roughly equivalent. If that’s impossible, come up with guidelines so that system differences don’t become an issue. If you know that only one collaborator has a certain virtual instrument, record its tracks as audio files rather than MIDI/instrument files so they can be exchanged more easily. Make sure everyone knows what settings to use by establishing “standards” that everyone will adhere to. If you’re taking your tracks into a commercial studio, contact the studio in advance to find out if they have the plugins and instruments you need and what software versions they are running. If they don’t have what you need, bounce tracks using those processors or instruments into fresh audio tracks with the processing so they can be properly loaded into the studio’s DAW. Finally, with multiple collaborators it’s often best to designate a “keeper of the files”—the individual who will maintain the master set of files that everyone works from. We’ll discuss session hygiene, housekeeping, documentation, and organization in future columns. Hopefully, these tips will help ease or avoid any potential “gotchas” when collaborating with other musicians and using DAW software—be it the same program or a different one. Mitch GallaGher’s latest book is



Guitar Tone: Pursuing the Ultimate Guitar Sound. He is the former Editor in Chief of EQ magazine. In addition to being a writer, he is a freelance recording engineer/producer/mastering engineer, teaches music business and audio recording at Indiana University/Purdue University, and is Sweetwater’s Editorial Director. www.mitchgallagher.com
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Jeff beck and the MaGic VoluMe knob BY Ben Fulton



R



ecently I’ve been spending a lot of time listening to Jeff Beck. He doesn’t know this, but it’s been a one-way relationship of pure joy. I’ve known for years what a monster player he is and how he pretty much transcends all other electric guitarists in terms of the emotional range he can express on his instrument. I knew he plays with his fingers, rather than a pick, and uses the volume control, tone control, pickup selector, and whammy bar in a uniquely interactive fashion to create tones reminiscent of the human voice— crying, shouting, and a myriad of others. I knew he uses a Strat, a Marshall, and a handful of effects, which he judiciously applies as required. But it has only been in the last few months that I really started to gain a deeper appreciation of the man and his music. This realization occurred when I decided to attempt to perform a few of his tunes with a new trio here in New Zealand. The idea of providing an in-depth dissection of all the components that go into Jeff Beck’s sound would require an essay that extends far beyond the space available in a State of the Stomp page. Then there’s that pesky genius factor too—it’s tricky to try and break that one down. (If anyone knows how, be sure to let me know!) For this column, I’m just going to look at one facet of Beck’s sound: gain and how he manipulates it with his guitar’s volume knob. Let’s look at this with particular attention to Beck’s tone on the Live at Ronnie Scott’s DVD and album that came out a few years ago. The signal path—from your fingers through to the speaker—is a series of gain stages. Some of it you have control over, including the guitar volume knob, overdrive pedal, and amp input volume, and some you do not, such as the number of preamp valves, number of power tubes, etc. There’s a wealth of information available online about the specific pickups, strings, guitar, pedals, amp, and speakers that Mr. Beck uses. For the Ronnie Scott’s gig, this basically seems to be a Fender Custom Shop Strat, a Klon Centaur (apparently he shifted over to this from the Pro Co Rat), some modulation effects (rotary speaker, ring modulator, flanger), a rack reverb (Lexicon), and a Marshall JTM45. Beck’s right hand is a thing of wonder. So is his left hand, but for the purposes of this article, let’s stay focused on his right. Its fingers 36 PREMIER GUITAR JANUARY 2013



So simple, yet so potent: Your guitar’s volume control offers a vast palette of sonic colors.



pluck and snap the strings while simultaneously operating the tremolo arm, the volume and tone controls, and switching between pickup settings. That’s one busy right hand! Some guitarists operate with the guitar volume set to maximum all the time. There’s nothing wrong with this, but should you wish to venture into adjusting this control, well, the rewards are bountiful. Beck uses the volume control to access many different effects, from the obvious volume swells used to create cello-like tones, to manipulating it to access feedback on certain notes, or simply dialing it back (coupled with a much gentler right-hand pluck) for cleaner, softer sounds. Beck’s volume knob is one of the many ingredients that blend together in a seamless mix of technique in service of expression. I cannot stress how rich the rewards are for those who start to experiment with guitar volume-knob settings. It’s the easiest way to adjust your gain stage—so obvious, yet so many folks seem to leave it alone. When volume adjustments are coupled with an effect, the sonic palette becomes even more expansive. For example, plug in a fuzz pedal and adjust the gain level from your guitar. Wind back the volume and the fuzz disappears. Bring up the volume in increments and you’ll find all sorts of tonal treats lurking between the off and completely on position. Your tone will vary too, due to changes in resistance to ground that cause frequencies to roll off. Some guitarists love



the warmth and wooliness that happens as you roll down the volume control, but for those of you who don’t, there’s an easy fix: a treble-bleed capacitor. This allows the highfrequency signal to pass out of the guitar as the volume control is wound down. Some folks swear by it, others can’t stand it—it’s totally a matter of taste. I have them in all my guitars—I like sparkles in my sound (as well as rainbows and laser beams and hermit dudes with wizard wands standing on Scottish mountaintops). For those interested in adding a treblebleed capacitor, visit the support section of SeymourDuncan.com to find the schematics. It’s a great mod that’s easily reverseable if you don’t like it, and it does open up a whole lot of new possibilities. Go do it! I realize that technically this month’s column has not been about pedals. I’ve just been reveling in the joy of JB’s playing and wanted to talk with guitarists about it. I’ve never had the pleasure of meeting the man, but I feel indebted for all the beautiful music he has shared with us. Those of you who have not heard him, drop everything immediately and check his music out. There’s a wealth of clips on YouTube, plus he has released all his most recent albums on glorious 180-gram vinyl. Support the man! ben fulton is a Libran. He likes long walks on the beach and loves watching the sun set. He likes going out dancing but is just as happy to cuddle up in front of the fire with a good movie and glass of Pinot. He also is the CEO and head designer at Red Witch Analog Pedals.
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eVerythinG at hand BY Jol dantziG



Y



ou’re lucky to be reading this. No, not because my column is full of wonderful, enlightened words, but because Premier Guitar as a whole is an invaluable tool. I wish that this much expertise and information had been so easily accessible when I was starting out. Actually, I wish guidance like what’s contained in PG’s offerings had been around for some of my clients over the years. It would have saved us all a lot of heartache! The answers to subjects like matching speaker impedance, adjusting amp bias, or even slotting a string nut are right at hand today—making it difficult to believe that they once seemed like black art to the average musician. While still in high school, a friend and I embarked upon the creation of an amplifier company in the basement of my parent’s apartment building. We had successfully built several speaker cabinets, so it seemed logical to move on to amplifiers. With a rudimentary understanding of electronics— and a lot of optimism—we forged ahead in the dark. My friend was a ham-radio fiend who had successfully transferred his skill at mending radios to butchering the power supply of my first Marshall amp. How could we fail? The process dragged on slowly as I leveraged my growing collection of amplifiers into a rental service. Graduation came and went with no finished amplifier, but we still pressed on. A few years later, my job at a small manufacturer of test equipment provided us with access to electronics distributors, and introduced me to the Thomas Register. Before Google, or even the internet, the Thomas Register was the way purchasing agents and designers found components and services. Sort of like “yellow pages” for the industry, it was a hardbound, multi-volume encyclopedia of goods and services in the U.S., and I loved it. If you needed a capacitor, metal chassis, or someone who did chrome plating, all you had to do was look it up. It was this young gearhead’s delight to spend hours simply poring over the descriptions of stuff. The only problem was that you had to know what you were looking for. Without 15 different YouTube videos on how to select a power cable, I was forced to read actual electronics textbooks (very dry stuff when you’re anxious to build the world’s next greatest anything). With no money and even fewer organizational skills, 38 PREMIER GUITAR JANUARY 2013



Guidance from resources such as Premier Guitar can be the most valuable tool at your workbench.



my partner and I parted ways before a decent prototype was deemed marketable. It was probably for the best, but the exercise had a lasting effect. Another of my many early jobs was as a “technician” and delivery driver for a place called Music Dealer Service in Chicago. My duties included simple setups on guitars, changing out blown speakers, and driving a delivery truck. MDS was where all the music shops in Chicago sent both their in- and out-of-warranty repairs, and we had our hands on everything imaginable, new and old. It was here I was exposed to people who actually understood how guitars and amplifiers worked, and I was in awe of their skill. I had my nose in everything because I wanted to learn more than how to carry a Fender Rhodes up four flights of stairs. Most of these guys were graduates of technical schools like DeVry and the Illinois Institute of Technology, and they spoke a language reserved for the geekiest of engineer/musicians, but I still managed to absorb a few basic things before moving on. When involved in creating my first custom instrument some time later, a repairman named John Montgomery mentored me. Monte was a crusty old salt who had learned repair by doing. He was well versed in brass and woodwind upkeep, as well as basic finishing and crack repair on stringed instruments. Once again, the opportunity to learn presented itself by challenging Monte to help build a bass with me. But when it came time to inlay the fretboard, we were stumped, so I enlisted the help of a local luthier named Bozo Podunavac. Although Podunavac was known for his acoustic guitars, especially 12-strings,



his trademark was copious use of inlay. Apprenticing for years in his native Yugoslavia, Podunavac learned his craft the old-fashioned way by studying with a master. And after emigrating to the United States in 1959, he worked in a repair shop before striking out on his own in 1964. I was fascinated by the idea of building guitars from scratch, and seeing it firsthand was exciting. Here was a guy who clearly had a vision and the skills to bring that vision to life, and it was the first time that the entire picture was presented before me. As long as I kept learning, it was truly a great adventure. Over the decades, I’ve been lucky to have the opportunity to compare notes, work with, and ask questions of some extremely talented and knowledgeable guitar people. I’d like to think that a small bit of it has rubbed off on me. This (and a lot of trial and error) has served me to a point where I might have something to share as well. Some cynics say that the world is getting broader but shallower, and that the depth of knowledge that comes from studying a single subject has given way to a kind of generalism. Would I have learned as much if I’d had access to something like the internet, or even a Stewart-MacDonald catalog? It’s hard to say, but it doesn’t surprise me how many people are thirsty for information. And having this resource at your fingertips is more focused than rummaging blindly through the pages of the Thomas Register. Jol dantziG is a noted designer,



builder, and player who co-founded Hamer Guitars, one of the first boutique guitar brands, in 1973. Today, as the director of Dantzig Guitar Design, he continues to help define the art of custom guitar. To learn more, visit guitardesigner.com.
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“MY PASSION FOR MUSIC CONTINUES TO DRIVE MY RELENTLESS QUEST FOR GREAT TONE.” - PATRICK QUILTER See the latest Quilter amp designs at quilterlabs.com 2012
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tWeakinG a fender super 60 BY JeFF BoBer Hi Jeff, I have a stock Fender Super 60 head and recently purchased a second one without tubes. I want to do something different with the second head and was wondering if there’s any way to modify it to get a JTM45 sound. Do you have any suggestions? Thanks, Anthony Wright Hi Anthony, This could be an interesting project, but I do need to preface it by saying there’s really no way to transform your Fender Super 60 into a Marshall JTM45 without, well, gutting the entire amp and starting from scratch! While it’s fun to note that the original Marshall JTM45 was actually a design that Ken Bran “borrowed” from Leo’s Bassman (which in turn had its origins in tube design manuals published by RCA), different transformers with different voltages and impedances, as well as substantial differences in the circuitry will prevent us from getting an authentic JTM45 sound and feel. That said, there are quite a few changes you can make to the spare Super 60 that should give you a very different and very useable amp to complement your existing stock model. While there are many more complicated ways of modifying the amp, I’ll recommend changes you can make without cutting circuit traces or replacing pots, which are mounted in this amp’s circuit board. One more point regarding the circuit board: The circuit traces in these amps are far from the best quality and can be easily damaged, so try to execute the changes carefully. Hopefully you’ll only need to do them once. Go online, grab a schematic for Fender’s Super 60 series tube amps, and let’s get started. We’re going to begin at the input stage and work our way to the output. First, let’s change the components in the cathode circuit of V101. Remove R102 and C101 (1.5k and 10 µF respectively) and replace them with an 820 Ω resistor and a 250 µF capacitor. Although most of the resistors in this amp are 1/4 watt, I’d recommend using 1/2-watt resistors wherever and whenever possible for better reliability. While they are physically a bit larger and may possibly need to be elevated off the board a bit due to hole spacing, as long as the solder joints are sound this should not present a problem. 40 PREMIER GUITAR JANUARY 2013



As for the 250 µF cap, anything 5 volts or higher will work fine—just be aware of the polarity and orient the cap properly. Next remove C102 (.0047 µF) and replace it with a .022 µF 400V or greater. Finally remove C1 (.022 µF) and replace it with a 500 pF cap. This can be of either silver mica or ceramic persuasion, and voltage is not an issue as no DC voltage is present here. That takes care of the input stage, so we’ll move to the tone stack next. While the changes to the input stage will affect the amp’s gain and body, the tone stack is where the most noticeable change will take place, as it is the circuit most responsible for shaping the amp’s sonic signature. First, remove R10 (100k) and C4 (100 pF) and replace them with a 56k and 250 pF unit, respectively. Again, here you can use a silver mica or ceramic cap, but be sure it’s at least 400V DC. Next remove C6 and C7 (0.1 µF and .047 µF) and replace them each with a 0.022



The 60-watt Fender Super 60 was produced from 1988–1992. Photo courtesy of mercurymagnetics.com



60’s distortion channel, it too will definitely have a more British tonality, and you may notice a bit of increased gain as well. A bonus! (Assuming that’s what you’re looking for.) As far as tubes are concerned, since the original JTM45 came equipped with KT66s, the British version of the American 6L6, I thought I’d leave the Fender’s 6L6s intact, alleviating the need to convert to an EL34-based output stage. To do that properly, you’d have to install an appropriate output transformer, which



While the changes to the input stage will affect the amp’s gain and body, the tone stack is where the most noticeable change will take place. µF 400V. These changes play the biggest role in taking the amp from the American camp to the British camp. I employed this mod in a rotary “MF” (Marshall/Fender) switch on an amp I built for Stevie Ray. Finally, remove C106 (22 µF) and R111 (3.3k) and install an 820 Ω resistor in the R111 position, leaving the C106 location empty. Now we’ll move on to the phase inverter stage. Start by removing R134 and R137 (470k) and replacing each with a 1M resistor. Next remove R153 (680 Ω), replacing it with a 470 Ω, and R136 (6.8k), replacing it with a 10k. Now remove C124 and C125 (.022 µF) and replace each with a 0.1 µF. Here, I prefer using 600V to 630V DC caps as the voltages are a bit higher. (Excluding the 250 µF cathode cap, it’s fine to use 600V to 630V caps for all the caps I’ve mentioned. That’s what I use in all the amps I build, along with 1-watt resistors. It’s the best way to ensure failurefree performance.) Finally remove R138 (6.8k) and replace it with a 4.7k. There you have it. This should give you a normal channel that definitely has a foot planted in JTM45 tone. While I did not specifically address the characteristics of the Super



would require substantially more money, time, and effort. I would have suggested changing the 6L6s to a pair of KT66s in the amp, but if memory serves, the Super 60 doesn’t provide sufficient tube spacing for these behemoths! One other tube position to consider would be the phase inverter (V102). The stock tube in this location is a 12AT7, but if you’d like to get a bit more drive or push out of the amp, try installing a 12AX7, as the JTM would have had. Now I hope you can get some super leads from your Super 60. Warning: All tube amplifiers contain lethal voltages. The most dangerous voltages are stored in electrolytic capacitors, even after the amp has been unplugged from the wall. Before you touch anything inside the amp chassis, it’s imperative that these capacitors are discharged. If you are unsure of this procedure, consult your local amp tech. Jeff bober, one of the godfathers of the low-wattage amp revolution, cofounded and was the principal designer for Budda Amplification. Jeff launched EAST Amplification in 2010, and he can be reached at [email protected].
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huMbucker pickups in an esquire, pt. 2 BY dirk Wacker



I



n last month’s column, we began exploring options for installing a humbucker pickup in a Fender Esquire. Our first stop was DiMarzio’s Chopper T Bridge pickup, and we had so much to discuss about this unit that it required a second installment. (As I mentioned before, I usually don’t recommend specific brands or models of pickups, nor do I get paid by any companies for endorsements. I’m making an exception simply because this particular pickup works so well for me and my customers that I want to share this information with you.) Let’s resume where we left off, which is describing the pickup’s three modes: 1. Standard humbucking with both coils wired in series. In this mode, the Chopper T offers warm, vintage humbucker tones that are absolutely free of any hum and noise. The sounds are a nice mix of a classic late-’50s Gibson PAF humbucker and a Gibson mini-humbucker, yet there’s no doubt you’re hearing a Telecaster bridge pickup. The Chopper offers nice attack, bloom, and overtones, but it can get really loud as well and drive your amp into saturation. If I were playing in an oldies or Top 40 band, I wouldn’t need any other humbucker tone. 2. Both coils wired in parallel. Still absolutely free of hum and noise but without any humbucker attitude. It sounds like a very good, raw P-90 single-coil pickup— warm and chunky with a good dose of midrange. This mode is ideal for single-coil solos. The Chopper’s parallel mode sounds totally different from the full humbucker mode and noticeably different from the third mode.



3. Split mode with one coil shut down. This yields a real Telecaster bridge singlecoil tone with tons of twang, spank, and sparkle—ideal for chicken pickin’ and all the other country stuff. I really wish some standard single-coil pickups would sound this good. We’ve even had customers demand we install this pickup to run permanently as a single-coil in split mode! This is the only pickup I know of that can do this. So what do you need to set up this wiring? Only a DiMarzio Chopper T Bridge pickup (model DP384). You can reuse 42 PREMIER GUITAR JANUARY 2013



fig. 1. Wiring diagram for 3-way operation of the Chopper T Bridge pickup. Diagram courtesy of dimarzio.com



your existing two 250k Ω pots and the 3-way pickup selector switch. I’ve had good experiences using dual 250k pots with this pickup because excessive brightness isn’t a problem in this configuration. Another really good combination is a 250k volume pot, plus a 500k tone pot to get the best of both worlds. Two 500k pots sound too bright to my ears, but of course, you can experiment. Some customers are using 300k pots with good results. Note that the color codes shown in the diagram are only valid for this DiMarzio model. If you use a different pickup, make sure that you use the correct colors at all connections. There are a lot of color transfer charts available on the internet, and for a specific pickup you can also find such information on the manufacturer’s webpage. Besides the four individual wires, there’s also a bare wire coming out of the pickup’s cable. This one has to be soldered to ground, no matter which ground spot you are using. Be sure the bare wire is not inadvertently touching any other spots. Ready to install the pickup? Heat up your soldering iron and let’s proceed. Here is the switching matrix for the wiring shown in Fig. 1: Switching position #1. In this rear position, the pickup’s two coils are wired in parallel for a fat, hum-free, P-90-like tone.



Switching position #2. In the middle position, one of the two coils is deactivated. This “coil-split mode” yields a real singlecoil sound with all the pros and cons of true single-coil operation. Switching position #3. In the front position, the pickup’s two coils are wired in series, as with standard humbuckers. This mode delivers a full and loud humbucker tone. In all three switching positions, both controls are always active, so you can use your volume and your tone pot to fine-tune the sound. In addition to trying different potentiometer values, you can experiment with the value and type of tone cap to further customize this wiring—something we’ve done a lot at the shop. Try a 0.022 µF tone cap—it’s a good compromise for all three modes. Next month, we’ll continue exploring the humbucker topic by combining the this column’s mods with a flexible wiring scheme. The result provides nine different tones from a single pickup, and we’re using this wiring concept in one of our custom Esquire-style models. So stay tuned and keep on modding! dirk Wacker lives in Germany and



is fascinated by anything related to old Fender guitars and amps. He plays country, rockabilly, and surf music in two bands, works regularly as a session musician for a local studio, and writes for several guitar mags. He’s also a hardcore guitar and amp DIY-er who runs an extensive website—singlecoil.com—on the subject.
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"I made my first guitar pickups 34 years ago…" "Since then, I’ve received a lot of valuable lessons repairing old vintage pickups, making one-of-a-kind pickups from scratch, and custom winding common pickup designs to order. "Overall, I’ve designed most of my line around customer requests. I am constantly amazed at the diversity of players I have been privileged to work with…Master Guitar builders, Touring Pros and Weekend Warriors have all contributed to the “Lollar Sound."



CLICK HERE



"When you install a Lollar, you are going to get the best made pickups you can buy, backed by our outstanding technical expertise and years of design experience. On behalf of all of us here at Lollar Pickups, it’s an honor to work for you." –Jason Lollar



THUNDERBIRD BASS PICKUPS Featuring Alnico 5 bar magnets, our latest bass pickup can go from clear and smooth to that familiar Thunderbird growl with the twist of a knob. Nickel covers are standard, while chrome, gold, black, and blackchrome will be available in limited quantities.



(206) 463-9838 www.lollarguitars.com
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handheld mobile device too (iPhone and the like)
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bass Guitar bodies: fact or fiction? BY heiko hoePFinGer



N



ot only is the body by far the biggest part of a bass, it’s the instigator of endless discussions and even more myths. Starting with the classic P-bass shape finished in either sunburst or solid colors, almost anything you can imagine exists in today’s bass marketplace. This includes transparent, translucent, and opaque colors, as well as those AAA++ top woods offered by many boutique basses. And when it comes to an instrument being qualified for a style of music, it’s odd how the body’s shape and color can delude us. A sunburst P bass might represent blues or R&B, but make the body pink and you’ll be classified as a ’70s funkateer. Change the shape to a V or any other pointy style and audiences will expect to hear some metal. In the end, this is all about fashion and cultural trends, and rarely anything else. The best evidence that the shape of a solidbody has nothing to do with tone? Even the most hype-oriented people in our pretty talkative industry are not claiming that it does. Admittedly, it’s rather unscientific proof, and it’s quite possible these marketing folks are too busy talking about the specific tone of different woods, or debating if trees should be cut down during a full moon, or if hardshell cases should sport spiracles so wax and oil finishes can breathe freely. Seriously, a bass body is first and foremost a structural element that keeps all the instrument’s parts in place. Whether the body material exerts any tonal influence on a solidbody is at the center of numerous debates. Many of these end up as rather esoteric arguments about resonance or waves travelling through our instruments. Where these waves travel—and if they ever come back—is a Pandora’s box too large to be opened in a magazine column. There certainly are good instruments made from chipboard or laminates. Once again, this isn’t real proof, but thinking you can hear the grain structure and density of a comparably huge and heavy block of wood just by plucking a tiny string—while you have lots of other small parts that directly touch this string—sounds a bit absurd. And here’s one last bit of populist wisdom to ponder: “A good tonewood is one that resonates and vibrates so well it can be used for an electric solidbody.” Wait, wait— you pluck a string and the body takes this
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fig. 1: (Left) Basses from Little Guitar Works feature a Natural Twist neck. Photo by Brenda Ladd fig. 2: (Right) A sculpted body from Little Guitar Works. Photo by Brenda Ladd



There are extensive rules for setting up workplace computer stations, but opinions differ on what makes a bass ergonomic. power to resonate and let waves travel through it, instead of letting those expensive pickups do their job? We’d better get back to a body’s structural function. There are a couple of things we definitely need on a body—a neck pocket, an arm rest, the bridge area, and another area for electronics. Add two points for the strap buttons and you’re almost done with a fully functional body. Their exact positions define the overall balance of the instrument and its ergonomics, but everything else is a matter of taste and fashion. (Some singlecut basses can be an exception, as body and neck may be integrated.) Shapes can also qualify an instrument for specific playing styles. Think of the different needs of Robert Trujillo’s low-hanging bass and his fingerstyle technique versus Mark King, whose bass almost touches his chin for slap-style playing. Okay, in addition to being a great player, King is a rather small guy, so his chin is always close, but you get the idea: The ultimate ergonomic instrument and body design actually depends on what you are after. There are



extensive rules for setting up workplace computer stations, but opinions differ on what makes a bass ergonomic. Most people discussing ergonomic guitars and basses automatically think of how you hold and play a classical guitar: seated with the neck pointing 45 degrees upward, while the guitar body rests on your left (or sometimes right) leg. While this works as a starting point for most players, it’s worth looking into some alternative concepts. Take the instrument in Fig. 1, for example. It represents another perspective on ergonomics. And how about body sculpting, as illustrated in Fig. 2? Both basses look more radical than they really are, and if you’re willing to dive into the world of 3D-body design, you might find the ride exhilarating. heiko hoepfinGer is a German



physicist and long-time bassist, classical guitarist, and motorcycle enthusiast. His work on fuel cells for the European orbital glider Hermes got him deeply into modern materials and physical acoustics, and led him to form BassLab (basslab.de)—a manufacturer of monocoque guitars and basses. You can reach him at [email protected].
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1958 Gretsch 6136 White falcon A stunning 1958 Gretsch 6136 White Falcon, serial #26356.
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VintaGe & upkeep > VinTAGe VAulT BY daVe roGers, laun BraithWaite, and tiM MullallY



T



he exciting changes in the popular music of the 1950s also called for electrifying transformations in musical instruments. As the electric guitar became increasingly prominent, the top guitar companies battled to come up with the most innovative and attractive designs. As far as bright colors and fancy appointments, the Fred Gretsch Company led the way. Gretsch achieved the pinnacle of luxury and style with its pièce de résistance, the White Falcon. The 1955 Gretsch catalog announced that “Cost was never considered in the planning of this guitar. We were building an instrument for the artist-player whose caliber justifies and demands the utmost in striking beauty, luxurious styling, and peak tonal performance and who is willing to pay the price.” Gretsch’s special representative—the guitar promoter and demonstrator Jimmie Webster—designed the White Falcon. Webster drew ideas from a variety of sources including the gaudy Bacon and Day banjos of the Jazz Age. The 17"-wide body was finished in luminous white with gold sparkle binding. The gold-plated hardware included fancy jeweled knobs, Grover Imperial tuners, and a striking new tailpiece with a V-shape similar to the one used in the ’50s Cadillac logo. The gold pickguard was engraved with a flying Falcon. This 1958 White Falcon has features typical of that year’s model—a gold sparkle horizontal headstock logo inlaid in the white Nitron plastic veneer (changed from the original vertical logo in ’58), Neo Classic thumbprint inlays in an ebony fretboard (changed from the original feather engraved hump-block inlays in ’58), Patent Applied For Filter’Tron humbucking pickups (replacing DeArmond single-coils), and a gold Space Control bridge (replacing the original Melita). A new White Falcon sold for $675 in 1958. This guitar’s current value is about $20,000. You’ll find lots of compelling photos and lore in 50 Years of Gretsch Electrics: Half a Century of White Falcons, Gents, Jets, and Other Great Guitars by Tony Bacon, Gretsch: The Guitars of the Fred Gretsch Company by Jay Scott, and The Gretsch Book—A Complete History of Gretsch Electric Guitars by Tony Bacon and Paul Day.



original price: $675 in 1958 current estimated market value: $20,000
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Top: Designed by Jimmie Webster, the White Falcon represented the apex of the Gretsch line. With its six wheel saddles and threaded mounting bar, Webster’s Space Control bridge allowed a player to adjust string-to-string spacing to accommodate fingerstyle or plectrum technique. middle: The White Falcon’s tailpiece bore more than a passing resemblance to a ’50s Cadillac logo. lefT: In 1958, a horizontal Gretsch logo replaced the original vertical one.
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Dave Rogers’ collection is tended by Laun Braithwaite and Tim Mullally and is on display at: Dave’s Guitar Shop 1227 Third Street South La Crosse, WI 54601 davesguitar.com Photos by Mullally and text by Braithwaite.
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hoW to balance pickups on strats and teles



G



uitars with two or three pickups offer lots of sonic variety, but they also introduce a particular problem that single-pickup instruments—such as Fender Esquires and some Les Paul Juniors—don’t have. When you switch pickups on a multipickup guitar, you can experience volume differences between one position and another. This can be rather annoying when you’re in the studio or playing a gig. Just as frustrating is when your treble strings sound weak, but the bass strings are ridiculously loud. In both cases, the fix can be as simple as adjusting your pickups. Guitarists often overlook this tweak, either after a setup or replacing pickups. Adjusting pickup height sounds simple, but pickups that aren’t adjusted properly can cause problems, which I’ll describe in detail below. Fortunately, all these problems are correctable. To show you how to adjust pickups yourself, we’ll look at two guitars—a Stratocaster and a Telecaster. Both of these project guitars sport single-coil pickups and both are terribly out of adjustment. Step 1: Gather your tools and prepare your workspace. You only need two tools for this project, but it’s important to use the correct ones. Here’s what I use when adjusting pickups:



1



2



• 6" precision machinist ruler • Phillips head screwdriver We’ll be taking very small measurements, so to read them you’ll need a ruler with clear markings and good lighting in your work area. Step 2: Measure current pickup height. First tune the guitar to pitch and then start taking its current measurements. These baseline measurements are very important because you need to know where the pickups are now in relation to where they should be. Here’s how to measure a pickup’s height: • Press the 1st string onto the last fret and hold it down. • Using the 6” machinist ruler, measure the distance from the top of the pole piece to the bottom of the 1st string. Write down the measurement. • Repeat this process with the 6th string, again holding it against the last fret and writing down the measurement. 48 PREMIER GUITAR JANUARY 2013



1. This Strat needs the height of its three single-coil pickups adjusted for optimum sound. 2. Our project Tele’s two single-coils also need to be adjusted for proper height.



• Now repeat the process with the remaining pickup(s). • At this point you’ll have measurements for both the treble and bass sides of each pickup. How did our project guitars measure up? The Strat’s bridge pickup was 6/64" on the treble side and 8/64" on the bass side. The middle pickup measured 8/64" on both treble and bass sides, and the neck pickup measured 2/64" and 4/64", respectively, for the treble and bass sides. As we’ll see in a moment, these distances are way off. The project Tele was also out of whack, with its bridge pickup measuring 4/64" and 2/64" (treble and bass) and neck measuring 2/64" and 4/64".



Not only were the heights of these pickups all over the map, the Tele’s neck pickup was loose and wobbly. That’s a tell-tale sign that the rubber compression tubing (which acts like a spring) over the pickup screws had either shrunk or was too short to begin with. To correct it, I had to remove the strings and pickguard, and then separate the pickup from the guard. After installing new tubing, I was able to adjust the pickup without it bobbing inside the guitar. When you finish recording the baseline measurements on both the treble and bass side of each pickup, you’re ready to adjust them to their ideal specs. Step 3: Correct the pickup height. There’s a lot of debate about what constitutes “correct” pickup height, but conceptually the premierguitar.com



VintaGe & upkeep > GuiTAr shop 101 storY and Photos BY John leVan



3



4



fig. 1 sTrATocAsTer pickup heiGhT Guide pickup



1st string



6th string



Bridge



2/64"



3/64"



Middle



3/64"



4/64"



Neck



3/64"



4/64"



TelecAsTer pickup heiGhT Guide



5



3. Using a machinist ruler to measure the distance between the top of the pole piece and the bottom of the 6th string on our project Stratocaster’s bridge pickup. This pickup is too low. 4. The bridge pickup is set too high on our project Telecaster. 5. Adjusting a Telecaster bridge pickup. In addition to setting its overall height, the three adjustment screws let you control the pickup’s fore and aft tilt. For maximum sustain and power, make sure the top of the bridge pickup’s pole pieces sit parallel to the strings.



goal is simple: Set the pickup height to give your guitar optimum volume, clarity, sustain, and treble-to-bass balance. Setting the pickups too high doesn’t further this cause. In fact, when Fender-style single-coil pickups are too close to the strings, the pole pieces—which are cylindrical magnets—will pull the strings out of tune, causing intonation problems and reducing sustain. If the pole pieces are high enough, they can actually collide with the strings, especially when you play open chords. When a pickup is too close to the strings, its output signal can be too hot and overload the preamp stage in your amplifier. Yet when the pickups are set too far away from the strings, the result is a weak signal. This will cause the guitar to sound thinner and brighter than normal. premierguitar.com



Furthermore, when the pickups aren’t balanced correctly from the 1st to the 6th string, the result is uneven volume as you move from the treble to the bass strings. Fortunately, we can prevent all these problems. The tables in Fig. 1 show the measurements I use for each pickup on a Strat and Tele. Using a Phillips head screwdriver, raise or lower the pickup by turning the adjustment screws located on either side of the pickup. (Some single-coils use slot-head screws, in which case you’ll need a straight screwdriver.) Make small adjustments and go slowly. After each adjustment, again hold down the 1st and 6th strings at the last fret and take new measurements. Repeat this process for each pickup until it matches the corresponding specs in the tables.



pickup



1st string



6th string



Bridge



2/64"



3/64"



Neck



3/64"



4/64"



Tip: Running out of screw length before you’re done adjusting the pickups is one of the “little surprises” that can occur when altering pickup height. If this happens, remove the pickguard and replace the screws with longer ones. Step 4: Testing—1, 2. After you adjust the pickups to spec, it’s time for the final test, which is to plug into your amp and play. So you can hear the full range of your pickups, don’t stand too close to your amp. Instead, move back a good 10 feet or more. Be sure to test the pickups with the guitar’s volume wide open. Listen carefully to the balance between bass and treble strings, and switch between all the positions on your pickup selector. The goal is to hear equal volume from each pickup, even though the tone will change dramatically from pickup to pickup. These measurements are a base point to start from, though I wouldn’t recommend adjusting the pickups any higher. If the pickups sound unbalanced after you’ve set them to these specs, lower the louder pickup to reduce its output instead of raising the quieter one. A quarter turn can make an audible difference, so listen carefully, and be patient. Wrap. By following this relatively simple procedure, you’ll probably discover that the dynamics, sustain, clarity, and stringto-string balance will have improved on your Strat or Tele. Next month, we’ll tackle another DIY project, so stay tuned. John leVan, Nashville guitar tech,



has written five guitar repair books, all published by Mel Bay. His bestseller, Guitar Care, Setup & Maintenance, is a detailed guide with a forward by Bob Taylor. LeVan welcomes questions about his PG column or books. Drop an email to guitarservices@ aol.com or visit guitarservices.com for more info on his guitar repair workshops.
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epiphone liMited edition riViera custoM royale p93 BY Will raY



I



first saw one of these about a year ago on eBay and remember drooling over it. Man, what a guitar! It seemed to have it all: cool white finish, three P-90 pickups, Bigsby vibrato, gold sparkle binding, and gold hardware. It looked spectacular. 1



2



3



inseT: A poor man’s White Falcon? Meet this sexy limited edition Epiphone P93. 1. The locking Kluson keystone tuners are a sweet upgrade to an already sweet guitar. 2. The P93 boasts a trio of P-90 single-coil pickups and an innovative wiring scheme. 3. This model has gold sparkle binding on both the body and fretboard.
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With all its ornamentation, this Epi reminded me of a ’60s Gretsch White Falcon. The only problem was, it was also kind of pricey. These guitars were going for around $550–$700 on eBay. I already owned a similar P93 in a dark wine red finish that



had set me back $325, but this white one left mine in the dust. I knew I had to own the white model, so I did a daily search for one on eBay and got outbid time after time. But I was diligent and after almost a year, my daily searches finally paid off. I saw this beauty, which had two nice upgrades—a hardshell case and gold Kluson locking tuners— and a buy-it-now price of $350 or best offer, plus a flat $20 shipping fee. Even though I should have just hit the buy-it-now button for $350, I was feeling lucky that day and decided instead to offer $330. The seller immediately emailed me back with a counter offer of $340. I was lucky he was at his computer, and I immediately made another counter offer of $335. Within a few minutes he accepted and the guitar was mine! That really made my day. With shipping I got it for $355 total! I was excited when it arrived and after inspecting it thoroughly, I was undamrelieved to see that it was undam aged and not stamped as a factory second. There seem to be a lot of these models floating around on eBay headwith cracked necks and broken head constocks, likely from a cargo shipping con tainer that was dropped by a crane. Bottom Feeder Tip #2,793: When buying an Epiphone guitar, always check the back of the headstock and make sure it’s not stamped “Used.” That stamp means it’s typireconditioned or a factory second, and typi percally will have a resale value of 15 to 20 per cent less than a pristine model. Thankfully this guitar was not stamped with that. Whew. So how does it play and sound? Amazing! The seller had his guitar tech set it up for him and it really showed. The action was great, nut slots nice and low, and intonation guidead-on. What’s really cool about these gui tars is how you can use the 3-way pickup selector switch to choose either or both of the two outside P-90s, and then gradually bring in the middle pickup with its own volume control to subtly blend sounds. With this wiring, I’ve found you can create unlimited tonal shadings. I love the sound of the guitar, the way it plays, and especially the way it looks. It’s a keeper for sure. Will ray is a founding member of the



Hellecasters guitar-twang trio. He also does guitar clinics promoting his namesake G&L signature model 6-string, and produces artists and bands at his studio in Asheville, North Carolina. You can contact Will on Facebook and at willray.biz.
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y d o MORE b MORE soul ks up the entire FREQUENCY pic or ns se 3D -in ilt bu ’s The new M80 and CAPTURES range of your guitar’s body than more of its acoustic soul ted. any single pickup ever crea w atch th d eoS lrbaggs.ceomvi/M 80



“The M80 is a significant advance in acoustic magnetic pickup design... The guitar feels and sounds alive as you play it, in a way that other magnetic pickups can’ t match.” Phil O’Keefe – Associate Editor, Harmony Cent ral



R U L E T H E S TA G E ™



MUSIC IS MATH. SOUND IS SCIENCE. OUR PICKUPS ARE PURE WIZARDRY.



MARK SAMPSON Legendary designer Mark Sampson has teamed up with J. Rockett Audio Designs to create some of the most unique and inspiring stomp boxes made today. Mark Sampson was the brains behind many of the most revered amplifier designs in music history such as Matchless, Badcat, SMF and Star amps. J.Rockett Audio Designs has inspired Mark to delve into the pedal world to create some astonishing products. Please visit the J. Rockett Audio Designs booth at the 2013 NAMM show in Anaheim CA for the unveiling!



Hall E Booth #1554



The highest quality hand-made pickups on the market.



Prepare for some great surprises!



mullinaxpickups.com | @mullinaxpickups
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Darryl Jenifer and Gary “Dr. Know” Miller of Bad Brains discuss their trailblazing fusion of disparate styles—from jazz to soul, reggae, punk, funk, and metal—as well as how their new album, Into the Future, totally lives up to its name, and what it’s like to be both legends and underdogs more than 30 years into their career. By Shawn hammond
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Photo by Frank Okenfels III



hen it comes to bands who’ve altered the course of musical history with mind-blowing creativity and yet somehow never really gotten their due, Bad Brains is right up there with Spirit, the Velvet Underground, Moby Grape, and the Stooges. Despite these bands’ stylistic differences, each shares the distinction of dragging modern music kicking and screaming in a fresh new direction and heavily influencing countless bands that went on to greater fame and fortune. To be fair, in the case of Bad Brains, the fault wasn’t entirely that of fate or a fickle music industry. The band’s lack of mainstream success has had at least as much to do with their two-edged eclecticism and the unpredictability and substanceabuse issues of lead singer Paul “H.R.” Hudson—a savant who, in his heyday, could seamlessly channel the most alluring elements of Curtis Mayfield, Bob Marley, Johnny Rotten, and a rabid old-school hiphop emcee. Formed in Washington, D.C., in 1977, the Brains began as a Return to Foreverand Mahavishnu Orchestra-inspired jazz-fusion outfit called Mind Power. But then the four—H.R., drummer brother Earl Hudson, guitarist Gary “Dr. Know” Miller (aka “Doc”), and bassist Darryl Jenifer—got turned on to Black Sabbath, the Damned, Bob Marley, and the Ramones (a song by the latter inspired their name change). Just as importantly, they all joined the Rastafari spiritual movement, which would henceforth imbue their work with a message of peace, positivity, and perseverance. Even so, within two years of their newfound fascination with raging volume, seemingly incongruous genres, and “the Great Spirit,” Bad Brains had been banned from most D.C. clubs because of their raucous stage performances. And though Jenifer, Doc, and Co. went into the studio soon after relocating to New York City in 1980, the reverb-drenched reggae-punk tunes from those dates inexplicably laid dormant until the 1997 release of The Omega Sessions EP. Consequently, Bad Brains’ first official album was 1982’s eponymous ROIR Records release—a debut chock-full of breakneck beats, raging power chords, raw-toned shredding, and bass lines so thrash-tastic they make your hands hurt just listening to them. PREMIER GUITAR JANUARY 2013 53
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Their 1983 follow-up, Rock for Light, was produced by the Cars’ Ric Ocasek and featured a more metallic edge, but it wasn’t until 1986’s I Against I that the band got any real visibility. Produced by Ron Saint Germain (Sonic Youth, Living Colour, 311), it boasted a masterful blend of dynamics, a more organic-feeling interweaving of styles, and an overall looser, funkier vibe—all complemented by just the right amount of studio polish. It got airplay on MTV and had an undeniable influence on bands like Living Colour, Fishbone, and the Deftones. But from that point onward, H.R.’s eclectic personality, itinerant tendencies, and desire to focus more on reggae/dub, world music, and jazz, pretty much threw a monkey wrench in Bad Brains’ plans every time things got going in their favor with major labels and high-profile advocates within the industry. He and drummer/ brother Earl left and returned to the fold multiple times over the years, and each time Jenifer and Dr. Know would soldier on with various frontmen and drummers, none of whom could hold a candle to H.R. and Earl. H.R. hasn’t changed a whole lot in the new millennium, either. The 56-year-old is as unpredictable as ever (at a 2006 CBGB show, he showed up wearing a bulletproof vest, a motorcycle helmet, and a headset mic that made it difficult to hear anything he said), but when he’s guided by a steady hand in the studio—as he was by the late Beastie Boy Adam Yauch (aka MCA) for 2007’s Build a Nation—he’s stepped up to the plate and helped Doc (now 54), Jenifer (52), and brother Paul (55) hit it out of the park. Last November, the legendary foursome released their 10th studio album, Into the Future. While the vitality and seething energy of H.R.’s youth is understandably in short supply—he’s now more inclined than ever toward reggae-flavored paeans to “PMA” (positive mental attitude)—he still turns in dynamic performances like only he could. Meanwhile, Doc, Jenifer, and Paul Hudson flex their juggernaut chops in all the ways die-hard Brains fans wanted them to—and then some. We recently spoke with Jenifer and Doc about the sessions for the new album, their go-to gear, and their long, storied career as hardcore legends fighting to get their due. 54 PREMIER GUITAR JANUARY 2013



Darryl Jenifer with his go-to ’81 Modulus graphite bass at the Virgin Festival in Baltimore, Maryland, on August 5, 2007. Photo by Eddie Malluk



Into the Future is stacked to the gills with the sorts of inimitable Bad Brains grooves that no other trio of musicians on the planet can replicate—even when the progressions are simple. What do you attribute that to? Darryl Jenifer: We started out in our teens and early 20s, and it’s about building chemistry. Our chemistry goes way back to, like, 1978. We’ve played together for so many years that it doesn’t really matter about the notes—it’s just the combination of our different sensibilities about what we’re doing. When we go to break it down to mosh sections of chunk, the way Doc mutes his guitar, the way I like to hear chords and octaves—it’s all about our sensibilities. It just comes from playing together—and struggling together, more than anything. I shouldn’t even say “playing together,” because a lot of cats can play together but they never really develop a chemistry. It’s



about struggling together, living together, and trying to achieve your goals. I think any combination of musicians can achieve that. Gary “Doc” Miller: That’s what it’s about. We went to school together, we’ve known each other for 40 years or more, and we’re brothers—and H.R. and Earl are siblings. [Laughs.] It’s personal and spiritual—it’s all connected. Does that “chemistry” extend beyond just musical considerations? Jenifer: I’m talking about lifestyle chemistry—growing up with each other, knowing if a cat’s grumpy or likes to joke all the time or if one guy’s serious. All these personality traits come together when we sit down to make music, because we’re brethren— brothers together. We get angry with each other, we get joyful with each other, and all of that comes through in the music. When we say, “All right, Doc, we’re going to go from G to G# and then we’re going premierguitar.com



Dynamic Duo Strikes Again



TS808



Tube



TSA30H rear panel features a 30W or 15W selector switch as well as a separate send and return for adding additional FX.



The TSA30H boasts two 6L6 output tubes and two 12AX7 preamp tubes. Additional front end boost function makes the amp scream.



Footswitchable Tube Screamer section includes Overdrive, Tone, and Level controls.



The TSA212C open back cabinet features 2 8ohm Celestion Seventy80 12” speaker.



Tube Screamer Amp With Twice The Power



Could there be a more potent partnership than a Tube Screamer pedal and sweet tube amp? How about a Tube Screamer pedal built right into a sweet tube amp? The TSA30H is a bigger, louder encore to the popular 15 watt version, featuring the same genuine Tube Screamer circuit, capable of all the punch and crunch you’ve come to expect. But don’t worry, you’re free to explore… the Tube Screamer circuit is switchable… the range of tone on the “pure tube” side is brimming with a multitude of personalities. TSA212C speaker cabinet and IFS2G footswitch sold separately.
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to break it down here and do this and then take off really fast”—once we communicate that to one another, then our chemistry of knowing and loving each other and going through shit with each other takes over and, thus, you have the Bad Brains sound. Doc, you were a pretty accomplished fusion bassist before switching to guitar in the mid to late ’70s, right? Jenifer: He was a very proficient bass player. Like, way better than I was—than I am. Doc is sick on the bass. He was the dude that everybody wanted to play like when we were coming up as teenagers. He was so good on the bass that I didn’t even want to go around when he was there. He could play all that Graham Central Station stuff—like “Hair”—the way it really sounded on the record. Doc: Yeah, I used to play the bass back in the day, and Darryl used to play the guitar. We were in garage bands playing funk covers and whatnot. Did starting out on bass make you approach guitar differently when you changed over? Doc: Absolutely, absolutely. It made me a foundation and made me a good rhythm guitar player. It made me understand music from the roots. A lot of times I write on the bass or I think like a bassist—I think about holding it down. Both of us are like that. Darryl is like a rhythm guitarist and bass player in one. Every time I play with other bass players, I’m, like, “Where’s the oomph?” That’s why we never took on another guitar player, and that’s why I do my rhythms and my leads the way I do—because Darryl just holds it down. Which players inspired you guys in the early years? Doc: I was really influenced by players like Verdine White [Earth, Wind & Fire] and Stanley Clarke. It was, like, “Damn—these dudes are out there.” Verdine is crazy. I used to dibble and dabble in the fusion of the early ’70s, too. I’d wear those records out trying to see what the hell was going on there. [Laughs.] Return to Forever was definitely influential on guitar and bass. It was inspirational for me to start playing the guitar when Al Di Meola got in [Return to Forever], because he was so young and such a badass. I was, like, “Yeah, uh-huh—I 56 PREMIER GUITAR JANUARY 2013



Bad Brains Must-Hear Moments You can’t call a band legendary and then leave people hanging around with no proof. Check out these tunes on Spotify, YouTube, iTunes, Rhapsody, or your MP3 store of choice.



“stay Close to Me” The Omega Sessions (1980) Gary “Dr. Know” Miller’s tastefully restrained chukka-chukka reggae rhythms float atop a warm wave of reverb, alternating with crunchy power-chord stabs in the choruses, while Darryl Jenifer’s bass lines bob and slither irresistibly, and H.R.’s vocals paint a picture of a Rasta-inhabited Motown.



“big Take Over” Bad Brains (1982) Doc layers Morse code-like pickup-pole tapping over a tapped lick on the intro to this barnburner before Jenifer and drummer Earl Hudson jump in with a relentlessly pulsating drive. At 2:14, Miller augments his feedback-soaked solo with subtle wah.



“right brigade” Rock for Light (1983) Working with the Cars’ Ric Ocasek in the studio, Bad Brains redid a few tunes from their previous album, including “Rock for Light.” The whole album shifts a bit more toward metal, and at 1:30 on this track Doc rips out a solo with a catchy pull-off lick punctuated by bent notes that offer a breather before he shreds his way up the fretboard.



“return to Heaven” I Against I (1986) Doc starts things off with a reverse whammy-bar dive and an angular progression before the song settles into a midtempo funkmetal groove of the sort that actually does both genres justice. H.R.’s vocals vacillate between ethereal and swirling jungle calls, and at 1:50 Doc’s razor-toned solo begins and ends with hummable, impeccably timed triplets and climaxes in the middle with a rapid-fire staccato lick.



“no Conditions” Quickness (1989) H.R. rejoined the Brains after Jenifer and Doc cut the instrumental tracks with Cro-Mags drummer Mackie Jayson and singer Taj Singleton, but thankfully they swapped the latter’s tracks with lastminute H.R. cuts. The result is a powerhouse riff fest with snarling vocals, raging artificial harmonics, a lyrical, delay-drenched solo, and a totally moshable groove.



“Let There be angels” Build a Nation (2007) Whereas so many artists mellow out and settle down as they age, Doc, Jennifer, and Earl Hudson send that notion to the afterlife on this number from the Adam Yauch-produced album—it positively seethes with some of their fastest, tightest, and most ferociously chugging grooves ever.
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could do this.” [Laughs.] I liked all the Return to Forever guitarists—Bill Connors, Johnny Mac [McLaughlin]. I liked Allan Holdsworth. On bass, it was Larry Graham. I had the beautiful opportunity to see all these people over the course of a five-year span. We saw Earth, Wind & Fire four or five times, and P-Funk played every month in their heyday in D.C. Yes, Zappa, Thin Lizzy, Graham, and all the funk and soul stuff—Tower of Power. You name it, we saw it. It was all happening, every week. Jenifer: As far as rock, it was Sabbath and “Iron Man” and shit like that—but I also grew up with a lot of stuff like John McLaughlin and Return to Forever. That was out when I was young—15 and 16. I listened to a lot of music-school cats when I was coming up, but also a lot of Motown. You’ll be stoked to hear we’ve got an interview with Larry Graham in this issue. Jenifer: That’s my hero! Without him, I wouldn’t be nobody on the bass. Without Graham, there’s no DJ, to tell you the truth. Between him and [James] Jamerson. . . .
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Darryl, you started as a guitarist—how did that come about? Jenifer: I had a cousin that played the guitar, and I was really young—about eight years old—and he had a band, a funkster sort of band, and I found it fascinating. All the amps and the chrome and all the sparkling stuff—I just got attracted to it at a very young age. My cousin told me if I could learn to play something then he would let me play in the band. He wound up selling me his guitar, and I taught myself how to play stuff like “Get Ready” by the Temptations—just the first part, like [hums opening riff]. And then it grew into a competitive thing, like, going into the alley—back then it wasn’t about rapping and all. I’d be out there and I’d say, “I can play Ohio Players” or whatever. And then you’d run in the house and get your guitar and come back out to the alley and show off that you can play little parts. How long after that did you start playing bass? Jenifer: When I was about 12, the guitar went in the closet and I started playing with



model cars and riding my bike. Then when I got to be about 13, I pulled it back out and got into bands around my neighborhood. I was in a little band called the Young Explorers, and we were playing early-’70s funk. I played rhythm guitar, but every time the band would take a break, I would ask the bass guy, “Can I play your bass?” I used to pay him sometimes—“I’ll give you three dollars if you let me play your bass for a little while!” [Laughs.] Do you think it affected your style to start out on guitar and then switch to bass? Jenifer: Because I was a rhythm guitarist and I was tuned in to Sly and the Family Stone—“Thank You (Falletinme Be Mice Elf Agin)” and all that—I think it gave me a certain insight. I really know the inner workings of the motion between rhythm and bass. Some people hear me say that I’m not a musician. I give musicians credit because they took the time to learn music [theory] and all that, but I have the knack to lay it down. To lay it down is different than knowing music. There are a lot of cats that
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know music, but they don’t know how to lay it down. My whole career has been about inventing my own style on the fretboard. I look at the fretboard like Braille, in a way— it never meant notes, like, G and F and B and C to me. I guess I had ADD or something, because I never really cared about it in that way. I only cared about it in the way of creating these little passages and movements. When you joined up with Doc and the rest of the band, the roles were a little different than now, right? Jenifer: When we got together, Doc was on guitar and H.R. was playing bass, and Earl was playing drums. They had a fusion group called Mind Power, but we all went to the same high school and hung out in the same places. Being brothers and dudes in the hood and all playing music, we all knew each other. H.R. wanted to be the singer, so he said, “Let’s get Darryl to play bass.” Earl was just developing his fusion sensibilities, Doc was kind of getting into being an intellectual kind of guitarist—wanting to bring some sort of spirituality and thoughtfulness to his playing. He didn’t want to be a shredder. We wanted to be musicians, not just dudes playing some shake-your-rump-type shit.



So when we were on this thinking-man’s jazz-fusion trip, I was still listening to rock music, but my buddy Sid McCray came over to my crib and had the Ramones and all that stuff, and I thought it was loud and cool. Having a fusion background and aspiring to be like Return to Forever, and then hearing the Ramones, I just said, “Yo, if cats think this is fast, watch this.” What punk rock brought was a certain freedom to riffs. Bad Brains took the freedom and the raucousness and the roughness of punk rock, but brought a little thoughtfulness to the musicianship. There are very few musicians on the planet who take inspiration from Return to Forever and the Ramones and Sabbath. Jenifer: Everybody has their blessing—I feel blessed that I’m versatile. But it’s a struggle. When I was a teenager, my cousin—who I love—she used to say, “Darryl, why do you listen to [fusion]? You’re crazy—you can’t even dance to that!” There’s a lot of people that are, like, “How do you get enjoyment out of listening to [Return to Forever’s] Romantic Warrior over and over and over and over?” If they had Romantic Warrior on karaoke [laughs] . . . I know every riff, measure,



YOUTUBE IT



Need proof of why Bad Brains is considered one of the most influential punk bands of all time? Check out these clips on YouTube to see the band in its awe-inspiring prime.



In this hour-long 1982 clip of Bad Brains at the legendary CBGB’s in New York, you get an amazing look at the band’s palpable energy. Backed by a makeshift wall of Marshalls, Gary “Dr. Know” Miller taps out the show opener, “Big Takeover,” and then singer Paul “H.R.” Hudson, bassist Darryl Jenifer (who, sadly, is off camera for most of the show), and drummer Earl Hudson join in to tear the place apart. YouTube search term: Bad Brains - (HD)(Live at CBGB DVD)(New York 1982)(Full Concert)720p



After 12 minutes of footage showing H.R. prowling the same CBGB stage as the human embodiment of hyperkinetic energy, the primal frontman settles down, Miller kicks on some cavernous reverb, and the band lays back into deep reggae grooves as NYC punks of all shapes and colors dance alongside them onstage. YouTube search term: Bad Brains - (HD)(Live at CBGB DVD)(New York 1982)(Full Concert)720p
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If you only watch one portion of this excellent 25-minute clip from a 1987 spring-break gig in Florida, start at the 3:30 mark and witness Miller— equipped with a Charvel “super strat”—lead the band’s raging intro to the then-brandnew song “House of Suffering.” Immediately after, there’s an über-funky rendition of the Beatles’ “Daytripper” that finds Jenifer getting the crowd moving with his go-to Modulus J-style bass. YouTube search term: Bad Brains Florida Live Full Show ProShot HQ the Best Quality 1987



beat . . . everything. I listened to that album a billion times, and I played the bass till I fell asleep. As a teenager, I was completely into it—I didn’t go to school . . . My father snatched the bass from me one time and held it up like a hatchet and wanted to hit me! Every time he saw me, that was all I was doing. Imagine you’re living with your teenage son in an apartment in D.C., and every time you come home from working hard all day, he’s sitting in there, the place smells like weed, and he’s playing the bass! [Laughs.] Doc: We always liked music—from Bob [Marley] to Sabbath to the Clash to the Damned to Return to Forever. We would see these bands, and we never got pigeonholed or stereotyped music. As long as it was good music, we were into it. In the early ’70s, there was a lot of good music, and we were just open—like a sponge. Who’s to say you can’t play whatever you like? That’s why we are who we are. With the metal [influences], it was about the power. With the punk, it was the speed—although a lot of the fusion had the speed, too. It was marrying the power, the musicianship, and the speed to give it that superdynamic-ness. Jenifer: Washington, D.C., is a really sophisticated music place in general. There was a friend of mine who brought records like Rare Earth and Return to Forever to art class. You’ve got the radio station WPGC, and they’re playing, like, “Taking Care of Business,” then you’ve got go-go music going all the time on the basketball court and everywhere in your life, and then you’ve got your Motown and soul music and your church music—it’s just all a part of your life. So if you’re a musician dude, you’re going to say, “Damn—I like that!” I used to listen to . . . we used to call it a “white-boy” radio station. I used to be able to play [Kansas’] “Carry on My Wayward Son.” [Sings main riff.] So, as a teenager from a black neighborhood, I would hear it on the radio and know that it was a cool guitar riff. I knew how to play “Iron Man,” I knew how to play the beginning to “Stairway to Heaven.” But also I knew how to play stuff off [famed fusion drummer] Billy Cobham’s Spectrum. I knew how to play [New York City funk band] Mandrill. I knew how to play a lot of the [Larry] Graham stuff. Were you two and Earl pretty much on the same page with all of that, or did you guys introduce each other to new music premierguitar.com
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Unlimited loops. Unlimited expandability. Unlimited crowd-pleasing creativity. After inventing looping nearly three decades ago, DigiTech’s new JamMan Solo XT brings you the definitive stereo looping experience. Build up the energy in your performance and find new inspiration with virtually limitless loops. Seamless transitions between looped phrases make the JamMan Solo XT an invaluable tool for composing and performing. Use the powerful JamSync to link JamMan Solo XTs and create the ultimate multi-looping system. Get your JamMan Solo XT today and tear down your musical limitations.
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and then evolve together because you were open-minded? Jenifer: There were different levels between us all. Earl was more into the jazz-fusion— he was listening to a lot of Earl Klugh and George Duke—and when it got down to me, that’s where the Sabbath and the Zeppelin came from. As far as rock, H.R. and Earl were more into the Beatles and stuff like that—stuff I never really listened to. Doc was more about Mandrill and early Return to Forever, like, Where Have I Known You Before—before Romantic Warrior. So you basically wanted to marry the musicianship and phrasing of fusion stuff with the tones and power of metal and the chaos and freedom of punk? Doc: Yeah, you could say that. It was the need for all of that, definitely. I’m sure there are a lot of musicians who have the same respect for different types of music, but were—or are—afraid to pursue that because of peer pressure. They pigeonhole themselves because they’re unsure of how marketable it will be, you mean? Doc: Definitely the marketability. I mean, how do you market us? That’s our biggest thing. It’s like, “Well, you’re not this and you’re not that.” We’ve heard it a million times, “We don’t know what to do with you guys. It’s [expletive] great, but what do we do here? What category . . . we can’t put you on the radio.” [Laughs.] It’s like, “Whatever . . . we do what we do. Thank you, but no thank you.” Why did your first recordings, The Omega Sessions, not get released for 17 years? They’re incredible—every bit as good as your first official release. Jenifer: Y’know, sometimes stuff like that is just a part of the life you’re living and it’s not really looked at like a product or something to be released. But I’d be the wrong guy to ask that—Doc would probably know more about that. Doc: I don’t know what the heck happened, actually. We recorded it in a house. I was in the basement, Darryl was in one of the bedrooms, and H.R. was actually outside. We used a 4-track with big old knobs on the board—big ones. I think it was actually a Radio Shack [recording console] kit. I was, like, “What the hell is this?” 60 PREMIER GUITAR JANUARY 2013



Gary “Dr. Know” Miller onstage at the 2007 Virgin Festival in Balitmore, Maryland, with “Old Blackie,” an S-style axe with ESP body and neck, and custom DiMarzio pickups. Photo by Eddie Malluk



That’s amazing—that album has such a live sound. It sounds like you’re all in the same room. Doc: No, we were all over—wires going everywhere. That’s why you can hear me say, “Can you hold this for a second?” [Laughs.] You guys got some early praise for 1980’s “Pay to Cum.” Even by today’s standards—where you can see a crazy-good 8-year-old playing on YouTube—that bass line is incredibly fast and difficult. What do you remember about writing that, Darryl? Jenifer: Well it wasn’t that fast at first. It started very slow, but the times change. We’d play “Pay to Cum” at a show in the late ’70s and early ’80s, and the kids who thought we were playing fast would start their own bands and then they’d play faster than us. Then we’d end up playing at gigs where we’d come on after them—so then



we end up playing faster than them. But it wasn’t conscious. That’s just what happened when Earl got back there and counted off with his sticks. I Against I is often considered the first fully realized example of all the classic Bad Brains elements—it’s got hardcore, metal, and reggae, but it’s also surprisingly funky. Did Ron [St. Germain, producer] help forge the Brains sound, or was he merely witnessing part of your evolution? Doc: The Spirit produces our records—us and the Spirit. Ron was influential in capturing the essence of the music. We went to a lot of different studios—like, the best studios in the world. Ron would dial that shit in and say, “All right, hit it boys— bam!” Ron will shoot from the hip. He’s so freakin’ talented. Jenifer: He did some things, but mainly effects, like on “Return to Heaven”—he premierguitar.com
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did the little delay shimmers and stuff that you hear in the chorus. But as far as “House of Suffering” and all the rock shit, no one knows what to do with that except to let us get a good sound and kick it. As far as the bass lines, I was trying to bring in a little Graham [vibe]. Sometimes I play with a pick and my [plucking-hand] fingers and my thumb on one song. Like on “Secret 77,” I wanted to play the thumb on the verse, and then I dropped to the pick during the bridge, and then my fingers during the chorus. So I go from snapping it—not a real bona fide funky snap, but more of a hybrid funk snap—to regular, lay-it-down and complement-the-chorus-type finger work, like Jamerson.



fit is just second nature to us. We don’t even think about it. It just happens. But do that many different types of sounds come together pretty fast, or did that song get hammered out and evolve over time? Doc: Ninety-nine percent of the time, they just come like that. It’s just, “All right, let’s go to the B.” “No, let’s go to the C.” “Play the Z# there. “Okay!” “Y’know that chord there—that Fmaj7min%5 to the fifth power?



That! Here we go—bweeeeee!” [Laughs.] We don’t really sit down and beat the damn songs up—then all of the vibe is gone. Speaking of musical technicalities, where did you learn your chord and scale theory? Doc: Books and just playing, y’know? I had an old Mel Bay jazz book. And I would buy Stevie Wonder tablature books and theory books on [scale] modes and whatnot. I picked out a few scales that I liked, and it was like, “Let’s write a new



Do you curl the pick up under one finger or what? Jenifer: It’s in the folds in the palm of my hand, and then I can drop it down when I need it. Let’s talk about the new album. “Popcorn” is prototypical Brains—it’s got angular, syncopated power chords ripe for the moshing, but it’s also evolutionary: Doc, during the choruses you’re playing these dense, complex chords that are pretty uncommon to hear in a setting with such thick distortion. And Darryl, you’re playing some of your most overtly funky bass lines ever. How did that song come about? Jenifer: That’s a song that’s driven by H.R. He was in one of his good moods—like, “It’s on like popcorn with all the pretty ladies!” That’s a D.C.-like rock-funk hybrid, a combination of being from the hood and go-go—like Chuck Brown meets the Bad Brains. Doc and I put our minds to the chunk, but we didn’t want the chunk to be the same old chunk. Doc is always reaching—always going somewhere else—and I’m always trying to make it so you don’t notice that he’s trying to go somewhere else! I’ll look at him and think, “Why is he looking for another chord or somewhere else to go?” I’m more of a minimalist, and he’s keeping it going. He knows what he wants to play—he doesn’t want to play that same old shit. Doc: I don’t know how we do it—we just do it. Making all the different flavors premierguitar.com
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song. I just learned this scale—let’s start off with this.” “Make a Joyful Noise” has some of your most overt fusion tones ever, with those Wes Montgomery-type octave parts and the really clean, modulated tone. Doc: This record was unique in the respect that we wrote it in the studio. So we had to rehearse after we recorded the stuff in order to learn the songs again—because we would write and record a song and then move on to the next one. We said, “Let’s just go in and roll the dice.” I always try to keep it fresh for myself so I don’t get bored. [Laughs.] It’s creativity—you can’t be a cover band of yourself. On songs like “Fun,” where there’s this really badass, syncopated chugging, do you use a noise gate to make the cutoffs between grunting chords tight and more articulate, Doc? Doc: I mostly mute it with my hands. Live, I use a little gate, but it’s mostly muting with the palm. Let’s talk more about your gear over the years. Doc: My first guitar was a Bradley Les Paul copy, but Les Pauls were uncomfortable. I’d get a belly rash and arm rash—because we were digging in, y’know? In the CBGB’s DVD [Bad Brains: Live at CBGB 1982], most of that was an Ovation [UKII 1291] that Ric Ocasek gave me during the [Rock for Light] record. It had two humbuckers and was really light. [Ed. note: The circa-1980 UKII 1291 had an aluminum skeleton and a Urelite foam body that looked like mahogany.] I also had a B.C. Rich Eagle that got stolen. When they first came out I was a happy young man—they had all these phasing switches and different tones! [Laughs.] I never really liked Strats because they were too tinny, but I got a black parts Strat[-style], which I still play live. That was when ESP first came out and they had the shop over on [New York City’s] 48th Street—they were originally a parts company. Old Blackie has an alder body, which I prefer because it has more oomph. The pickups are DiMarzios that Steve Blucher made for me. The [middle- and neck-position] single-coils are stacked humbuckers. What about your newer guitars? Doc: I have this 6-string from a [Swedish] luthier named Johan Gustavvson that’s 62 PREMIER GUITAR JANUARY 2013



basically a Les Paul Strat—it’s mahogany with a maple top and Strat[-like] cutaways. It’s a freakin’ badass guitar! It’s got Duncan pickups and a blower switch that goes straight to the humbucker, and three 3-way coil-tap switches—which is kind of like the B.C. Rich with all the switches. I’ve also got a Gustavvson 7-string and a Fernandes with a Sustainer in it. I use Floyd Roses on all of them. Doc, in the early years, you used Marshall stacks or old Fender combos, but for the last few years you’ve primarily been using Mesa/Boogies, right? Doc: Yeah. Oh man, I could shoot myself for all the stuff I got rid off. I had a Marshall that Harry Kolbe modified for me, and sometimes I borrowed people’s amps, usually Fender Twins. I’ve been using Boogies for a minute now. We were on tour with Living Colour, and Vernon [Reid]’s tech was a rep at Mesa. Vernon was using the Dual Rectifiers, but they didn’t have enough headroom for me. So I A/B/C’d the Marshall with the Dual and Triple Rectifiers, and the Triples had good headroom and could hold the bottom but also clean up like a Twin— because I need to have a very versatile amp. I use the 6L6 version, because it’s cleaner. Darryl, are you still using Ampeg heads and cabs? And did you use your trusty old ’81 Modulus for Into the Future? Jenifer: Yeah. I’ve got an old SVT Classic Anniversary Edition. Live, I use two of those and two 8x10 cabs. I use one bass— the green Modulus graphite bass. I’ve used that for all my rock stuff since 1982. When I first bought it, it wasn’t because of anything I heard about them. It was because I knew that it was a material that wouldn’t have to be babied. Every time I picked it up, it would feel the same and I could throw it around and it would fall on the floor and it would be okay. The bass has a sound that just stays no matter what. After all the changes over the years, how do you feel about the new album? Doc: The records are what they are, though, y’know? People take months and years to do records. We go in, record the shit in two, three days, and then mix a song a day and that’s it—say, “Goodnight.” [Laughs.] Jenifer: At this point in our careers, we just have to let the Great Spirit guide us



Dr. Know’s Gear GUiTars Johan Gustavvson 6- and 7-string guitars with Seymour Duncan pickups, ESP Sstyle with custom DiMarzios



aMPs 6L6-powered Mesa/Boogie Triple Rectifier heads driving Boogie 4x12 cabs



EFFECTs Line 6 POD HD PRO 500, vintage Uni-Vibe



sTrinGs and PiCKs Dunlop Nylon .60 mm picks, DR .009 and .010 sets with a heavy bottom



Darryl Jenifer’s Gear bassEs Green 1981 Modulus graphite J-style, white Modulus J-style (backup)



aMPs Two Ampeg SVT Classic Anniversary Edition heads driving two Ampeg 8x10 cabs



sTrinGs and PiCKs Dunlop .60 mm picks (“But I play with the butt end”), Rotosound .045 sets



through. We can attribute it to our talents and our perseverance, but at the end of the day it’s the Cosmic Force. To us, we’re a vehicle of the Great Spirit to spread a message of unity—the corny stuff, like hippies say: “Peace and love.” But I’m realizing after 30 years that mainly the message is that you can break the mold of what you’re “supposed” to be. Like, how the Beastie Boys could be the rappers, and we could be the punkers, and the Chili Peppers can be the funkers. There was a time in music when everybody couldn’t do that. But the Great Spirit, not by any choice of ours, made us cats that had to come out there, all black, and shredding. We were dead serious. I can only say, 30 years down the line, that if I was in the crowd when we first came out in D.C., I would’ve said, “Damn!” Because not only did we have our PMA behind us, but we were very competitive about making sure our fusion riffs were jumping off. That’s why I always described our music as progressive punk—we’re thinking about the music. Real punk-rock dudes don’t think about the music—they don’t give a shit. premierguitar.com
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“W



hen I hear other bass players playing like me,” says Larry Graham—the funk god who invented and popularized the electric-bass slapping-and-popping technique with Sly and the Family Stone in the late 1960s—“I just think, ‘There’s another one of my children!’” That’s a lot of kids. The technique—heard in megahits such as “I Want to Take You Higher” and “Thank You (Falettinme Be Mice Elf Agin)”—won Graham a page in music history and went on to become a cornerstone technique for players from Stanley Clarke to Bootsy Collins, Marcus Miller, Les Claypool, Flea, Doug Wimbish, and Victor Wooten, each of whom premierguitar.com



has spawned his own fanatical following, thus exponentially increasing Graham’s influence. Indeed, although Graham prefers to call the technique “thumpin’ and pluckin’,” it’s no overstatement to say that his playing has impacted the world of electric bass with the same force and universality that Jimi Hendrix’s did for the electric guitar. Graham has been leading his own Graham Central Station band for nearly four decades now, and his first album in more than a decade, Raise Up, proves the legend hasn’t slowed down a bit. With newly recorded versions of GCS classics like “It’s Alright” and “Now Do U Wanta Dance,” as well as fresh new tracks like “Throw-N-Down the Funk,”



Raise Up both frames the breadth of Graham’s legacy and demonstrates his band’s potent live sound. In addition, the album features cool cameos by players such as Raphael Saadiq and Prince—who plays drums, keyboards and backing vocals on the title track, and lays down liquid lead-guitar tracks on “Shoulda Coulda Woulda.” Throughout, GCS churns out funk fire and finesse, with Graham dialing up fuzzy, phased tones in spots, and longtime guitarist William Rabb and blazing new drummer Brian Braziel turning in dazzling performances on a furiously funky cover of the Stevie Wonder classic “Higher Ground.” “I’m very fortunate,” says Graham. “All of our players



were raised on my music, and at the same time they’re very open to progression. So they can play the old stuff as close to the originals as possible, but when it’s time for where we’re going next, they’re all right there.” We recently spoke to Graham, 66, about his pioneering playing and the influence he’s had on the world of bass guitar. Like many veterans who’ve been at it their whole lives, he’s at the point where gear and tone settings are secondary or even tertiary to feel and vibe. He prefers to let his recent music speak for itself, but he was more than happy to talk about the cataclysmic funk that one inspired player with fantastically attuned hands and ears can deliver. PREMIER GUITAR JANUARY 2013 65
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You get a really full-throated tone on the new album. How do you capture your sound in the studio? I close-mic the amps in the studio—because I want that amp sound—but I still record direct, as well, because I want the cleanness and the power and the punch from the direct sound. Once I record them, I blend the two by ear to make it sound the way I want it. It’s different, live: I don’t mic the amps onstage, although I do send a direct signal out of the back of two of the amps to the mixing board. What were you trying to accomplish with Raise Up I intended it to be a complete piece, like a book, with a great beginning, a body of content in the middle, and a great conclusion. The idea was to create a complete journey. That’s why I wanted to include some of the early GCS stuff, as well as the current stuff. It’s also why I wanted to include Prince— because of this close connection between him and me—and also Raphael Saadiq, being out of Oakland, and Stevie Wonder, being such a close friend and



having done so many things together. I think it really says what I’m all about. If you were to pick up a book and read about me, that’s what it would sound like! Can you tell us a bit about your songwriting process? A lot of it’s just singing the parts into a tape recorder before I even get a chance to sit down with the instrument. Sure, if I’m at an instrument—say, a guitar—I’ll play the chords, like I did when I wrote “Ole Smokey,” which is a guitar-type tune. Songs like “Today” or “Just Be My Lady” or “Hold You Close” are things I wrote on the piano. A song like “Hair” is obviously built around the bass, so it was written on the bass. “Got to Go Through It to Get to It” is built around a pretty intricate drum beat, so in that case the beat came first. I’ve been blessed to have learned quite a few instruments, and though I’m not a master of those instruments—no one’s going to ask me to be the drummer in their band—I can lay down the parts I hear in my head, and many times I’ll even keep those parts in the final



Larry Graham lays down the funk with Sly and the Family Stone at the Woodstock Festival in 1969. Photo by Jason Laure (Frank White Photo Agency)



recordings. If I record something at home that works great and I can’t seem to duplicate it, I’ll keep that, too. I played guitar before the bass, and I played the drums before that—so, I’m not locked into any one method
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Graham demonstrates his music-redefining technique on GCS and Sly classics. Note how the right hand shifts position from the rear pickup area to just beyond the fretboard. YouTube search term: Larry Graham - Super Slapping Bass part 1
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GCS live at the Vienna Jazz Festival, playing “Throw-N-Down the Funk.” Dig Graham’s use of a Roland Jet Phaser during the slap breaks (e.g., at 2:10). YouTube search term: Larry Graham - Jazz à Vienne 2011(Official)



You won’t see much of Graham in this live clip from Sly and the Family Stone’s 1969 Woodstock performance, but you’ll hear his rumbling bass—including a throbbing solo at 3:10—powering one of the greatest, sexiest grooves of all time. The influence of this track on Miles Davis’ work of the era and into the ’70s is unmistakable. YouTube search term: Sly & The Family Stone - Higher And Higher (live 1969) HD



of songwriting. However [the song] comes, I’m going to move forward from that. Over all these years, you’ve steadfastly stuck to calling your revolutionary technique “thumpin’ and pluckin’.” Let’s talk about why you like to make that distinction. Well, it really is thumpin’ and pluckin’! You can give it another name, but it’s still thumpin’ and pluckin.’ When you hit the string with the side of your thumb, you’re thumpin’ it more than slapping it, and when you’re poppin’ that G string, like I do on “Thank You (Falettinme Be Mice Elf Agin),” you’re really pluckin’ it. Y’know, for people who aren’t musicians, I can understand why they don’t understand that—and they can call it anything they want, as long as they’re referring to the same technique. I’m sure that in the future, some new names premierguitar.com
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will get added—I’ve heard “pop bass,” and “chopper bass,” which is what some people call it in Japan. There’s a whole list of names, depending on where you live, but when you see and hear it, it’s all the same thing. Has the style you developed way back in the ’60s changed much over the years? My technique is fundamentally the same as it was back in the late ’60s, because my heart hasn’t changed—and when I play, I play from the heart. Of course, you grow in your understanding of harmony, your grasp of different feels, and you benefit from exposure to other people’s music. I mean, since I came up with this style, we’ve all lived through so many different genres and styles, and the way that I play the bass has now spread throughout all genres of music. So, my style is basically the same, but everything I’ve experienced as a person, as a listener, and as a player all comes out in my playing now. Do you remember the first time you thumped and plucked? Y’know, the first time I played bass I didn’t immediately start thumpin’ and pluckin.’ Before then, in my mother’s group [the Dell Graham Trio, which Graham joined at age 15], I was on guitar and my mother was on piano and we had a drummer. So when I would take a solo, she would be playing the bass lines with her left hand on the piano, and when she would solo, then I would play bass lines on the guitar. So the biggest influence for me, in terms of bass patterns, at that time, would be her left hand. Later, when my mother decided to no longer use drums—and I still don’t know if that was mostly for economic reasons—that’s when I started to thump the strings to get that groove going. 68 PREMIER GUITAR JANUARY 2013



Larry Graham plays his signature Moon J-style bass with Graham Central Station at the B.B. King Blues Club & Grill in New York City on June 16, 2010. Photo by Adam Sands (Frank White Photo Agency)



But the way I started playing bass in the first place was that I had been playing the bass pedals of an organ with my feet at the same time as I was playing the guitar. We were getting used to having that extra bottom there, but at some point the organ broke down, so we missed the bottom. That’s why I went out and rented this St. George electric bass, and I rented it because I was going to take it back as soon as the organ was repaired! My first love was still the guitar! But it turned out that the organ couldn’t be repaired, and that’s how I got stuck on the bass. When my mom decided she was no longer going to have a drummer, that’s when I started thumping the strings—to make up for not having that bass drum—and plucking the strings to make up for not having the backbeat on



When my mom decided she was no longer going to have a drummer, that’s when I started thumping the strings—to make up for not having that bass drum—and plucking the strings to make up for not having the backbeat on the snare drum. the snare drum. I was basically trying to play drums on the bass to compensate for not having a drummer. Do you recall getting a strong reaction from people when you started playing that way? I don’t remember any strong reaction to it at the time, though I remembering thinking that if any professional musicians heard me, they’d think, “What is he doing? He’s not playing the correct way.” Meaning, y’know, the correct



overhand style of bass playing. But the people at the club were just enjoying what they were hearing. When I look back, I wonder if my style would have ever meant anything to anybody if Sly [Stone] hadn’t come down and heard me at the club, loved what he heard, and asked me to join this new band that didn’t even have a name yet. But because of all those hit records we had, and because of other bass players seeing me on TV and wondering, “What is that guy doing?” it really premierguitar.com
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caught on. Even in the ’70s, if you were in a cover band playing those Sly songs, you really had to play them the way I was playing them. So as a result of our success, other original bands started writing stuff that required their bass players to start thumpin’ and pluckin’ on their original songs. Of course, from there it spread even further. But until it became something famous, I really didn’t see anybody trippin’ on it. I never got that sort of “Wow, look what he’s doing!” People just seemed to enjoy my mother and I as a duo, with both of us singing and playing. So where exactly does your right hand thumb contact the string? Most of the time, it hits the string just ahead of the back [J-style] pickup—between the two pickups, but much closer to the bridge pickup. You get a slightly different tone back there than you do if you thump the string closer to the edge of the fretboard—which I also do, depending on the sound I’m after. If you’re hitting it closer to the pickup, it’s like the difference between singing up right on the microphone or standing back a little bit. Now, I do play overhand style as well, but most of the songs I’ve created incorporate the thumpin,’ so that’s how I tend to play. And this might sound funny, but most of the songs that other people have written with me in mind also incorporate that style, so it becomes even harder to do things overhand-style—other people have sort of helped me to lock into what I do even more. And the popping or plucking is always your index finger? Yeah, it’s mostly the index finger for popping—it’s the strongest finger, and the one naturally closest to the string. 70 PREMIER GUITAR JANUARY 2013



So where do the ghost notes come from—the percussive stuff that’s often non-harmonic? A lot of that actually comes from the left hand. You can hit a ghost note with your left hand that you can actually attack with your right hand. And you can accent notes just by how hard you press down with your left hand, even if you’re just playing one note. Take, for example, on “Everyday People”: That’s just one note, but that rhythm— that BIM-dup, BIM-dup, BIMdup—comes about by how hard you hit the string with your right [plucking] hand. Harder and softer, harder and softer. But it also comes from how hard you press down on the notes with your left [fretting] hand. That’s how you create that sort of galloping rhythm thing, even on just one note. So both right and left hands have a part to play in that. The one change in your playing over the years seems to be that you’ve added more melodic information, such as in bass lines like “It Ain’t No Fun to Me.” Well, again, that comes from growth within yourself. You can know how to do something pretty well, but as time goes on you keep doing it over and over, and that fundamental technique just gets better and better. I have to say that, these days, I don’t think about playing that much—I think a lot more about the overall performance, and that includes singing and dancing, and communicating with the audience. Of course, in the studio, working on a record, that’s a time to focus in 100 percent on your playing and your parts and your technique. It’s easier to focus in when you’re concentrating on one thing, and there’s no audience, no distractions. In front of an



audience, though, I can’t just stand there and play bass—well, I could, but I’d get in trouble! What are the biggest lessons you’ve learned from being both a legendary sideman and a well-known bandleader? All those years with Sly, and with my mother before that, I was quite comfortable following the leader. I’ve always felt that, though I’m in a contributing role, I’m constantly learning. With Prince, for example, very often I’m in the background role, just being the bass player. Of course, with GCS, I’m out front as the bandleader. So I’m very comfortable and content in either role. In other words, I don’t have to be the leader. In fact, I became a bandleader out of necessity—I wasn’t seeking the role! I was working with Hot Chocolate as a producer, and I was writing all the tunes as well, so when I suddenly found myself also in the band, bandleader was the role I naturally assumed. Obviously, I had great training and great role models, and I’ve seen a few bad examples— how not to treat band members. Sly was a great songwriter and



producer, but one thing that was a part of Sly’s genius—and, I think, part of the band’s success—was that he allowed each person in the band to be themselves. He asked me to be in the band because of what he heard me do. So, if he’s going to write “Thank You (Falletinme Be Mice Elf Agin),” and he’s going to bring that to the table, why change up the way I play the bass? Just let me do my thumpin’ and pluckin’, like he heard in the beginning! Freddie Stone is a great guitar player— one of the greatest rhythm-pattern players—and though Sly is a guitar player, too, he wasn’t going to try to change up the way Freddie played. So I may play drums, but I’m not telling anyone they need to play it my way. Just bring the song to the people, and have them contribute what they do. It’s the same thing with Prince: When we play together, I can be in the background playing bass on his stuff, or I can jump out front and be myself. He’s not trying to say, “Do it like this” or “Do it like that.” As a player and as a bandleader, that’s the way to enjoy what you’re doing.
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“The only strings I will use on my vinatge acoustic guitars are S.I.T. Strings, and I’ve tried them all.” - Aaron Lewis, Staind



“Power, punch, and clarity are the conerstones of my bass guitar tone and these S.I.T. Signature strings are designed to deliver just that.” - David Ellefson, Megadeth
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“The only strings that stay absolutely true to their name. I trust my S.I.T.’s to stay in tune in any setting” - Willie Adler, Lamb of God
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Our company still thinks inside the box. When it comes to building a guitar, there is a big difference between assembly and artistry. If history has taught us anything, it is that there is no substitute for skilled craftsmanship. At Eastman Guitars, each instrument is given the attention to detail required to ensure that it reaches its maximum



potential. Features such as handscalloped bracing and precision tap tuning are just two examples of the way we differentiate ourselves from our competitors. Considering the outward beauty of an Eastman Guitar, it’s often easy to overlook the skill and artistry applied to



the inside of such a fine instrument. Then again, one strum will change all that.



Handcrafted Guitars & Mandolins www.EastmanGuitars.com



feature > JOannE sHaw TaYLOr



Voodoo Grooves and Guitarmageddon Tones
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For her third solo album, almost always Never, british blues-rocker Joanne Shaw Taylor FiNds soNic iNspiratioN iN her teeNage past. By andy elliS



A



t 16, Joanne Shaw Taylor started turning heads with her smoky vocals, gutsy guitar riffs, and snarling solos. The English guitarist first emerged playing feral Tele in one of Dave Stewart’s post-Eurythmics bands called D.U.P., and it wasn’t long before Taylor made her solo debut with 2009’s White Sugar. At the 2010 Blues Music Awards, she earned Best New Artist Debut for that album, which she quickly followed with 2010’s Diamonds in the Dirt. At the 2011 British Blues Awards, Taylor scored two more prestigious honors—Best Female Vocalist and Songwriter of the Year—for “Same As It Never Was,” a song from Diamonds in the Dirt.
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For her latest solo album, Almost Always Never, the 26-year-old decided to head in a new direction. Rather than return to Memphis to work with Jim Gaines [Eric Johnson, Carlos Santana, John Lee Hooker, Buddy Guy, Stevie Ray Vaughan], the legendary producer behind her first two discs, Taylor enlisted Mike McCarthy and tracked in his Austin studio with a band he assembled for the occasion. As a result, Almost Always Never has less to do with Stevie Ray and Albert Collins—two of Taylor’s blues influences—and instead offers a more exploratory vibe with extended solos, deep grooves, and experimental tones.



We asked Taylor to take us through this musical transition and describe the creative process that birthed Almost Always Never. This album is a departure from your previous two releases. Instead of bluesbased rock, you take a more experimental approach—even exploring psychedelic jam-band territory. What drew you in this direction? Two things made this one different. First off, I had more time to make the record. For both White Sugar and Diamonds in the Dirt, I had a 10-day window to write the songs and another 10 days to record them. So those albums came together very quickly. PREMIER GUITAR JANUARY 2013 73
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JoAnne Shaw Taylor has a blast onstage with a recentvintage Fender Strat. Photo by Rob Stanley



But last summer I got a series of ear infections that left me temporarily deaf and unable to perform, so I was essentially stranded where I was staying in Houston, and I had a bunch more time to write songs for the new album. I’d never had this opportunity before. Once I’d written what I thought was an album the label wanted to hear, I still had a lot more time, so I wrote another batch of songs. Some for myself, some for other artists—all kinds of stuff. When it finally came time to start the new album, I bit the bullet and went sod it, I’ll send over all the songs and see which ones get picked. The second major difference was that we used a different producer this time. I’d always worked with Jim Gaines, who I actually love and adore. But this time we decided to shake things up a little bit—more for me, you know, to force me into a challenging situation. Mike 74 PREMIER GUITAR JANUARY 2013



i love the ’62 cream tolex bassmaNs— i just thiNk there’s NothiNg more beautiFul. eveN iF i ever have a child, i thiNk i’d FiNd the bassmaN more beautiFul.



McCarthy produced Almost Always Never, and that accounts for the different musical approach. I’m the sort of person who gets very comfortable and doesn’t like change, so the idea of having someone new to work with who I didn’t know was quite terrifying, to be honest. How did you connect with him? It was one of those lucky things, really. I like to be involved in that kind of stuff— I’m a little bit of a control freak—so my manager suggested Mike. I Googled him and saw his resume, which includes Spoon, And You Will Know Us by the Trail of Dead, and Patty Griffin. I thought, you know what? That’s right up my street, in that those are some of my favorite artists and that’s the kind of music I listen to. But it’s not generally what I want to sound like, and that I found very intriguing.



He’s based in Austin, so when we had a gig there, I drove over to his studio one afternoon and checked it out. He’s a very quirky guy—I’m sure he was British in a previous life—and we just hit it off. Mike is from a totally different school than me, but we also had things in common. He’s a big Jimmy Page fan and he likes some of the classic British rock I grew up with. I saw we had enough in common to make it work and enough not in common to make it interesting. It turned out well and was a really good experience for me. Did he select the other musicians? Yes, he brought in studio guys he regularly uses—[drummer] J.J. Johnson, [bassist and slide guitarist] Billy White, and [keyboardist] David Garza. Fortunately, I knew of all these musicians and was a huge fan of their playing. In fact, I was so impressed with their careers I got quite nervous about going into the studio. Describe the tracking process and how it compared to White Sugar and Diamonds in the Dirt. On the previous albums, the goal was to capture live drums and bass. I’d jam along to show them the changes, but I’d redo all my guitar parts later. This time we actually premierguitar.com
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is a phenomenally portable and powerful sound reinforcement solution that combines the ease of a hand-carried all-in-one PA with the sound quality and output of comparatively larger systems. It features a dedicated subwoofer with a built-in three-channel mixer and two incredibly small–yet surprisingly powerful–satellite speakers. They can be easily mounted directly atop the sub with no additional wiring, placed on HK’s optional stand system or even traditional mic stands, and connected with standard instrument cables for an amazing stereo experience.
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Taylor says her mother wasn’t too pleased that her teenage daughter played an Esquire with a pinup girl on it, but she softened a bit when Taylor played a gig with Annie Lennox for the Queen. Photo by Rob Stanley



cut all of my rhythm playing and even some of my vocals live with the band over the course of three days. On “Jealousy” and most of “Standing to Fall,” we had such a vibe going live in the studio that when we tried to redo the guitar solo and vocal, it didn’t match the atmosphere we captured when the band was there. So we kept those as live takes. I played in the same room as J.J. and Billy, and David was in a separate keyboard room. How did working with a keyboard player affect your rhythm playing and soloing? That was another different thing about this record. I’ve had a trio for a long while, so it was a brand new experience working with a keyboard player of David’s caliber. Having not worked with many keyboard players, 76 PREMIER GUITAR JANUARY 2013



I didn’t know what he was going to do. I usually go into the studio with very set ideas, but because it was such a new situation, I opened up a bit more and let Mike do what he does best—produce the record. There was a learning curve for me because a lot of the time Mike told me what to do. Give us an example. Mike would come in and go, “Joanne, I know everyone else thinks it’s great, but you’re playing too much.” [Laughs.] I hate to admit it, but that was the situation. I’m used to working with a three-piece, so I’m trying to be Jimi Hendrix over here, but when you’ve got a keyboard player, you don’t need that. The last track on the album, “Lose Myself to Loving You,” I wrote as a ballad, premierguitar.com
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and there was a gap in the middle we’d left open for the token guitar solo. But once we’d tracked the song, we all agreed that a big, wailing Eddie Van Halen guitar solo could ruin it. David’s piano was so beautiful, it completed the song as far as I was concerned, so we left it alone and let the piano show through. It was really nice to treat a song as more than an excuse for a guitar solo. Did Mike hear the songs you were hoping to include on the album before you went into the studio? Yes, I’m kind of the queen of Garage Band, and I just demo everything out. I put the bass down myself, along with all the guitar parts and vocals. When Mike and I first got together, I did my usual thing of giving him my Garage Band demos, so he and the band could know how I was hearing the music. He got back to me and said, “Yeah, that’s not what I want. I just want you and a guitar in a room.” And I panicked because I’d never done that before—to be honest, it scared me senseless.



way over to Jim’s [Gaines] house. It’s almost to the point where my producer should lie to me and tell me the sessions are scheduled a week before we really begin. How can you even remember three songs you’d written the night before? It was a bit of a challenge. When we got in there, everyone was looking at me because I didn’t know the changes very well. I had to keep telling them, “Come on, I just wrote this last night.”



Compared to your previous two albums, the songs on Almost Always Never seem to unfold at their own pace and offer you more time to explore the fretboard. When I was forced, for health reasons, to have this time off last summer, I reverted to being my 13-year-old self and just played guitar every day. This period allowed me to get excited about guitar again. I know this sounds terrible, but when you’re a professional guitarist playing 200 dates a year, you can lose sight of what got you started.



Why? I wasn’t sure if I was a good enough writer that the songs would stand by themselves if I didn’t have all the instruments on them. But he seemed to think so. So I just recorded them in the hotel room with me playing guitar and singing over the top. How many songs did you give him to listen to? I think I ended up sending Mike about 20 songs, and we cut 12 of them. But the odd thing was, three of them I wrote in the hotel the night before we went into the studio—“Tied & Bound,” “Lose Myself to Loving You,” and “Beautifully Broken.” You wrote three songs the night before the session? Yeah, but I wouldn’t advise that to anyone. The one thing I know about myself is that I tend to come up with songs at the last minute. As soon as the pressure is off because I know we’ve got enough material for the album, I quickly add new songs to the list. For White Sugar, I wrote three songs on the plane on the premierguitar.com
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i usually go iNto the studio with very set ideas, but because it was such a New situatioN, i opeNed up a bit more aNd let mike [mccarthy] do what he does best—produce the record. When I was 13 in my bedroom looking at posters of all my idols, I’d pretend I was them. And I got that feeling again. When I went in the studio this time I had a bunch of new licks and was really excited to mess around with new tones. So there were some fresh influences on the album, but more to the point, there were old influences I’d dug up again. I took a trip down memory lane and spent a lot of time listening to guys like Eric Johnson, Richie Kotzen, Paul Gilbert, and Gary Moore. In terms of bands, I went through a big King’s X phase around that time. It seems odd to me now, given how the record turned out—not like King’s X—but that was what I was listening to ... very guitar-based rock. You’re pictured with a Les Paul on the new album and while there are some Fender sounds on the tracks, many of your solos and riffs have a fatter tone than before. Did you switch from your Tele to a Les Paul for a lot of these guitar parts? I did. Some folks at Gibson had heard my music and they lent us a Les Paul for the recording. It was perfect timing—I was playing new material with a new producer 78 PREMIER GUITAR JANUARY 2013



Joanne Shaw Taylor thwacks a 4th-string G while soloing on one of her Strats at a 2011 gig in Bilston, U.K. Photo by Rob Stanley



and a new band, so why not try a new guitar? I absolutely fell in love with the Les Paul they loaned me, but unfortunately they wouldn’t let me keep it. And being female, I’m pretty sure once they told me I couldn’t have it, that’s when I decided I wanted it. [Laughs.] Did you also try a different amp? Yes. Though Billy [White] played bass on the album, his main instrument is guitar. He played with Don Dokken and in Watchtower, and he’s kind of a shred god. Anyway, he brought in his ’72 Marshall 50-watt head and 2x12 for me. At that point, with everything else being new and different, I thought, “Why not? Let’s go for a different sound.” The funny thing was, although I was going for Eric Johnson and Gary Moore, I think I still ended up sounding like me. I have no qualms telling you I fell in love with that Marshall, and I’m hell-bent on getting one. A ’72 50-watt Marshall is really



the holy grail—you put a nice Les Paul through it ... well, it’s perfect. Any other amps? Mike had an old ’60s Silvertone we used a lot for the rhythm. That and Billy’s Marshall for lead were the two main ones I used for everything. We had both amps in a separate room—a big space at the back of the studio. I could just about hear the Marshall from where we were situated, so I’m pretty sure it was on 11. Is that a Stratocaster on “Lose Myself ”? Actually that’s a Music Man. My boyfriend has a fine array of guitars and I stole it from him. It has a nice glassy tone that just seemed to work on that track. We used Mike’s Harmony Master—a 1960s hollowbody—a lot. I used a bunch of different stuff I’d never used before, whether just from not being comfortable with a piece of equipment or feeling there were rules I shouldn’t break. I think I only picked up premierguitar.com



the Telecaster once or twice, which was quite fun in a way—a busman’s holiday. What sort of rules are you referring to? Well, I didn’t want to upset fans who know me as a Tele player. But then I realized the sound is really in your hands, and there’s no harm in trying to inspire yourself with a new instrument or go for a slightly different tone. That was a fun lesson to learn. Did you use an octave fuzz on the solo in “Soul Station”? I did. Mike had a bunch of toys, so it was a time of experimentation. That octave fuzz is a Death By Audio pedal called the Octave Clang, which I love. When we cut that track Mike said, “What are you thinking of for the solo?” After hearing what J.J. did on the drums, I said, “I pretty much want it to sound like guitarmageddon.” He handed me the Octave Clang and told me to plug it in. After a few notes I said, “Yeah, that’s it.” What about other effects? Mike had an old Rat distortion pedal I used for “Maybe Tomorrow,” which has probably the weirdest solo on the album. We had a vintage Boss chorus pedal, a vintage MXR chorus pedal, and a Dimebag Darrell wah-wah—my favorite wah— hooked up for that. “Maybe Tomorrow” was interesting because I wrote it as a very up-tempo rock song and the lyrics were completely different. I took it to Mike and he said, “That’s not working for me.” Ouch. Yeah, exactly. So we got in with the band and Mike said, “J.J., what are you thinking of on this?” And J.J. slowed it down a lot and made it into what it is—that kind of Dr. John voodoo groove. It sounded really good, but the lyrics didn’t fit with the music anymore, so we left that to the very last minute. As we were finishing up recording, I wrote new lyrics that would fit the new feel. At that point, the whole song became a sort of improvisation. I put down that riff and thought, okay, what else can we add to it? Out of all the songs, that was the one where we really didn’t know where we were headed. We just built it up by listening and seeing where it wanted to go. Mike had hooked up a Roland Space premierguitar.com
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Echo and was making these weird sounds, and I basically decided I was going to play a couple of phrases and then intersperse strange noises from the Space Echo. We just went for some weird stuff, which was good fun. That song was very produced. Mike chopped and pasted guitar solos, and that makes it more of a piece than a guitar solo. It’s a jam song, all about the vibe. “Army of One” sounds like you guys were all just jamming in a circle around a couple of mics. We were, except we didn’t have the luxury of a couple of mics. I think we had one. When I wrote that song, I thought it was going to sound like “Going Home” off the first record and “Dead and Gone” off the second. Because I have this fetish about writing traditional blues lines I want to make modern, I always write these evil blues songs I’d want to hear in an episode of The Sopranos. Like you’re driving through the city late at night and you’ve got a body in your trunk. [Laughs.] So this was another song like that, but Mike said, “Let’s make it acoustic.” And I said, “Really?” It was the last song we cut. We all went out together to dinner that last night and had a glass or two of wine, and then stopped by the liquor store on the way back to the studio and bought some tequila. I see where this is going. We all sat in this one little room. J.J. is on the marching drum, Billy is playing slide, David is on the mandolin, and then there’s



me on a hollowbody. Mike came into the room—he’s the one you hear at the beginning of the song telling us what the tempo is because we’d all gotten so excited and unruly we weren’t quite doing the job. He had to come straighten you out. Exactly! Dad had to come in and ruin the fun. But we did the song in one take. It was very organic, very last minute—a late-night studio bonding experience. That song is one of my favorites for sentimental reasons. What guitar were you playing? The hollowbody Harmony through a tiny little amp—some 5-watt model Mike picked up in Japan. We had it cranked but it just wasn’t putting out. Most people think it’s a resonator, actually. Half the time I tell them it’s not and half the time I let them believe it is because I don’t want to correct people. [Laughs.] That guitar ended up fitting the song quite well. I don’t think it sounds like an out-and-out electric. It’s a welcome break on the album, and I’ve never done an acoustic track before. Tell us about the gear you use onstage. I have my two staple guitars. One is a 1966 Esquire, which I’ve had for years and years— it’s my first guitar. When I was 15, I bought it in London on Denmark Street [a historic stretch of road known for its music shops and recording studios]. At the time I was real scared that my dad was going to beat the hell out of me for taking a train down to London at 15 and buying a ridiculously expensive



Joanne Shaw Taylor’s



Gear



Guitars customized 1966 Fender esquire, warmoth t-style with ’55 Fender telecaster maple neck, 2008 gibson custom shop les paul, Fender squier 51, various production Fender stratocasters



amps ’65 Fender bassman head and 2x12 marshall cab with celestion greenback speakers, louis electric kr-12
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effects mxr dyna comp, way huge aqua puss delay, death by audio octave clang, and mojo hand Fx recoil, colossus, and rook



Strings and Picks ernie ball skinny top heavy bottom sets, eric johnson classic jazz iii picks



guitar with all my pocket money. But I got it cheap because the previous owner had attacked it with a knife. It had a gaping hole near the neck, so I had a guitar tech dig it out and add a humbucker there. That made it kind of my dream Telecaster. What humbucker? A Seymour Duncan Jazz [SH-2]. Is this Esquire your guitar with the pinup girl on it? And if so, did you put that on or was that from the previous owner? Yeah, that’s the one, and I added the pinup girl. My mother wasn’t very happy with that—in fact, she was a little worried. You know how moms are: “Why is my daughter putting a picture of a pinup girl on her guitar? And why is she playing guitar anyway?” Try being 15 and attempting to explain to your mom why there’s a half-naked lady on your guitar. It wasn’t her favorite part of my youth, but she’s used to it now. Moms just don’t get rock ’n’ roll, that’s what I’ve learned, but I think the Annie Lennox gig soothed mom’s issues. [In June 2012, Taylor played lead guitar in Lennox’s band for a huge televised Diamond Jubilee Concert in London honoring the Queen.] Then there’s my Dave Stewart Telecaster, which I’ve had on permanent loan for a decade. It has a Warmoth Tele body, which has a belly cut like a Strat, and a ’55 Fender maple neck. That guitar is so heavy, it sounds like a cross between a Tele and Les Paul. I’ve seen recent photos of you onstage with a Les Paul. Yeah, that’s a new addition. It’s a 2008 Custom Shop model. A little bit lighter than most—about nine pounds—with a ’60s neck. With my teeny, tiny girl hands, I can’t play the big ol’ ’50s baseball-bat Les Paul necks. Those are my main three guitars. I’ve got a bunch of odds and sods, the kinds of things I go into pawnshops to find. They’re dirt cheap and I like them. I’ve got a Squier 51—Fender’s answer to a Telecaster/Strat hybrid—that’s worth about 100 bucks. I installed a Seymour Duncan Pearly Gates and pimped it out a little bit. Also a ’92 Tele and an ’88 Tele, which are both pawnshop finds, and then a couple of standard Strats, including one my grandmother bought me. They’re pretty standard, though I’ve replaced the pickups in most of them. premierguitar.com
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a ’72 50-watt marshall is really the holy grail—you put a Nice les paul through it ... well, it’s perFect. And stage amps? Live, I’ve been using a Louis Electric KR-12 combo and a ’65 Bassman head driving a 2x12 Marshall cab with standard Celestion Greenback speakers. The Bassman has been modded to ’62 specs,



Taylor bought her ‘66 Esquire on London’s historic Denmark Street when she was 15, and had a Seymour Duncan Jazz SH-2 placed in the neck. Photo by Rob Stanley



and I use it for clean rhythm sounds like on “Beautifully Broken,” “Lose Myself to Loving You,” and “Diamonds in the Dirt.” I’ve always been a huge fan of Bassmans. I love the ’62 cream Tolex Bassmans—I just think there’s nothing more beautiful. Even



if I ever have a child, I think I’d find the Bassman more beautiful. What does your pedalboard look like? At the beginning of this year, I decided to strip down my pedalboard. I’m a typical



Enhance. Express . Impress.
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youTube It



to experience taylor’s fretboard prowess, check out the following clips on youtube:



taylor tears into two songs from white sugar in a 2011 london show. youtube search term: joanne shaw taylor – islington, “time has come” and “watch ‘em burn”



in another song from white sugar, taylor pulls a sweet range of clean and dirty tones from her squier ’51 at a festival in wilmington, delaware. youtube search term: dead and gone by joanne shaw taylor @ riverfront blues Festival august 5 2011



because i have this Fetish about writiNg traditioNal blues liNes i waNt to make moderN, i always write these evil blues soNgs i’d waNt to hear iN aN episode oF the sopraNos. like you’re driviNg through the city late at Night aNd you’ve got a body iN your truNk. guitar player, so I’ve gone through a bunch of phases. I’ve had a pedalboard the size of a Hammond B3, and it’s not fun to tour with and lug around. So now I play through a little board. I keep one in Australia, one here in the U.S., and one in Europe, and they’re all pretty much carbon copies. I use three pedals from Mojo Hand FX—a Recoil Delay, a Colossus Fuzz, and a Rook Overdrive, which has replaced my Tube Screamer. Other than that, I have a Way Huge Aqua Puss delay, which I use for slapback, and an MXR Dyna Comp, one of the old models. These pedals give me pretty much everything I need. I’ve also added a Death By Audio Octave Clang for the solo on “Soul Station.” Between the amps and different guitars, five or six pedals are all I need to get the tones I want. How about strings and picks? 82 PREMIER GUITAR JANUARY 2013



I’m a devoted fan of Ernie Ball strings— always have been. I use the Skinny Top Heavy Bottom sets, gauged .010–.052. I tune down a half-step—mostly for my voice, because I have a slightly lower register—and I used to play with .011s. But then I grew up and realized I have female hands and I’d have to stop playing in 10 years if I continued using big-boy strings. I don’t have Jimi Hendrix’s hands! I’ve just started using the Dunlop Eric Johnson signature picks, the little jazz picks. I find those plectrums really help with righthand control. It’s not so much for speed, but for making sure the notes ring nicely. In the liner notes for Almost Always Never, you’re credited with all electric guitars and vocals, as well as playing something called Gordon on “Piece of



annie lennox features taylor on lead guitar at a massive 2012 outdoor concert at buckingham palace in london. dig jst’s white outfit and angel wings! and, of course, her les paul and extended solo. youtube search term: the Queens diamond jubilee concert – annie lennox



the Sky” and “Lose Myself to Loving You.” What’s that? Well, there’s some background to this story. Mike puts his name on everything— every microphone has “property of Mike McCarthy” on it, for example. When I took that first studio tour, I looked around and thought, okay, that’s the sign of a control freak. After I got to know Mike I teased him about it, saying it was like a child going to school for the first time and his mom puts his name in his underpants. Fortunately he took it well. One day when Mike and I were going over the songs before the band came in, he said, “I’ve seen this 1960s Gibson acoustic in Guitar Center and I want to buy it. The only problem is, the previous owner was obviously a kid and he put giant orange letters on it to spell out his name. It’s a beautiful ’60s Gibson with these really gross, plastic letters spelling Gordon.” I said, “Well, buy it anyway.” And the next day he brings that guitar in. Do you know what model Gibson? I think it was a J-45. So that’s what I played on those two songs. It was just funny that he found his dream acoustic guitar and some kid had put his name across it in giant orange letters. Karma. So Gordon is just an acoustic guitar, but you have to call it by its proper name. premierguitar.com
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5 Basses Under a Grand



Fender • G&L • Ibanez • Schecter • SterLInG by MuSIc Man HEADOnline…



I



t’s pretty damn incredible how much bass you can get for well under a grand these days. Solid hardware appointments, quality electronics, and excellent playability straight out of the case are no longer just descriptors for pricey instruments. With advanced manufacturing methodology and much more attention to quality control than in years past, instruments produced outside the U.S. started shedding their second-class reputation some time ago. In fact, that line has been getting blurrier and blurrier over the past 10–15 years, with some imports being so good as



to equal or even rival basses many times their cost in critical areas such as consistency, fretwork, and playability. A number of basses from many different manufacturers could have fit into this roundup of sub-$1,000 instruments, but for the first of many future roundups we narrowed the field to five basses—three of which are essentially accessibly priced takes on classic, groundbreaking designs from their respective manufacturers. The new G&L Tribute Series M-2000 is modeled after the company’s famous L-Series basses, Fender’s Blacktop Jazz is a souped-up



Adjustable HiMass bridge



to watch video demos of the basses at premierguitar.com/jan2013



version of their time-tested J bass, and the Sterling by Music Man Ray34CA offers an easier entry into the StingRay arena. We also checked out the classic-looking Ibanez ATK800E Premium and, to make sure we had something for fans of semi-hollowbodies, we took Schecter’s eye-catching Baron-H Vintage for a spin. Labeling something “moderately priced” is difficult, because it’s certainly varies for every buyer, but each of these basses represents a very solid buy in this price category. Whether you’re an intermediate player who’s recently outgrown your first instrument,



Split-coil P-bass pickups



Vintage-style Jazz-bass knobs
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a weekend warrior looking for an inspiring new bass, a gigging pro looking for a dependable backup—or even if you’re primarily a guitarist who needs a solid 4-string for home-studio work—this group of quality instruments will satisfy on many, many accounts. And to be able to do all that for under $1,000? Well, that’s pretty grand.



Fender Blacktop Jazz By steve Cook



Once upon a time, Fender had only one or two bass models in its lineup, starting with the legendary Precision, and then the venerated Jazz. That was about it for the longest time. If you wanted something a little different in your low end, you had to get out your tools and soldering iron and mod it yourself. Later, with tags such as “entry-level” or “Custom Shop,” different basses (with different price points) were introduced, offering something for almost everyone. In fact, it seems that almost every Fender model has been reborn, reworked, and reissued at some point along the way. The most popular mods that players used to do at home were finally featured in production models, and soon, just about every pickup configuration, neck radius, and color was readily available—but often at a cost that was not insignificant. Today, whether it’s due to turbulent economic times or a fortuitous



combination of creativity and more efficient production costs, many instrument companies have been working overtime to find ways to make quality, affordable instruments with interesting new feature sets. Fender is certainly one of those companies searching for ways to bring fresh ideas to an enticing price point, and one such effort is its new Blacktop series of guitars and basses. Hot Pavement The Blacktop series takes familiar Fender body styles and supercharges them with different pickup configurations than we normally see. Specifically, the Precision in the series features dual humbuckers, while the Jazz—the bass reviewed here—is loaded with a pair of split-coil, P-style pickups. As a whole, the Blacktop Jazz is as familiar as any other. It’s a Mexican-made 4-string with an alder body and a C-shaped maple neck. The glossy finish in white chrome pearl is very sexy, and when paired with the black 3-ply pickguard and classic J-bass knobs, it makes for a great-looking instrument out of the gate. While the factory setup left the action feeling a little high, the neck was even and quick—giving me a first impression of a good overall build. Lurking just below the strings is the aforementioned anomaly—the two sets of passive, split-coil Precision pickups. For all you DIY-ers out there, Fender did the routing for you! I’ve certainly seen P-bass pickups in J basses, J-bass pickups in P basses, and lots of other variations before,



C-shaped maple neck



RATINGS Fender Blacktop Jazz, $499 street, fender.com



Pros: cons:



distinct tones. Good value. not for the hardcore J- or P-bass purist.



premierguitar.com



Tones Playability Build Value



but after hearing all the rumblings in the bass community about this new value line, I was more than curious to see how Fender pulled it off. Back in Black For the run-through, I tested the Blacktop Jazz through both a Warwick CCL 210 combo amp and an Eden WT-500 paired with a 115XLT. I figured that putting the bass through its paces with both speaker configurations would give it a fair shake, as some instruments are certainly voiced better for different speakers. As it turned out, the Blacktop Jazz didn’t really care what kind of amp I was using—it told me what it was going to do. Announcing its presence with authority, the tone from the Blacktop Jazz was big and totally unexpected. I had the control knobs set as high as they could go, and the result was a thick, punchy tone that begged for a hard-rock band. Rolling off the neck pickup really opened the throat of this J and added some low mids and warmth. When I rolled off the bridge pickup slightly, the more familiar Jazz-bass snap came to life. Sonically, the Blacktop Jazz seemed ready to handle a wide range of musical settings, and could be a good low-cost solution in a home or project studio. It’s in that subtle, in-between zone of not exactly a P and not exactly a J, but rather a nice blend of both that can echo tones not usually heard from one or the other.



The Verdict With its combination of value and tone, the Blacktop Jazz made quite an impression. If you like the body style and thinner neck of a Jazz bass but want more in a pickup than the usual options, then this could be your workhorse. The Blacktop series prides itself on a more powerful stance, and it doesn’t disappoint with this model. Taking a left turn from such successful traditions can often be risky, but Fender hit blacktop with this Jazz. PREMIER GUITAR JANUARY 2013 85
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G&L MFD humbuckers



3-band EQ



G&L Tribute M-2000 By david aBdo



It’s not uncommon to hear marketing speak describing economy-class instruments with statements like, “these basses use the same parts as our flagship models” or “it utilizes identical construction and build philosophies.” They’re statements that appeal to our sensibilities as well as our pocketbooks. But when woods of lesser quality, cheaper electronics based on originals, or compromised craftsmanship are part of the equation, these frugal forays can often end up in disappointment. But there are a number of builders that show a commitment to consistency throughout their entire lineup, and G&L is one that’s known for building quality instruments across the board—from their U.S.-made models to the imported Tribute series. The latest addition to the G&L family is the Tribute series M-2000 bass, which incorporates a brand-new preamp into the template that has made G&L basses so popular for over three decades. Variation on a Theme Modeled after G&L’s well-known L-Series, the Tribute M-2000’s recognizable body shape is a hybrid of previous designs brought to prominence by Leo Fender. The M-2000 reviewed here boasts a nice 86 PREMIER GUITAR JANUARY 2013



honeyburst finish, but it’s also available in transparent blueburst, 3-tone sunburst, or gloss black. The M-2000’s neck design relies on the best of past G&L accomplishments: Six bolts support the satin-finished, C-shaped neck, which feels smooth and solid. It maintains the company’s standard 12" radius, though it is slightly narrower—down from 1 3/4" to 1 5/8". Where the L-Series and M-Series truly differ is in electronics. Though the Magnetic Field Design pickups look the same as those found on the L-2000, the pickups on the M-2000 are wound differently and dialed in specifically for the M-Series preamp. The recognizable switches of the L’s preamp have been replaced by a more streamlined design, giving the M-Series a unique level of flexibility not found in other G&L basses. The 18V active system features volume and blend knobs, and a 3-band EQ with smaller, detented dials. This new preamp nicely complements the pair of MFD pickups, which deliver characteristic G&L tone—a combination of assertive lows with detailed high-mids.



Most M-Pressive The comfort and playability of the M-2000 were simply stunning, so kudos should go to G&L for their attention to detail with this bass. The weight and balance were just right, letting it maintain its position at nearly every playing angle. The neck was impressively smooth and allowed effortless shifting across all areas of the fretboard. And the M-2000’s design provides ample room between the neck pickup and fretboard for sophisticated slapping techniques. Aside from some bird’s nest-esque wiring in the preamp cavity, this is an instrument that doesn’t appear to have cut any corners. Enhancing the frequencies of the MFD pickups, the intuitive, practical, and greatsounding preamp provided a wide tonal palette. This was particularly evident during a rehearsal with a horn band playing a variety of soul and funk classics. Plugged into an Ampeg B2R head paired with an Ampeg 4x10, the M-2000 could quickly go from Rocco to Jaco with a twist of the blend control. Fine-tuning the tones was simple—the slightest adjustment to the bass, mid, and treble knobs offered plenty of boost or cut ability. It couldn’t quite cop Marcus Miller’s exact tone, but many thumb players will still appreciate its aggressive, biting sound. Although the M-2000’s tone-shaping capabilities are excellent, for me the most pleasing setting was with both pickups balanced and the EQ flat—it allowed the



RATINGS G&L Tribute M-2000, $699 street, glguitars.com



Pros: cons:



Great tones. excellent playability. incredible deal. Cluttered electronics cavity.



Tones Playability Build Value
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M-2000 to clearly convey whatever my hands asked it. The Verdict You know that feeling you get when you pick up a bass with no expectations and, in an instant, it triggers an explosion in your mind because it feels so surprisingly



gear to sell so you can buy the new wonder. This could be a possible scenario for anyone giving G&L’s Tribute M-2000 a go, because it rivals its U.S.-made counterparts in construction and playability.



34" scale



Although the M-2000’s tone-shaping capabilities are excellent, for me the most pleasing setting was with both pickups balanced and the EQ flat—it allowed the M-2000 to clearly convey whatever my hands asked it. comfortable and contains such a nice variety of tones? The next thing you know, you’re trying to figure out what other



premierguitar.com



Whether you’re a novice or a pro, if you like G&L bass tones, you’re likely to love the M-2000.



Ibanez ATK800E Premium By steve Cook



Back in the ’70s and ’80s, a lot of guitarists and bassists knew Ibanez as the Japan-based maker of “lawsuit guitars” because of its high-quality instruments that borrowed rather heavily from the designs of industry mainstays. Today, the company is an undisputed worldwide powerhouse with a long and interesting history of making excellent instruments with unique designs and features that attract prominent players in almost every style of music. Bassists have gravitated to Ibanez instruments—from the Roadstar models in the Reagan years to the more current SR series—because of their great value and tone. With multiple bass lines in production, Ibanez has something for everyone— from budget-friendly to premium in price. Ibanez’s latest boomer is the ATK800E Premium. In contrast with a lot of Ibanez basses that push traditional design boundaries,
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RATINGS Ibanez ATK800E Premium, $749 street (w/gigbag), ibanez.com



Pros:



Great playability. Comfortable ergonomics. impressive variety of tones. Quality features with lots of flexibility.



cons:



tones lack vintage warmth.



this mid-level 4-string (a 5-string version is available as well) has a more understated, classic look and feel—in a lot of ways, the distinct and practical ATK Premium looks likes something straight out of 1977. However, it still boasts modern electronics and playability. I Like Your Style The ATK Premium has appointments often found on boutique instruments, yet Ibanez has managed to sneak them in at a very easyto-swallow price. It sports an ash body and beautiful rosewood pickguard that complement each other perfectly, though care should be taken with the pickguard, as it will likely be more prone to scratching than plastic. The strikingly enormous bridge envelopes the bridge pickup (and adds more anchor points to connect to the body), which yields a massive amount of sustain potential. The unfinished maple neck has black dot inlays and silky smooth fret edges, with Hipshot tuners finishing off the matching headstock. It’s really easy to appreciate this bass. When I first picked up the relatively light ATK, I was amazed at how comfortable and solid it felt. Fingerstyle and slap players alike will dig the response and feel, as well as how blazingly fast the neck plays—the action was low and fast right out of the included gig bag. The ATK800E is strung through the body and sports a 5-bolt neck that adds even more contact between resonating surfaces. Unplugged, the bass rang true and sustained wonderfully. Noon Sounds Good Plugging in the ATK Premium with everything in the straight-up position, I was immediately impressed with how the 12 o’clock tone sounded. The active CAP pickups—a single-coil-sized humbucker in the neck position and a switchable, double humbucker at the bridge—have ceramic magnets and provide a nice variety of tones. Ibanez took it another step by tacking on a 3-band EQ that allows further exploration of a multitude of sonic landscapes. From shimmery harmonics to driving, pick-fueled punk or Louis Johnson-esque 88 PREMIER GUITAR JANUARY 2013



Tones Playability Build Value



slap, the ATK Premium welcomed it all. It’s a great-sounding bass—although I will also say that I expected a bit more from an active instrument. The EQ helped me get the bass closer to certain sounds, but the real control is with the pickup blend—and a little goes a long way. Favoring the bridge humbucker with some extreme EQ and blending, I got close to a slap-happy StingRay sound. Rolling up the neck’s pickup control and darkening the EQ, I was happy with the more mellow tones, but it missed the mark when trying to dial in something I would consider really warm. It’s just not that kind of bass. I used the ATK800E through an Eden WT-800 paired with a couple of 410XLTs and an Avalon U5 direct box at a theater gig, and it sounded really good for the rock show—full and beefy, with just the right amount of punch and clarity—though I craved some of the round, vintage warmth I get from other basses. That said, the ATK has its own identity, and our FOH engineer loved the tone—he went out of his way to let me know he didn’t have to do much to my signal and that I made his night easy. The Verdict I love it that Ibanez released this body style. “Vintage” and “oldschool” are terms that are thrown around a bit too much these days, so for the ATK, let’s call it “classically inspired.” Ibanez has raised the bar for mid-level instruments with the ATK Premium, and it would be hard to beat at this price point. In fact, I’d even put it next to a number of models twice its price, and the ATK would probably win. If you’re in need of a well-made, versatile bass, the ATK Premium is worthy of a long look.



Rosewood pickguard



Dual ceramic humbuckers



3-band EQ
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EBS PREMIUM BASS HEADS - FAFNER II, HD360 & TD660. MADE IN SWEDEN.



THE HEART & SOUL OF EBS!



Distributed in USA by:



Musical Distributors Group (MDG) Phone 866-632-8346 www.musicaldistributors.com EBS RM-4



EBS PREMIUM BASS AMPS – THE HEART & SOUL OF EBS EBS Premium Bass Amps are 19” rack mounted solid state or hybrid amps, entirely made in Sweden. These are bass amps for the non-compromising bass player, equipped for heavy touring and professional recording, and ‘road tested’ on tour with IN FLAMES, TAL WILKENFELD, MARY J BLIGE, PORCUPINE TREE, VICTOR BAILEY and TINA TURNER, only to mention a few. All equipped with top notch Balanced XLR-output, Effect Loop with Mix Level Control (0-100%), EBS famed built-in compressor, and the possibility to engage certain features with the EBS RM-4 footswitch. The EBS Premium Bass Amps comes from the heritage of a quarter of a century of developing bass gear for professional use.
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REVIEW > BASS ROUNDUP Wilkinson WBBC bridge Semi-hollow body 34" scale



Seymour Duncan SMB-4D pickup



lightness of the semi-hollow body allowed the neck to take a bit of a dive when I wore it with a strap, the Baron-H Vintage felt comfortable when standing.



Schecter Baron-H Vintage By steve Cook



These days, Schecter Guitar Research is often thought of as the company that supplies heavy-rock acts with ominous-sounding models like the Omen, Stiletto, and Damien—instruments that tend toward the more modern end of the visual and aural spectrum, and that have churned out some of the hardest-hitting music of our time. But while players such as Avenged Sevenfold’s Synyster Gates and Zacky Vengeance and Disturbed’s Dan Donegan have enjoyed long-standing Schecter endorsement deals, the company actually built its reputation for quality with more traditional designs. In fact, it still offers many guitars and basses with more classic looks and tones. One such bass is the Baron-H Vintage, a “Frankenbass” in the truest and best sense of the word. It’s Alive! Taking a page out of a mad scientist’s notebook, the Baron-H Vintage takes a number of the cooler and time-tested 90 PREMIER GUITAR JANUARY 2013



features of a few old-school instruments and rolls them into one. Its T-style body offers a traditional look, but then it’s got a big Music Man-style Seymour Duncan humbucker, a thin J-style neck, and an f-hole for good measure. A cosmetic stunner right out of its included hardshell case, the Baron-H sports a mahogany body with an attractive high-gloss black finish. Although the binding around the f-hole was a little rough, the creme-colored binding on the body and neck adds a very nice aesthetic. The Baron-H Vintage’s 22-fret neck sports jumbo frets and dot inlays, and I like it that Schecter went with a 34" scale instead of going with a smaller scale that could have made this bass feel toy-like. I also dug the T-style control plate. Our test bass arrived with unevenly secured knobs on the pots, but it only took a little hex-wrench turn to straighten them out. Overall setup was fantastic, and though the



Baron von Growl The design team at Schecter put some muscle under the hood of this bass. Instead of going with an expected piezo pickup or something on the light side, the Baron is equipped with an active, noise-cancelling Duncan SMB-4D



The Baron-H Vintage has snap and bite—you simply aren’t supposed to get this kind of tone out of a bass that looks like this. pickup. I can’t say that I loved the thumbpinching design of the 9V cavity, but the pain quickly subsided once the bass was plugged in. For this review, I used a Warwick Pro IV head and matching 4x10 and 1x15 cabs. Right away, the Baron-H Vintage shocked



RATINGS Schecter Baron-H Vintage, $679 street, schecterguitars.com



Pros:



Powerful, meaty midrange punches through a multitude of mixes. Light body reduces gigging fatigue.



cons:



When worn on a strap, the light body contributes to neck diving. Limited variety of tones.



Tones Playability Build Value
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me with how much punch and sustain it had, especially for a semi-hollowbody. The 2-band EQ can help shape the tone somewhat, but the bass always tends to favor midrange with tones that really jump out in front of the mix. With the EQ dimed, you can get pretty close to the classic StingRay sound—it misses the mark by just a bit. I suspect a solidbody version would get closer, but the Baron-H Vintage has a growl all its own and would be totally



at home in a country band, a rock band, and many points in between. Tonally, this book cannot be judged by its cover. The Baron-H Vintage has snap and bite—you simply aren’t supposed to get this kind of tone out of a bass that looks like this. The feel might take a moment to get used to, but I assure you that at the end of a long gig, your shoulders will thank you.
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The Verdict There are a lot of things to like about the Baron-H Vintage. The rosewood fretboard was smooth and fast, and the light finish on the back of the neck felt great—just a notch above unfinished but not over-lacquered and clumsy. And the Baron doesn’t feel shallow and weak like some hollowbody basses—you



can really dig in with your thumb, a pick, or your fingers. I also appreciated that, even with its quiet, unassuming appearance, this bass can roar like a lion with a big, biting tone. All in all, Schecter has paired wellthought-out features with a classic-feeling design and managed to load very big tones into a user- and pocketbook-friendly package.



Sterling by Music Man Ray34CA By david aBdo



Ever since Leo Fender designed and released them under his new brand in 1976, Music Man basses have been highly appealing to players the world over because of their combination of punch and presence, great playability, and an impressive price-to-value factor that caters to the discerning bassist. There’s no denying the impact Music Man has had on the bass community. The Sterling by Music Man line of guitars and basses pushes the bang-foryour-buck envelope further with impressive imports that incorporate many of the trademark characteristics of their higherend counterparts. Their most recent offering for bassists is the Classic Active Series Ray34CA, a bass that tweaks the famous StingRay formula while still sporting an easy-to-digest price tag.



PREMIER GUITAR JANUARY 2013 91



REVIEW > BASS ROUNDUP



RATINGS Sterling by Music Man Ray34CA, $699 street, sterlingbymusicman.com



Pros: a good helping of stingray sound with slick playability and a small price. cons:



tones don’t quite match those of the iconic, high-end stingray.



Modern Elements, Classical Compound At first glance, the physical features of the Ray34CA look nearly identical to its U.S.made cousin: Its ash body is coated with a nostalgic, mint-green finish (it’s also available in vintage cream, black, and a tri-tone sunburst) and is paired with a maple neck and rosewood fretboard. Furthering the vintage styling is the protective glossy tint on the narrowly tapered neck, which also features a 38 mm nut and 19 mm string spacing that facilitates quick string-skipping motion. The latter specs will likely be especially appealing to fans of Fender Jazz or Music Man Sterling basses For electronics, the Ray34CA is loaded with a redesigned pickup with alnico magnets. The 2-band active preamp provides a boost in the bass and treble frequencies for altering that signature tone with everything from a slight sonic bump and edge to a full, high-mid bite. Solid and Comfy Strapping on the Ray34CA, I was pleased to find that it’s a well-balanced instrument that keeps its position at different angles without any strain on the shoulders or back. While it’s possible that some players might lament the bass’ lack of forearm or belly contours, I didn’t feel any noticeable issues in my arm or against my, er … well-padded abs. The Ray34CA’s construction is solid, plain and simple. The neck felt smooth while I shifted from one playing position to another, and not a single fret protruded along the sides of the fretboard. And all the hardware—which, to be honest, is probably more “modern” than “classic”—was installed securely, from the top-load bridge up to the tuners. Sonically, the Ray34CA sounded very familiar when I first plugged in. Compared to a 1977 StingRay, the signature sound was present, though it lacked a bit of that low-end punch and focus that the original 92 PREMIER GUITAR JANUARY 2013
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38 mm nut



Build Value



produces. The bass knob didn’t quite bring the booty that one typically expects from a Music Man. To put the Ray34CA through its paces in live settings, I took it to two contrasting gigs. Plugged into a Phil Jones D-600 driving a Glockenklang Space Deluxe 112, the bass fit in quite well with a jazz sextet. Although many bassists wouldn’t necessarily think of a StingRay-style instrument when going to a gig of this sort, the Ray34CA delivered warmth and a slight punch to walking bass lines when I rolled the treble knob down, slightly boosted the bass, and plucked close to the neck. Conversely, the brightness of the Ray34CA worked great on a funk/R&B gig—it enabled me to play tunes from Chic and the Brothers Johnson with authenticity: Slaps, pops, and plucks sat well within the mix, and the bass provided almost synth-like sounds when I employed a Boss OC-3 octave pedal.



Alnico Classic Ray34 pickup 2-band active preamp



The Verdict According to Sterling by Music Man, the Ray34 Classic Active is for “the player looking for an older bass, but [who] needs higher fidelity and better playability.” And in that regard, Sterling by Music Man has delivered a pretty stellar product that both looks cool and feels great. While it might not replace the real deal, it’s an excellent option for players looking to get a bit of the StingRay sound and attitude at a very appealing price. Considering that you’d have to pay three times as much for the U.S.-made model, the Ray34CA gives you an awful lot of ‘Ray with very little sting to the wallet. 34" scale
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THE FUZZ The Soundblox Pro Multiwave Bass Distortion supplies the dirt to this titanic duo. This wickedly unique stompbox packs a massive variety of distortions ranging from modest fuzz to wildly futuristic and synth-like tones. Dedicated Clean and Distortion Mix knobs ensure that the low-end is never compromised and the 7-band EQ delivers supreme tweakability and limitless tone possibilities.



&



THE FUNK



The Soundblox Pro Bass Envelope Filter adds colossal funk and ground shaking dubstep bass wobble to this hard hitting tandem. It’s got 23 different filter types routed through four distinct modulation sources: envelope, selectable waveform LFO, expression pedal, and the Hot Hand 3 Universal Wireless Effects Controller. Plus, our signature Lo-Retain Wet/Dry algorithm ensures a truck-load of big bottom. Visit us at Winter NAMM - (Booth #5599/Hall B)



Both pedals compatible with



sourceaudio.net



THE NEW ENGL E765 RETRO TUBE 100 HEAD Take a step into a world of some of the most amazing tones ENGL has ever created and journey into vintage soundscapes. The new ENGL Retro Tube 100 head features two channels of retro sound variety. Channel One offers warm and silken or well-dressed, sparkling clean sounds and very harmonic crunch sounds with ENGL’s version of Class A character. Channel Two is a perfectly suited warm overdrive channel offering a wide range of retro tones for the ambitious guitar player.



• 100 watts, 4 x EL34, 4 x ECC83 • 2 Channels • Gain Boost for each Channel • Master A/B • Noise Gate • FX Loop • Tone Switch (Mid Boost)



VELVET DISTRIBUTION [email protected]



ENGL_GuitarPlayer_10_2012.indd 1
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www.engl-amps.com · myspace.com/englamps



22.08.12 21:36
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FEATURE > VICTOR WOOTEN



On Victor Wooten’s two new albums, Words and Tones and the instrumental Swords and Stone, the reigning icon of bass technique continues to push the boundaries of support and virtuosity. By Jon d’aUria



V



ictor Wooten just might be the busiest bass player in the world (and no, we’re not talking about his note-per-measure ratio). His days are packed with clinics, radio appearances, meet-and-greets, and soundchecks, and night after night, the man and his righteous band take it to the max, proving that he never, ever lacks for ideas, and can boldly surpass artificial limitations and



Photo by Empire West Photo



premierguitar.com



the expectations of bass fanatics everywhere with marathon performances that border on the superhuman. The next morning might find the father of four tending to his family, his label, his music camps, and his other gigs, or the follow up to his acclaimed book, The Music Lesson, as he heads to the next town. And what does he do when he has a little time off? He practices. “I’m trying to improve every side of my playing, but right now I’m working on getting more proficient at being able to solo through jazz changes,” Wooten says. “I’m okay at soloing through the changes once I hear them, but I’m not as good at just looking at a piece of sheet music and knowing what to play. That’s a fun lesson, though.” The five-time Grammy winner, whose name is synonymous with electric bass virtuosity, will never stop evolving. Like Michael Jordan shooting free throws in the early hours before games, 48-year-old Wooten isn’t in it for the money, the
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FEATURE > VICTOR WOOTEN



Two bassists are better than one, that’s why Wooten tours with 6-string fretless wonder Steve Bailey. Photo by Steven Parke



Wooten onstage with a Yamaha SVC-110SK SILENT Cello. Photo by Steven Parke



notoriety, or the endorsements. It isn’t work, it’s love, and it’s about striving toward his highest potential, knowing all the while he’ll never reach it. And therein lies the greatest game for the man who will go down in history among players who are exactly that: the greatest of the greats. So it makes sense that Wooten has raised the bar and simultaneously released two new albums on his own label, Vix Records. Words and Tones showcases Wooten’s collaborations with some of his favorite singers, including Saundra Williams, Divinity Roxx, and Meshell Ndegeocello, while Sword and Stone flaunts instrumental, orchestrated takes on 11 of the same songs, with different solos, string arrangements, and horn sections (plus three other tracks). Both albums showcase Wooten’s unique combination of R&B, contemporary jazz, funk, gospel, and world music while maintaining his signature, bass-tastic approach. As you might expect, there are plenty of virtuosic



on each label on the same day, which I thought would be so cool. But record companies don’t like to work together like that because they’re competitors. This time around, I had planned on doing just one CD with female vocalists. In most cases, I allow the vocalists I work with to write a majority of the lyrics so that they’re singing what’s true to them, and so they get credited as writers. But as I was putting melodies on the songs so the singers could get a feel for them, I realized I liked these songs as instrumentals, too. Then it hit me that I could release these as two separate records—now that I own my own record label, I can do whatever I want with my albums. I finally had an opportunity to pursue an idea I’ve had for a long time.
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licks and jaw-dropping techniques, but Wooten’s primary focus is on grooving. His tireless work ethic could make anyone feel lazy, but that’s far from his intention. In fact, the man who dedicates a large chunk of his time to sharing his knowledge with others understands that when people deem him the best, they are merely seeing the best in themselves. Perhaps this Zen outlook comes from all the effort Wooten puts into his craft, or it could be a manifestation of the wide-eyed joy that has stayed with him since he first picked up the bass at age 2. Whatever its source, the force of his creativity keeps Wooten’s past achievements in the rearview mirror, his soul and his craft steadily moving forward into the unknown. What inspired you to release instrumental and vocal albums at the same time? I’ve wanted to put out two albums at once for a long time. Many years ago, when I was on two different record labels, I wanted to put out a record



How did you decide which songs to put on these records? A lot of it just comes out on its own. I’m not the type of musician who’s writing and recording all the time. I do have songs I’ve recorded in the past and



have not used. In a couple of cases, I put old songs on these records. I have a voice recorder on my phone, and whenever an idea pops into my head, I either sing it or play it into my phone. So I went through those ideas, wrote charts from them, and wrote songs based on them. How did you record these albums? I used all Pro Tools. I used a little bit of both DI and mic’ing my cabinet, but mainly DI. I always keep a cabinet set up in the studio so I can do both and mix the two, but this time I didn’t use my cabinet much in the mix. Did you try any new techniques on these albums? I’m always looking for new tricks and techniques. I always use a ponytail holder hair band on the neck of my bass, and I found that if I moved it to the 17th or 18th fret, I could make sounds like a guitar player using pinched harmonics. So I put distortion on the instrument and, just like a guitarist, I took premierguitar.com
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FEATURE > VICTOR WOOTEN



Basses Fodera 4-string fretted Monarch basses, various upright models   Amps Hartke HyDrive LH Series, Hartke HyDrive 410, HyDrive 115 Effects Rodenberg Distortion pedal, Boss GT-6B Multi-effects pedal, Zoom B3 Multi-effects



Photos by Andy Ellis



Strings D’Addario nickels strings (.040, .055, .075, .095)



a solo on Sword and Stone that sounded just like a guitarist would. It was definitely something new for me.



and my brother Regi and his students, we’ve all come up with different ways of using the hair tie.



You’ve used that hair band on your bass for many years now. What function does it serve? It serves as a string mute, and depending on what you’re playing, it’s great for muting the open strings. Between myself



What have you been working on recently? Being able to play more melodically, and playing more lines. I’ve always been a rhythmic player and I’m very comfortable with that, but I want to play
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lines like a great piano player or horn player. Right now I’m on tour with the Jimmy Herring Band, and seeing Jimmy play so well and so cleanly makes me strive to reach that level. How do you go from being a bandleader to a sideman? In either situation, I’m listening to the groove and playing what the song is asking for. It’s



just like us talking right now: Everything I’m going to say is based on what you say first. It’s mainly about listening—I try to do more listening than talking. That’s the essence of groove. If I’m really listening to the song, then I’ll know exactly what to play. How has your playing evolved over the years? premierguitar.com



FEATURE > VICTOR WOOTEN



Hands a blur, Wooten flits his mitts across the fretboard of his signature Fodera Monarch at a November 9, 2012, gig at the State Theatre in Falls Church, Virginia. Photo by Steven Parke



Wooten plays an upright bass during a show last summer at Rams Head Live in Baltimore, Maryland. Photo by Steven Parke



I think that the instrument has taken a backseat. It’s not about your instrument—it’s about what you have to say. Your instrument happens to be the one you use—it might be a bass, voice, an alto or soprano—but who cares? It’s all about what you’re saying with it. Right now, you’re not thinking about how your lips are moving or the physics of your talking, you’re just speaking. That’s how I approach the bass—by approaching the music instead.



perfectly. I’ve stuck with them ever since.



How did you start playing bass when you were two years old? Actually, my brothers had me play music with them before I began playing bass. They would have me sit in the room with them and have me strum a toy, keep time, and start and end at the same time as the song. When I was 2, Regi took two strings off his extra guitar and it became a bass for me. That’s when I really started learning how to play the notes to songs I already knew. So your family has shaped who you are as a musician?



Totally. That was my upbringing. I played with my brothers for the first half of my life, and they truly turned me into who I am. Just like kids who grow up with a good family and go off into the world to do their own thing, their upbringing always stays with them. And musically, my background all began with my family. What was your first bass? It was a copy of a Paul McCartney Hofner violin bass, but it was made by Univox. I still have it. After that, I was playing an Alembic Series 1, which is a huge instrument that’s also really heavy. I was so young and short and small, and it was huge.



What do you look for in a bass? The first thing is that it has to feel good. I’ve done very little to my Fodera basses. The only thing I’ve had Vinny and Joey do for me is move the volume knobs and the switches as far back near the bridge as possible so that they don’t get in the way of my righthand strumming technique. Although I’ve changed how my particular instrument looks— with a yin-yang symbol, for example—the bass I use today is pretty much exactly the same as that Fodera Monarch bass I got 30 years ago.



What has kept you playing Fodera basses for all these years? I got my first Fodera in about 1983. Back then, it was just a $900 bass Vinny Fodera and Joey Lauricella had started making that year, and we just happened to have met up at the right time. I got it right out of high school and it felt just amazing. It fit me



What inspired you to switch to Hartke amps? I was just ready for a change after many years of using great Ampeg gear, so I took some time to just look around and see what was out there. I spent a year on tour with 25 different bass cabinets and my crew would set up a different rig each night. So I got to
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really hear, play, and experience many different amps. It always starts from sound, so I got the amps with the best sound to me, and then I started reaching out to the companies, because who the people in the companies are is very important to me. If I’m going to endorse a product and put my name behind it, I’m really endorsing the people who work at those companies. It’s like a marriage. You’re not just going to marry someone because they’re beautiful, you gotta know who they are. There were companies whose amps I chose not to use because of the people. But I needed a company to support me wherever I went, and Hartke took the cake easily. I got one of the first HyDrives that they ever made. And how is the new Hartke HyDrive series? I love it. It’s powerful, so I never have to turn my volume up too high. It’s a really bright cabinet, so you have to be prepared for that, but with my 1x15 cabinet, I get all the bottom I need. premierguitar.com
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Here Wooten demonstrates the harmonic technique heard on his new track “Sword and Stone,” where he uses a hair tie on the fretboard of his bass. YouTube search term: Victor Wooten’s “secret” harmonic technique for the “Sword and Stone” bass solo



How important is your gear to your sound? I want gear that’s so transparent I forget it’s there. I do clinics for Hartke all over the world, and sometimes I forget to talk about them. And when I do, I tell people that me forgetting about the gear is a wonderful thing, although for Hartke, it’s not so good (laughs). I’m much more musical and I always get it more right in my heart and in my head, but by the time it comes out, there’s a bunch of mistakes in it, and it doesn’t sound like it did in my brain. When the amplification is projecting exactly what’s in my head, then I forget it’s there. Really, that’s the biggest thing I’m looking for. That’s why I have a hard time sitting in a room and testing an amp. I’m thinking about it too much. I need to put it in real context. What have you been listening to lately? One thing that might surprise people is that when I’m driving in my car by myself I’m usually listening to country music. I got into it when I worked at Busch Gardens amusement park in Virginia and learned about country and bluegrass.



This clip from a clinic in Mechanicsville, Virginia, demonstrates Wooten’s tremendous grasp of melody, harmony, and rhythm. YouTube search term: Victor Wooten – Isn’t She Lovely



Listening to it in the car gives me a chance to practice my music theory. Because the chord changes move by slowly, I can call them out and say, “That’s a I chord, that’s a VIm, there’s a IIm chord, there’s a V7.” I’ve also started to predict where it’s going to go so I can see if I’m right, and I can tell what’s going to go on before it happens. Who are your greatest bass influences? It all starts and ends with my brother Regi. But Stanley Clarke is a big one, Bootsy Collins, Larry Graham, Jaco Pastorius, of course, and there are tons of other people like Chuck Rainey, Louis Johnson, James Jamerson and Willie Weeks. Acoustic players like Ron Carter, Charles Mingus, Scott LaFaro. And that’s just bass players. My musical influences span a lot of different instruments. How does the bass resonate with your personality? It’s a supporting instrument. It’s designed to make other people feel and sound good. It seems like a lot of the time, we forget that. That instrument was not designed to be on top, and it’s rare that you’ll find a
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In this clip from the 2010 NAMM show, Wooten plays his famous version of “Amazing Grace,” an arrangement he first unveiled with the Béla Fleck and the Flecktones. YouTube search term: Victor Wooten Amazing Grace



bass player who is leading a band. It’s designed so that most of the time we’re going to be sidemen. But I find that when most of us bassists are alone practicing, that rarely comes into the picture of what we’re working on. We’re going to get hired based on our ability to be a supporter, but when we practice, we learn new scales and work on our licks and our solos and how to play faster. But you never get hired for any of that. You have to honor the true spirit of the instrument. How does it make you feel when people tell you you’re the best ever? I understand that what people think, good or bad, is up to them and not me. A little kid who looks up to his big brother for being able to dunk a basketball, for example, is really seeing his own future potential. It wouldn’t make sense for the older brother to stop dunking the ball because the younger brother can’t, so he keeps doing it. When people put me up on a pedestal, I used to take myself off it and tell them I wasn’t that good, or I’d shrug it off. But what I realized is that whether they know it or not,



when they think they’re talking about me, they’re really talking about themselves. I don’t want to diminish their dreams by saying I’m not that good. Instead, I accept it, say thank you, and then we move on. What would you ideally want someone to say about your music after hearing it for the first time? That they really enjoyed it and that it inspired them to go do it. I want people to feel something. I want them to think less about the technique and the playing behind it and feel the big picture of it all. Music should hit you in your heart and make you feel something real, just like an Otis Redding song does. What inspires you to keep growing as a player? You have to understand that music never ends and there’s always someplace new to go with it. A good friend of mine once said that it’s like trying to count to infinity—no matter how far you go, you’re no closer to the end. In no way do I think that I’ve reached the limit or the full potential of my playing ability. None of us have. premierguitar.com
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high roller



Tom Petersson—conceptualizer of the 12-string bass and original low-end man for Cheap Trick—gives Premier Guitar a glimpse at some of the rare gems in his vast collection of vintage guitars and basses. Photos By adrian BUdniCk



Tom Petersson is a bassist’s bassist. He’s the founding member of and lowend provider for iconic American rock band Cheap Trick, inventor of the 12-string bass, and revered for a tone that’s all his own. He’s also the curator of a very impressive personal collection of basses and guitars—from highly collectible vintage pieces, to fiercely unique one-offs from small-scale builders, to prototypes from the big manufacturers that only a handful of musicians will ever see or touch. Petersson recently shared a handful of his instrument candy with Premier Guitar, and, take it from us—these fine specimens will make just about any player drool.



commence drooling…
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1967 Wandre Cobra Bass



Highly collectible and aesthetically unique, Wandre instru instruments built by Italian luthier Antonio “Wandre” Pioli were also the first to use aluminum necks. Says Petersson, “This long-scale bass has perfect intonation.”
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1967 fender



Telecaster Bass Prototype Introduced in 1968, the Fender Telecaster bass was essentially a reissue of the original Precision. “They’ve been a favorite of mine since Ronnie Wood used one with the Jeff Beck Group in ’68,” says Petersson. “This is an all-original, candy-apple-red prototype with a ’50s neck.”
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The Evolution of a Revolution Three decades ago, G&L founder Leo Fender disrupted the status quo with the brash and exhilarating L-2000 bass. Now comes the versatile, playable M-Series, channeling the L-2000’s power for today’s player. What’s it got? For starters, the famed intensity of Leo’s MFD humbuckers running pure through a studio-quality 18-volt preamp specially designed by G&L’s R&D guru Paul Gagon. Primary volume and pan controls for a huge tonal foundation. A 3-band EQ with special ergonomically placed knobs. And the return of G&L’s classic C-shape neck, combining with the instrument’s superb balance for impeccable feel on both the 4-string and 5-string M-Series models. That’s what it’s got. The Evolution of a Revolution.
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1964 Harvey THomas Teardrop Bass



With a top profile reminiscent of an oud, this bass is a one-of-a-kind creation from eclectic builder Harvey Thomas, who originally made the instrument in the early ’60s for his band’s bassist. “Ian Hunter’s ‘Maltese Cross’ guitar was also made by Harvey,” Petersson notes.
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digital wireless for all



Epic digital wireless technology, now amazingly affordable. Introducing the DWZ Series with affordable 2.4 GHz technology. You get solid-gold 24-bit linear PCM digital audio to keep you sounding your best. You get robust transmission and easy channel selection. Even automatic feedback reduction, encryption and battery charging are available. And Sony has pre-assembled DWZ packages for guitar, vocals, presentation and speech. Sony’s DWZ Series. Sound like a million bucks without spending it. Visit sony.com/proaudio



© 2012 Sony Electronics Inc. All rights reserved. Reproduction in whole or in part without written permission is prohibited. Features and specifications are subject to change without notice. Sony and the make.believe logo are trademarks of Sony.
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1967 BaldWin Bison Bass



Though it bears the U.S.-based Baldwin company’s name, this Bison 4-string—which features a scroll headstock and a pair of menacing-looking horns—is a Burns of London design, as shown by the “James O. Burns”-inscribed pickups and Rezo-tube bridge. “I love the look of these,” he says. “They personify the swinging ’60s.”
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Nate Grady



OH, SLEEPER SR1400E 4-String Figured Maple top/ Mahogany body/



SR1205E 5-String Ovangkol top/ Mahogany body



photo by: Dan Herring Meet Nate Grady. Last year it was community college, a job in an auto dealership, and late night practice sessions. Metalcore band OH, SLEEPER loses its bassist, Nate's phone rings and BOOM! he's out the door and on tour. Of his SR Premium Nate says, "I can't see myself ever playing another bass." He won't ever need to. With its super fast neck and NordstrandTM pickups, the SR Premium stands shoulder to shoulder with basses costing twice as much. Find out for yourself what the Premium Treatment is all about.



Learn more at ibanez.com/SRpremium or scan the QR Code with your smart phone.
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1967 fender Coronado II Bass



Despite being designed by famed Rickenbacker luthier Roger Rossmeisl, the 30”-scale Fender Coronado II hollowbody (and the one-pickup Coronado I) never quite caught on and was discontinued in 1973. “It’s very much like a Guild Starfire,” says Petersson of this specimen from the first year of production. “It’s a great-sounding, underappreciated bass.”
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A with New Voice no-loss singlecoils The PRS pickup system was designed to extend the guitar’s tonal spectrum through a special coil winding/switching system and by narrowing the field of the bass pickup to increase its focus and widening the field of the treble pickup to increase its sound field (hence their asymmetric appearance). The result is an articulate and balanced guitar with a voice all its own. The is the production version of the Signature Limited - a guitar endorsed by many of our top artists. Available as



Standard or



Maple Top.



© 2012 PRS Guitars / Photos by Marc Quigley



Visit www.prsguitars.com/408 for demo videos and more info
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1991 GiBson



Les Paul Bass Prototype This beat-to-hell single-cut was built by master luthier Phil Jones and features a brass wraparound bridge and a beautiful flamed-maple top in heritage cherry sunburst. “Unfortunately, this version never went into production,” laments Petersson.
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WHAT DO ALL OF THESE INCREDIBLE PLAYERS HAVE IN COMMON?



+Fo ot MF Contro C-1 ller 0



1



ALEX LIFESON Rush



STEVE VAI Solo Artist



JOHN PETRUCCI Dream Theater



DWEEZIL ZAPPA Zappa Plays Zappa



The quality of all the FX is superb... Great depth and transparency. Take it for a test drive, you won’t be disappointed. Das Awesome.



int The introduction of the Ultra was akin to the invention of the wheel... The Axe-Fx II is like having four wheels and racing into the abyss.



The Axe-Fx II has A completely changed the way I think about guitar processing. It does an incredible number of things astonishingly well.



The new Axe-Fx II made my head spin. Amazing amp feel & endless tone. This is a quantum leap— a major milestone in mi guitar technology.



STEVE STEVENS Billy Idol Atomic Playboys



GUTHRIE GOVAN The Aristocrats, etc.



NEAL SCHON Journey, Solo Artist



BRIAN NUTTER Keith Urban



The sound and feel of this magic box are so “real” that witchcraft would appear to be the only logical explanation… Most pleasing!



I've tried every modI' eller on this planet and Fractal is miles ahead in every area. It's also ﬂawlessly dependable on stage and in the studio.



The Axe-Fx II is A simply the most useful and ﬂexible tone tool you could ever have. It’s like it’s custom made for every guitar player.



RUSTY COOLEY Solo Artist, Outworld



PETE THORN Chris Cornell Melissa Etheridge



SHARON AGUILAR Cee Lo Green, 2NE1



Awesome! Really impressed with the added dynamics of version 7.0. Great work! I’d be lost without it in my studio. CHRIS TRAYNOR Bush, Gavin Rossdale, Helmet, Orange 9mm



When it comes to tone, I will not compromise. Axe-Fx II is my big rig in a small box. This thing is seriously powerful.



The Axe-Fx II rocks completely. It covers all the bases from every effect type to ev every amp tone you could ever want. I am blown away.



A FX is a The Axe mainstay of my rig. No matter how I use it live or in the studio, it always delivers stunning results.



A FX II is The Axe simply unreal. It has a ton of capabilities that I never imagined could be found in a single unit. It totally rocks!



MISHA MANSOOR Periphery



TOSIN ABASI Animals As Leaders



DEVIN TOWNSEND Devin Townsend Project



CHRIS BRODERICK Megadeth



A The Axe-Fx II is way beyond just amp modeling or effects processing! This is is the new standard for guitarists… The new “must have.”



The Axe A Fx II inspires me to create sounds that transcend the conventional guitar amp. I consider it another instrument, and indispensable.



You've heard rumors about this alien black box? Believe them! My recent records and live sound are direct Axe-Fx. Future now.



Unbeli Unbelievable on every level! The ﬂexibility is so great that every player on earth could have one and I’d still be able to have my own unique tone.



REAL TUBE AMP SOUND AND FEEL ▪ NOW WITH 100+ BUILT-IN AMPLIFIER MODELS ONBOARD “TONE MATCHING” & CAB “IR” TOOLS LET YOU CAPTURE/CREATE ANY TONE 260+ OF THE INDUSTRY’S BEST STOMP & STUDIO EFFECTS ▪ QUICK & EASY TO DIAL IN RACKMOUNT & ROAD READY ▪ PRO I/O & RELIABILITY ▪ MAC/PC EDITOR ▪ AND MORE!



www.fractalaudio.com photo credits: fractalaudio.com/artist
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1964 GiBson Thunderbird II



The striking finish on this Thunderbird II will certainly be recognizable to Beatles history buffs. “I had it refinished by RS Guitar Works to look like John Lennon’s Gibson J-160E that was used for the worldwide live satellite broadcast of ‘All You Need Is Love,’” Petersson says.
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iStomp, the pedal that changes: everything.



Load, Disconnect, and Play The iStomp is the world’s first smart pedal; a single effect pedal that can change from one effect into an entirely different effect by connecting your iPod touch, iPhone, or iPad. In about the same time it takes to download a song you can load any of the great sounding e-pedals to your iStomp; disconnect and start playing your new pedal. It’s that easy. Change the way you look at pedals by getting the pedal you can change. Get an iStomp today.



< Load any e-pedal to your iStomp, disconnect and play.
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Schroeder GI Chopper TL



Enter for your chance to



WIN



Kemper Profiling Amplifier
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Shrewd bargaining, a little white lie, and a series of serendipitous connections paved the way for Vinny Fodera to rub shoulders with some of the most esteemed bass builders in the business. When he’d learned all he could from his mentors, he set out on his own and ended up being the luthier of choice for iconic players like Victor Wooten, Oteil Burbridge, and Anthony Jackson. by Steve Cook



The three partners: Vinny Fodera, Jason DeSalvo, and Joey Lauricella. LEFT: The Buckeye Burl Monarch’s matching pickup covers.



J



ust across the water from the Statue of Liberty and the picturesque Manhattan skyline sits an anonymous-looking warehouse where some of the most prestigious basses in the world are crafted by hand. At 6,000 square feet, it’s a massive step up from the 1,000-square-foot shop on Avenue O where Fodera Guitars was born way back in 1983, but it does have its drawbacks. “[Super storm] Sandy hit us hard up here, but luckily everyone in our factory and their families are okay,” says Fodera partner Jason DeSalvo. “We just started production again after a week without power. Now we have power, but no heat—it’s 36 degrees outside, 38 degrees inside!”



premierguitar.com



But neither temperatures nor economic worries have seemed to slow Fodera. Here, the priority is art over money, craftsmanship over numbers, and tone before anything else. Founders Vinny Fodera and Joey Lauricella have approached things that way since they met. Although they’ve been building custom guitars and basses for 30 years now (they also do small production batches), they’re primarily known for their rumble machines. And for many iconic bassists—including Victor Wooten, Anthony Jackson, Janek Gwizdala, and Oteil Burbridge—Fodera 4-, 5-, and 6-strings are the bass to own.
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Bright Lights, Big City



“My life has been a series of these flash moments,” says Fodera. “[When I was a kid], the Beatles on Ed Sullivan hit me like a ton of bricks and introduced me to rock ’n’ roll. A couple of years later, I saw a neighborhood kid sitting on his front stoop, strumming a red electric guitar. This thing was so cool. When I held it, something clicked, and I had to have it. Even though he just bought it for $15, I convinced him to sell it to me for $20.” Fast-forward to 1975, when Fodera took a part-time job as a stock runner back in the days when physical stock-market tickets were delivered around lower Manhattan. While on one of those stocks runs, Fodera noticed a flier for a 12-week class on classical-guitar construction. It was another light switch moment. Not long after walking into the class, he knew crafting guitars was what he wanted to do. “I think I was the only student who really took the class seriously,” he says. Instructor Thomas Humphrey—who later built the Millennium guitar that’s now licensed to C.F. Martin & Co. — could tell the young Fodera showed genuine interest, because he was the one who stayed after class and asked a hundred questions. Humphrey quickly took a liking to the aspiring craftsman, who would come to his shop after hours and on the weekends, becoming more and more enthralled in the guitar-making process. In yet another twist of fate, one of Fodera’s school classmates had a friend who’d just opened a small guitar shop in Brooklyn. Knowing of Fodera’s newfound passion, the classmate introduced him to the owner—who happened to be the innovative and highly influential bass builder Stuart Spector. After taking a tour of the shop, the young (and very nervous) Fodera humbly asked Spector for a job doing anything—sweeping, toilet cleaning … whatever. Two weeks later, Spector called and asked if he knew how to cut mother-ofpearl for headstock logos. Though he had no experience with it, Fodera didn’t hesitate. “Absolutely,” he replied. He then asked Spector to cut one so he could observe the process. The astute future luthier landed the gig, and the part-time work soon moved into full-time production. Thus began his bass-building career. Spector’s shop was part of a woodworking co-op made up of fledgling furniture 120 PREMIER GUITAR JANUARY 2013
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1. Joey Lauricella handles the installation of all electronics in Fodera basses. 2. Vinny Fodera carefully carves a bass body. 3. Vinny handcarving a bass. 4. A quick check on the tuning. 5. Working on a Standard neck. 6. & 7. Sanding a bass body and neck. 8. Prepping a bass body for the glue press.
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9. Using a pin router in preparation for inlaying the Fodera Butterfly logo. 10. Reviewing bass necks in their early stages. 11. Spraying a Yin Yang Deluxe. 12. Every inside cavity is handlined with copper foil in preparation for the electronics. 13. Vinny Fodera tightening clamps on a newly glued headstock. 14. Vinny doing some fine detail carving. 15. Joey Lauricella sanding a bass.



designers and craftsmen. Astonishingly, under one single roof were such bass luminaries as Spector, Ken Smith, Fodera, and a young furniture designer named Ned Steinberger, who eventually designed one of the most unique basses of the last 40 years. In a short time, Fodera became the primary builder at Spector, making basses for the likes of Jack Bruce and Gene Simmons. Eventually, Spector had an offer to work for Ken Smith, and though it was a difficult decision he did make the move. He crafted about 100 basses for Smith. At the same time, Joey Lauricella, a professional local bassist and sales rep, saw 122 PREMIER GUITAR JANUARY 2013



someone come out of the anonymous shop with a gig bag. Out of curiosity, Varicella popped in, introduced himself, and became friends with Fodera. In the process, he discovered that the Ken Smith basses he’d been selling were made in that very neighborhood. Lauricella convinced his new friend to partner up, and before long they made a deal with Smith to build basses in exchange for eventual ownership of the tiny Avenue O shop. Fodera Guitars had spread its wings.



The Lowdown



Today, Fodera is known worldwide as a premier builder of fine basses considered



Holy Grails to a lot of discerning players. Although the prices—$4,750–$20,000—may initially raise eyebrows, many happily pony up the cash for what they consider to be the best basses they’ve ever held. Each custom instrument is handmade and tailored to the customer in every way, down to playing style and technique. The intense building process assures that the bass is as individual as the player, and as masterful as a piece of rare art. There’s no secret formula to building the basses, but Fodera says every nuance—from wood to electronics and hardware—is pored over. Naturally, the luthier’s products have evolved over the years. In fact, Fodera’s premierguitar.com
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Taking inspiration from classic tube heads of the past but with modern features and reliability firmly in mind, the Classic Tube Magnifier is a road ready tone monster. Ashdown’s new All-Tube CTM-300 features six KT88 output tubes, delivering over 300 watts of arena-shaking power, tone, and headroom that bassists crave. Intuitive and simple rotary EQ for Bass, Mid and Treble, plus additional Mellow, Deep, Mid-Shift and Bright switches allow for infinite tone-shaping possibilities. With a tube-driven and recovered FX loop, and a tube-driven transformer balanced DI, the CTM-300 delivers the ultimate in sonic purity. This is THE bass amplifier to be called into action when only the best will do.
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The Yin and Yang of It All The WooTen ConneCTion



A



rguably one of the most famous bass players associated with Fodera is Victor Wooten. His Monarch bass has become as popular in bass folklore as James Jamerson’s Funk Machine or Marcus Miller’s Jazz bass. It’s Wooten’s Monarch that’s heard on the groundbreaking A Show of Hands, and he’s rarely seen without a Foderacrafted bass in his hands. His relationship with Fodera, however, started off as simply and serendipitously as the company’s beginnings. In 1983, a 19-year-old Wooten found himself in Bloomfield, New Jersey, at a recording session. The producer didn’t like the sound of Wooten’s bass, and, through another musician on the session, the upstart bass builder Vinny Fodera was contacted to bring in a new bass. Fodera showed up 1. Victor Wooten’s original Monarch from 1983, nearly 30 years later. 2. Even the Standards have the trademark inlayed Butterfly in the headstock. 3. The Yin Yang Standard. 4. The very first Yin Yang Standard, first announced at the 2011 WInter NAMM Show.



1
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with two Monarchs, and after playing Fodera #37, Wooten was instantly attached. It’s a common misconception that Wooten has been on some sort of endorsement payroll ever since. But according to Fodera, Wooten never received any compensation from Fodera up until the introduction of the Yin Yang Standard. The relationship between player and builder goes much deeper. Some of the modifications to the bass—such as a lower string action and thinner neck—evolved directly from Wooten’s techniques, and conversely, his style evolved around the instrument. This symbiosis has pushed both parties to do things that they might not have on their own. Wooten’s Fodera #37 served as the inspiration for the 30th Anniversary Mon-



2



arch—of which only five will be made. However, eventually the model will be the basis for the new Monarch Standard. Wooten’s jaw-dropping Yin Yang was born when the chops master simply asked for a yin-yang inlay on a bass. Fedora and Lauricella took the concept a step further and came up with a design that spread the symbol across the whole face of the instrument. When finally completed in 1995 and presented to Wooten, he (along with legions of his fans) was floored. The Yin Yang features an alder Monarch body with two contrasting, seamlessly joined pieces of wood for the top, with the graceful curves flowing over onto the fingerboard. The initial Yin Yang was a fretless bass constructed of holly



and ebony, which made for a striking contrast. Subsequent custom versions have been made with exotic woods such as purpleheart and pau amarillo. Since its introduction, the Yin Yang has been Fodera’s most-requested bass—which is sometimes a double-edged sword. Because it requires twice the labor of other basses, the Deluxe model is now limited to only six a year. But demand from Wooten fans remained, so he approached Fodera about making a more affordable production model Yin Yang. The Yin Yang Standard—which is part of the new small-batch production approach and features a catalyzed-paint yin-yang design rather than a sculpted wood top—offers the same handcrafted care as the custom models.
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first project was a 6-string guitar. He and Lauricella built Fodera #1 as a custom order for a friend. It was loaded with intricate inlays and featured a body with flamed and bird’s-eye maple. In retrospect, Fodera says he would use different woods if he were to build that guitar again today, but experimentation and evolution have helped define his instruments over the years. Besides, that first guitar was more of a showpiece to drum up orders for the fledgling company. It turns out that lots of orders came in—but for basses, not guitars. There wasn’t much of a boutique-guitar market then, so Fodera became known as a premier bass builder. Today, roughly five percent of guitars made by Fodera are 6-strings, but they’re hoping to change that with the introduction of a guitar line at winter NAMM 2013. Although Fodera has crafted more than 3,000 instruments, his most popular bass is the Monarch, which is based on Fodera #2—the bass that launched the company into folklore. Fodera recalls that the instrument was made of bird’s-eye maple with
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The Buckeye Burl Monarch 4 Deluxe.



an ebony fingerboard, and that it served as the basis for the Yin Yang bass (see the sidebar “The Yin and Yang of It All” at left). He now offers an extensive line of basses, split into the Standard and Custom series. Some feature more traditional lines like the Monarch and Emperor, and others resemble works of fine art, like the Imperial and Matt Garrison Signature, which feature a unique single-cut design that was originally intended to stabilize the neck on a 36"-scale bass. But though its origins were in function, not form, the modern appearance of that single-cut has attracted even more fans. As far as electronics, pickups are chosen according to what will sound best for each instrument. For example, the Yin Yang Standard uses EMGs, while the Emperor and Monarch Standards use locally wound pickups. Custom Fodera basses use 99 percent EMG or Seymour Duncan pickups, as well as some Kent Armstrong and Nordstrand units. The preamp used in the Standard basses is a Mike Pope design that’s based on his Flex Core technology. Hours of collaboration based on player feedback
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went into the Fodera-requested tweaks of the preamp. Whether it’s the Custom or Standard Series, the build process begins with wood selection. Every shipment brought in to Fodera is tap tested and kept in stock based on weight, look, grain pattern, and, most importantly, sound. Between 20 to 30 percent of wood is sent back, and the rest is stored for up to two years (depending on build orders) in the Brooklyn warehouse. From there, the mosaic composite is carefully constructed. Necks, bodies, and fretboards are all tone drivers and are therefore carefully matched for tonal characteristics and aesthetics. Brighter woods are matched with warmer necks, and vice versa, to create tonally balanced basses. Although Fodera says they try to find the nicest pieces of wood for every build, once again, tone trumps all. In working with exotic materials, there is always the ethical question about its origin. The CITES (Convention on International Trade in Endangered Species of Wild Fauna and Flora) agreement ensures that materials come from sustainable sources. While there will always be unscrupulous wood dealers who don’t provide proper CITES credentials, Fodera is adamant about using sustainable resources and non-endangered hardwoods. But DeSalvo says the process of verifying this isn’t always easy. “The last batch of Brazilian rosewood that came in was a 19-month process from the first phone call to the actual shipment,” he says.



No STriNgS ATTAChed



F



odera has painstakingly crafted basses with every nuance in mind, and it makes sense that eventually they would get to winding strings as well. Although they were previously wound at the Fodera factory in New York City, each set of strings is now handwound by three talented string winders working in a discreet barn in rural Pennsylvania. Rather than have a big factory make strings and put the Fodera label on them, the concept behind Fodera strings is congruent with everything they do: The goal is to make the bestsounding bass possible, regardless of the steps needed. Winding strings is just another piece of that puzzle. “If you



look at our string business as a whole, as a separate economic entity, it makes no sense from a business standpoint to keep making our own strings,” says Fodera partner Jason DeSalvo. “But until we can find other strings that we think complement our basses as well as ours, we’ll keep doing it.” The roundcore strings are nickelplated steel, but Fodera winders take the extra step of wrapping the entire string—not just the outermost wrap. But are they really that unique? “Other than attention to detail, using the finest materials, controlling the process ourselves, and making them by hand, no, there’s nothing really unique,” jokes DeSalvo.



1



due Process



When someone places an order with Fodera, they call the shots from start to finish. An outline of the bass build is established. After choosing a body style comes wood selection, and the options are virtually limitless. You can even come in to select your own wood—some Fodera customers have spent as much as 20 hours picking through materials to find the perfect foundation for their dream build. Though spending an entire day sifting through the wood selection may seem excessive to some, it’s not even close to the amount of time invested in the development of the Anthony Jackson Presentation, a $20,000 5-string contrabass dreamed of by the great jazz bassist when he was only 13. Fodera says this was the most involved bass 126 PREMIER GUITAR JANUARY 2013
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1. A Fodera employee assesses his workbench as he prepares to wind strings. 2. Every Fodera string is handwound. 3. Fodera opened a small operation in a rural Pennsylvania barn where all of its strings are made.
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build in the company’s 29-year history, by far. Jackson spent literally hundreds of hours at the shop, refining and sculpting what would become his signature model. But he’s not picky just about the actual instruments he uses himself: Whenever Jackson is available—and without compensation from Fodera—he comes in to personally set up each of the signature model basses being sold to clients. But just how do you sell a $20,000 instrument? According to DeSalvo, it’s not as hard as you may think. “Remember this is not a production instrument situation,” he explains. More than 30 hours can go into a single bass, with some requiring 80-plus hours of labor. So despite selling basses that are as much as a decent car, Fodera isn’t flush with cash. In fact, the business ethos at Fodera is not entirely intuitive—but that’s because it’s about the art and craft of luthiery, not business efficiency. The company could raise its profit margins and cut corners on construction to get more basses in the hands of more players, but Fodera refuses to sacrifice quality for profit. DeSalvo says the “wow” factor a customer gets when he/she plays a Fodera bass is more important than bottom line. “We figured out that we were actually losing money on some of our models,” DeSalvo says. “With materials and build times, it really was a difficult road in that we had these amazing instruments, and the business side of the operation was falling short. It’s no secret that our customer service was not the best. Our build times were at the 39-month mark for a custom bass. That was tough. We had to get that number down to a reasonable amount of time and heal the reputation of the company.” Since then the company has delegated office and customerservice duties away from the shop floor, and build time for a custom bass now hovers around 14 to 15 months. Part of this move toward efficiency and sustainability the introduction of the Standard line, which consists of handbuilt instruments that are made in small batches with standard features and options. Fodera says this approach is a nice way to close the divide between mass production and custom builds. The several hundred instruments they premierguitar.com



“ … we don’t worry about things like product mix or pushing demand or sales forces. A lot of our time is spent assuring that our products can be made at this level after Vinny [Fodera] and Joey [Lauricella] have stopped building.” —Fodera partner Jason DeSalvo produce a year positions them closer to “boutique” than “mass-produced.” Of course, they would like to see sustained growth, but in a way where they can have enough skilled artisans coming up through



the ranks to continue the rich building tradition. “It’s funny, we don’t worry about things like product mix or pushing demand or sales forces,” says DeSalvo. “A lot of our time is spent assuring that our products can



Source Audio’s new Hot Hand 3 brings motion-controlled effects to the masses. Hot Hand’s three-axis accelerometer translates motion into a precise expression output, offering a new level of control over your favorite pedals and effects processors. Banish the old-world expression pedal and WIELD the RING of POWER. For Demo Videos and Product info VISIT SOURCEAUDIO.NET



Visit us at Winter NAMM - (Booth #5599/Hall B)
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1. & 2. Anthony Jackson setting up a customer’s AJ Presentation. 3. Jackson’s personal Anthony Jackson Presentation.



be made at this level after Vinny and Joey have stopped building.”



The NYC Pipeline



Vinny Fodera’s Brooklyn connection aside, keeping the Fodera factory in NYC has been vital to the company’s growth, progress, and development. There is obvious sentiment attached to having always been based there, but the real value is that New York is a massive touring and entertainment hub. “Not a week goes by where we don’t have a pro player come by,” DeSalvo says. “When they play in town or close to us, they pop in and try some things, and we listen to their feedback.” Players have been known to sit for hours in the shop, and 128 PREMIER GUITAR JANUARY 2013



everyone at the factory welcomes it. Factory tours aren’t available, but with enough notice, a bass player can come by the shop to test new offerings. It is this constant evolution that fuels Fodera’s success. When it comes to ideas on design or build techniques, DeSalvo says every one of the 17 employees has a voice. Feedback from the aforementioned visitors isn’t taken for granted, either. Luminaries such as Marcus Miller, Reggie Young, and Victor Wooten have given input that altered new models. “That’s why we’ll never move,” says DeSalvo. “Sure, we could be in Pennsylvania for a lot less money, but we wouldn’t have these crossroads that are invaluable to us.”



Fodera prides itself on following instinct, not trends. The company has never been fashion conscious—it’s more about making a difference than making a lot of instruments. Building a bass that helps bring out the best in a player is the primary focus. “People have asked us why we haven’t built a factory and started making 50,000 basses a year,” says Fodera. “But that’s already being done. It’s relatively easy to make tons of anything. Small batches are the hard part.” In all, it’s a soul-stirring process for the luthier. “It’s a full-circle type of thing for me, knowing that I’ve created something that will, in turn, inspire someone to create their art,” he says. “That’s extremely satisfying—that’s why I do it.” premierguitar.com



INTRODUCING THE NEW RICH, COMPLEX TONE FROM 100% ALL SOLID SUSTAINABLE TONEWOODS ■ Handcrafted In Bend Oregon, USA ■ Exclusive Fishman Electronics We at Breedlove have been building custom guitars with Myrtlewood for over 20 years, achieving exceptional results. We found Myrtlewood to be balanced - not too bright, not too dark - with the best sonic qualities of maple, walnut and mahogany.



Our new Oregon Series carefully pairs a Sitka Spruce top with Myrtlewood back and sides. An Ebony fingerboard further compliments this wood combination to produce articulation and depth. These guitars ship with a hardshell case and come with a limited lifetime warranty.



Experience Breedlove breedloveguitars.com
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How To SeT Up a BaSS GUITar Whether electric bass is your main instrument or you’re a guitarist who doubles on 4-string, it’s important to keep your axe in tip-top shape. In this handy guide, Nashville guitar tech and luthier Tony Nagy explains how the pros do a bass setup. As you’ll soon discover, it’s not hard to make your bass play and sound great. In this stepby-step tutorial, Nagy walks you through the entire process. With a few tools and some patience, you’ll get the job done right and—best of all—have the satisfaction of knowing you did it yourself. by tony nagy PhotoS by ariel elliS



I



’ve read many articles and repair manuals on bass setup, and I’ve personally set up thousands of basses as a professional. So when PG asked me to write a DIY piece on the subject, I thought, “What can I bring to this discussion that’s truly helpful? Is there a little something I can describe that you don’t already know?” In this article, we’ll cover the essentials with the goal of helping you decide what you can handle yourself and what you should leave to your local repair technician. Even if there are aspects of the job you’re not prepared to attempt on your own, it’s good to understand what’s involved with a bass setup. Knowing the steps and terminology will let you communicate more confidently and effectively with your repair guy or gal. More than likely you’re thinking about setup because in some way, your



premierguitar.com



The tools you’ll need for this are: • The correct truss rod adjustment tool for your bass. • A wrench for adjusting saddles up and down. • A wrench or screwdriver for adjusting intonation. • Nut slot files (if you have the know-how to tackle this adjustment). • Contact cleaner. • Properly sized wrenches for tightening input jack and potentiometer nuts. • A 6" precision metal ruler with 64th-inch measurements. • A high-quality electronic tuner. • A fresh set of strings.
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Step 1: Measure the Neck relief We start with checking the “relief” or amount of bend in the neck. I often see people sighting down the neck from all angles and making some very ballpark assessments about neck relief. But the precise and accurate way to measure relief is to use the strings as a straightedge. Here’s how to measure neck relief: 1. Tune your bass to pitch. Use the primary tuning you put this instrument in when performing or recording. 2. With your fretting hand, hold your lowest string against the 1st fret as if you were playing that note. 3. Stretch your picking hand across the fretboard with your thumb aiming towards the bridge and index finger extended toward the nut (Photo 2). Open your hand as far as you can comfortably stretch and fret the lowest string with your thumb. The object is to move your thumb as close to the bridge as you can, while allowing your index finger to touch the lowest string approximately halfway between your fretting



1. A setup begins with a preliminary, hands-on inspection of your bass. Check playability and listen for issues like buzzing frets and hardware rattles. List any problems you find.



instrument is not performing the way you’d like. To pinpoint any problems, we need to look at all the factors that affect your instrument’s overall playability, sound, and function. preliminary Inspection Our journey begins with a general inspection (Photo 1), which consists of playing the instrument while asking yourself these questions: Is the action too high? Too low? Are there buzzing frets? If so, that indicates a need for adjustment. While you’re at it, work the volume and tone controls, checking for noise. Gently jiggle the 1/4" plug at the output jack to check it for noise. Are there any hardware-related rattles? Take notes on all your observations and list any issues you need to address. After you’ve given your bass a hands-on evaluation, you’re ready to get to work on the setup. Tip: Because the adjustments that control playability are affected by string gauge and tension, be sure your bass sports the type of strings you plan to use. If you change string gauge, you’ll need to do a fresh setup to accommodate the new strings.



finger at the 1st fret and picking hand thumb. (Depending on the fretboard scale length, my picking hand thumb lands on the 14th, 15th, or 16th fret.) Now the lowest string is fretted at two points with two hands. With the lowest string secured at the 1st and, say, 15th fret, you can now use it as a straightedge. 4. With your picking-hand index finger, tap the string against the middle frets. By repeatedly tapping and releasing, you’ll be able to gauge how much space lies between the bottom of the string and the top of those frets. The gap (if any) is the amount of relief. How much of a gap you need depends very much on your playing style, but to get started, I adjust an instrument to have a gap that’s equivalent to the thickness of one or two business cards. Tip: Make sure you continually check the tuning of your bass so it stays at pitch. This is crucial for making accurate measurements and adjustments.



2



Step 2: adjust the Truss rod This is very important: If you don’t feel comfortable adjusting your truss rod or don’t have the proper tool, take this to your local qualified repair technician. You can really mess up your instrument by stripping the threads on your truss rod or over tightening and breaking this critical part of the neck. Whether the truss rod is adjusted via a male hex nut, a female socket, or a Phillips nut at the neck heel, make sure your tool has a snug fit so you don’t strip out this vital part. The vast majority of truss rods adjust clockwise to tighten and counter-clockwise to loosen. If your truss rod is located at the headstock, look down the neck from headstock to body to determine clockwise and counter-clockwise direction. If your truss rod adjustment is at the heel of the neck, you’ll need to remove it (Photos 3 and 4). The movements will be the same when you look from the heel down the neck toward the nut. Tip: If you have any doubts about how to adjust a truss rod, get a guitar repair book or study the manual that came with your instrument. Many manufacturers offer free online instructions for adjusting the truss rods on their guitars. 3



2. To gauge the amount of relief in your neck, use both hands to simultaneously fret the 4th string at the 1st fret and somewhere between the 14th and 16th frets. At the mid point between these two fretted notes, look at the gap between the bottom of the string and the top of the frets. To get another perspective on this gap, bounce the string against the frets with your picking-hand index finger.
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3. To remove the neck to expose a truss rod that’s installed at the heel, take off the strings and back out the screws at the neck plate.
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If you decide you want to change the gap between the string and fret, here’s the process: 1. To reduce the gap between string and fret, tighten the truss rod. Conversely, to increase the space between string and fret, loosen it. Move the truss rod in quarter-turn increments. 2. Retune and recheck relief each time you move the rod. Continue the process until you get the desired gap between the string and fret. Again, unless you have a specific gap in mind, shoot for the thickness of one or two business cards. If your bass requires adjustments at the neck heel (Photos 5 and 6), rather than the headstock, you’ll face the tedious prospect of reinstalling the neck and restringing to check each adjustment.



4



6



7



Tip: If your truss rod seems very difficult to adjust, or stops moving, or makes a loud noise, see a local repair tech. Although adjusting a truss rod may be foreign to you, all qualified technicians understand how it functions. It’s definitely worth paying the price to have this done right. There are several adjustments that affect action, but they need to be done in the correct order. Because your decisions about all the other action-related adjustments are based on neck relief, it’s important to deal with the truss rod first. Once you’ve made any necessary truss-rod adjustments, you’re ready to move on to the other factors that control playability. If you’ve removed the neck to make truss rod adjustments, reattach it now (Photos 7 and 8), restring, and retune.



5



4. Once the screws have released the neck, gently pull it free from the body being careful not to scratch the neck on the exposed screw tips. 5. Truss rods accessed at the neck heel are often adjusted with a screwdriver. 6. Whether the truss rod is installed at the headstock or neck heel, the vast majority adjust clockwise to tighten and counterclockwise to loosen. 7. To reattach the neck, carefully place the heel into the neck pocket and then insert the screws by hand, slipping them through the body and seating the tips into their respective holes. 8. Tighten the neck screws securely. As you do this, use your free hand to control the screwdriver tip so it doesn’t slip out and mar the body.
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Step 3: Inspect the Nut Slots Next, we check the nut slots and the string height at this end of the neck. 1. Tune up. 2. Hold each string down on the 2nd fret and look at the space between the bottom of the string and the top of the 1st fret (Photo 9). We want this clearance to be as small as possible, yet when you play the open string, you don’t want to hear it buzz against the 1st fret. If the clearance is insufficient, you’ll get a buzz. For bass guitar, a good middle-of-the-road clearance over the 1st fret (with the string still pressed against the 2nd fret) would be the thickness of one business card. If the string has more than that amount of space, the respective nut slot may need to be deepened (Photo 10) so the action at the 1st and 2nd frets is low enough to play comfortably and you don’t pull the strings sharp trying to press them against the frets. Anyone can get nut files from Stewart-MacDonald (stewmac.com) or Luthiers Mercantile (lmii.com), but there is more to cutting a proper nut slot than just making a groove. It needs to be exactly the proper size for each string. The slot must hold a string firmly in place so it can’t move around or sympathetically vibrate against the sides of the nut slot, but not be so tight that the string binds and hangs in the slot and then goes out of tune when it’s stretched or played. Also, the slot needs to be gently angled downward as it points back toward the headstock (Photo 11). The string must “speak” from the nut’s front edge—right where the nut touches the fretboard and premierguitar.com
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Get this limited edition Suhr…It’s waiting for you at Make’n Music.



Dream of playing a Suhr? Here’s your chance. The Limited Edition Pro Series Modern M5 & M7 are specially designed so you can own a Suhr masterpiece without the long waiting list or hefty price tag. Crafted in Suhr Guitars’ California Custom Shop and available exclusively at Make’n Music, these new instruments bring improved sonic versatility to a classic design. Features include Mahogany body and neck, figured maple top, dark rosewood fingerboard and advanced electronics. The perfect blend of killer tone and exceptional playability. Want legendary Suhr quality at an unbeatable price? Visit Make’n Music today: www.makenmusic.com/suhrlimited
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not somewhere inside the nut slot. (If a string rests on a point inside the slot, rather than at the leading edge, this can create a “sitar” effect or cause a string to play out-oftune along the fretboard.) If you deepen a nut slot, work very slowly and frequently recheck the action at the 1st fret after a stroke or two of the nut file (Photo 12).



If a string touches the 1st fret when you press it against the 2nd fret, then the nut slot is too low. The offending slot will have to be filled and then fine-tuned with a nut file, or the nut itself shimmed to gain more height, or you need to fabricate a new nut. Sonically and mechanically, the latter is the best option. If you’re not



9



11



comfortable tackling this project, see your repair tech. [For detailed explanations on cutting a bone nut, visit premierguitar. com and read “How to Convert Your Axe to a Baritone,” “How to Intonate a Flattop Guitar,” and “How to Convert a Flattop to Nashville Tuning” in the March, April, and September 2012 issues.]
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9. Checking action at the 1st fret while holding the string against the 2nd fret. In addition to eyeballing the clearance, tap the string against the fret to determine the distance between them. 10. Deepening the 2nd-string nut slot. 11. A slot needs to be gently angled downward as it points back toward the headstock and the string must “speak” from the nut’s front edge—right where the nut touches the fretboard. 12. When deepening a nut slot, recheck the 1st-fret action after a few light strokes with the file.
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Step 4: Adjust Saddle Height Now we’re ready to check and adjust string height at the bridge. 1. Tune up. (This is automatic by now, right?) 2. At the 12th fret, measure the distance between the bottom of each string and the top of the fret (Photos 13 and 14). 3. Using the appropriate wrench, adjust each saddle up or down to the desired height (Photos 15 and 16). Naturally, string action has to be adjusted for an individual’s playing style. If you have a light touch and play very technically, you can get away with slightly lower action. However, you’ll want a somewhat higher action if you love to dig into the strings and produce big, clear, sustaining tones. By experimenting, you’ll eventually determine the ideal action for your music—and that’s the beauty of learning how to do a setup yourself. For a middle-of-theroad action, I set the bass side of a 4-string (the E string in standard tuning) to 7/64", and then set the treble side (G string) to 5/64". I then graduate the heights as I go across the fretboard, making it 6+/64" on the A string and 6-/64" on the D string. The goal is to gradually make the strings go from higher to lower as they cross the fretboard from the bass to treble side. With multi-string basses (5, 6, and more), continue this concept across the strings by adding some height for lower strings and shaving a little off for higher ones. premierguitar.com
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17



14



15



17. Once the neck relief, nut slots, and basic saddle height have all been adjusted, it’s a good time to check fret condition.



16



13. Measuring the distance between the 4th string and 12th fret with a precision metal ruler. 14. Measuring the distance between the 1st string and 12th fret. 15. Adjusting saddle height for the 1st string.16. Another view of saddle-height adjustment. Here, the 2nd string is being raised.
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Step 5: Evaluate Your Frets Once you have the strings close to their proper height with the instrument at pitch and the previous adjustments dialed in, you can really see if the frets are level all the way along the fretboard. We’re now at the stage in the setup where fret problems will be revealed (Photo 17). High or low frets, loose frets, and even dead spots from the buildup of gunk and funk that gradually seeps between the frets and fretboard over the years can create inconsistent string vibration, so be on the lookout for these problems. Speaking of fret condition, if you notice that even



after being tuned to pitch and intonated (which we will get to in a moment), your bass does not play in tune with itself on some notes, check to see whether your frets have a nice round crown on top or if they’re flat. Frets that are worn flat will allow the string to read from either the front edge of the fret and play sharp, or read from the back side of the fret and create a sitar-like sound. Having your frets in level, crowned, tip-top condition is essential for optimal playability, focused sound, and spot-on intonation. Fretwork is definitely the domain of a trusted repair technician. premierguitar.com
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Step 6: Adjust Intonation Now we’re ready to check and adjust intonation. Unless the strings are fresh, install a new set before going any further. Intonating your instrument involves individually adjusting the length of each string so its notes are in tune along the entire fretboard. To do this, it’s best to use a strobe tuner (Photo 18) because it lets you visually track incremental pitch changes in both a note’s fundamental vibration and its overtones. Before we start, here are some tuning tips to consider. In my experience, you’ll end up with a more stable tuning if you come up to pitch from below. By tuning up, you reduce the possibility of slack being in the string that could release while you’re playing. Also, be sure the windings progress around the post sequentially from top to bottom—with no overlapping—and that these winds are snug or butted up against each other so they can’t move around (Photo 19). Stretching is important too. I spend time stretching strings when they’re new. Usually tuning up to pitch and stretching a string six to eight times will get it stable. There’s no need to really yank— applying a firm upward pull as you move along the string’s entire playing length is sufficient. 1. After your strings are properly installed, stretched, and all tuned to pitch, start with the lowest string and make sure it’s in tune while you play it open. Then, on the same string, play the note at the 12th fret. The open string is your reference, and the 12th-fret note—which is an octave higher—should also be in tune without you touching the string’s tuning machine. If the



12th-fret tone isn’t in tune, you’ll make adjustments at the saddle to raise or lower the fretted note’s pitch until that note is in tune with the open string. Note: Some players use 12th-fret harmonics to do pitch comparisons with the 12th-fret note, but it doesn’t take long for a string’s harmonics to start shifting. With older strings, for example, the octave harmonics start to go flat. Unless you’re using a lot of harmonics in performance (which is a consideration), you should get the instrument to play in tune with itself “as if you’re performing with it.” This means using open strings as your reference, rather than harmonics.



you’d use to play the note while you’re onstage. 2. If the high octave—the fretted note—is sharper than the open pitch, this means the speaking length of your string is too short. That is, the distance between the fretted octave and the saddle is too small. If that’s the case, you need to make the string slightly longer by moving the saddle away from the neck.



Conversely, if the fretted octave is flatter than the open string, the vibrating section of the string between the 12th fret and saddle is too long and needs to be shortened a tad. To do this, move the saddle toward the neck. Different basses have different processes for shifting the saddle backward or forward (Photo 20). This can include
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With that in mind, also take care to play the 12thfret note as if you were performing it—not with less or more pressure than



18. A strobe tuner or pedal with strobe functions provides superior visual feedback for setting intonation. 19. Properly wound strings wrap from the top of the post to its bottom. The wraps should lie tight against one another and not overlap.
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GRIT dIRT FUZZ chUnk oveRdRIve FUn…



Effects go by many names and come in many flavors. We know that putting a guitar stompbox in a different colored case does not a bass pedal make. Bass players deserve pedals specifically designed for their frequency spectrum. Vintage pedals have their place, but finding that sweet spot isn’t always so easy. You have to deal with noise, signal loss, and tones that can change with battery life or when things heat up on stage. Some of those old Germanium-powered effects are more sensitive than a train-car full of nitro. Tech 21’s circuitry unifies righteous, vintage tones with modern dependability. Utilizing the best components, each unit delivers a wealth of hot driven, usable tones. Give your pedalboard a boost with some tasty grit, dirt, fuzz, chunk, overdrive, and fun...



BASS BooST choRUS
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BASS BooST FUZZ



The Bass Boost Chorus gives bass players something they have long deserved: a chorus that actually works. On bass. This pedal has been optimized to avoid the ‘motion sickness’ side-effects of traditional chorus effects. A key aspect of this design is the Detune control, which adjusts the pitch of the choral voices to create deep and lush chorus before you dial in any modulation. Put some sweet on your low with the Bass Boost Chorus.



If you think bass stompboxes don’t have anything new to offer, you’re in a for a nasty surprise with the Red Ripper. This wickedly dynamic effect gets meaner the harder you play, shifting from enhanced lower harmonics to buzz-saw, higher harmonic distortions. In addition to an active 3-band EQ and adjustable Drive and Level, the sinister R.I.P. control drives your tone from vintage fuzz to monolithic distortion and beyond, into Brassmaster-style octave fuzz and Moogie-style synth tones. Bloody amazing.



Inherently compatible with all instruments, ever try a rotating speaker cabinet with bass? Specially developed SansAmp technology recreates the swirling glory and complex interactions of both the rotating lower speaker and the treble horn. A powerful control section allows you to adjust all of these elements to create endlessly rich, multi-dimensional modulations. Isn’t it time you had some serious fun?



When you want a huge, 360-degree, room-filling bass tone, step up to the Bass Boost Fuzz. Paying homage to the fat, gritty sounds of ‘60s fuzz bass, this pedal will put some musical rage in your low-end. When you need more focus and edge, dial in the +CLEAN control to add just the right amount of direct tone to your mix. And when you want it louder, the independent Boost control kicks in up to 21dB of additional, unadulterated volume.



Designed and Manufactured in the U.S.A. www.tech21nyc.com
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loosening setscrews to allow the saddles to have forward and backward motion. If you’re not sure how your saddles operate, consult the owner‘s manual that came with your bass or go online to research the particular bridge. 3. After the bottom string is intonated, move to the 3rd string, then the 2nd, and finally the 1st. Tip: Make small adjustments and always retune before making another adjustment. Be patient— it’s a painstaking process, but well worth the time investment. Once I get the 12-fret octaves in tune with their respective open strings, I like to check if the fifth of each open string is in tune. For example, assuming my 4th string is tuned to E— standard tuning—the fifth is B, which occurs at the 7th fret and also one octave higher at the 19th fret (Photo 21). There are articles and books that explain the math behind the 12-tone, equal-tempered tuning system that Western instruments—including the bass guitar—are designed around. It’s beyond the scope of this DIY tutorial to delve into the details of equal temperament, but in a nutshell, the system presumes that your octaves are perfectly in tune. All other intervals are fudged by a few cents from their pure harmonic form to allow the octave to be evenly divided into 12 notes, or half-steps. (Each half-step consists of 100 cents.)



In practical terms, once you’ve intonated each string so the octave is in tune with its corresponding open string, you may find that the fifth—a crucial note for bassists—is disagreeably out of tune. This can be a result of equal-temperament “fudging” and how it affects fret placement, but also the thickness and material of a given string can contribute to the issue. We are, after all, simply stretching wire into different vibrating lengths to make music—a primitive scheme when you think about it. If it happens, let’s say, that the 19th-fret B on the 4th string is a little sharp, but the octave is dead on, I may fudge the intonation a little bit to favor the B note. This entails moving the saddle back slightly to reduce the sharpness of the B. It’s a tricky and imperfect game—you don’t want to put your octave noticeably out of tune because then the whole equal-tempered tuning system collapses. If you find large discrepancies between the correctly tuned open string and its octave relative to other intervals, seek out an experienced repair technician who can help you diagnose and remedy such intonation troubles. There are a lot of techniques available to address this particular dilemma.
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20. Using a Phillips screwdriver to shift the 2nd-string saddle backward. 21. Checking the low-E’s second-octave fifth interval—that’s B at the 19th fret—with a tuner to see how it’s intonating after the octave has been adjusted.



Step 7: Check Electronics As a part of my setups, I also include a thorough electronics check. Dirty pots, loose pots or jacks, and loose knobs can all interrupt the seamless connection between performer and instrument. Often the scratchy sound from a dirty pot can be remedied with a squirt of 142 PREMIER GUITAR JANUARY 2013



contact cleaner. This requires disassembly, and depending on your instrument, you may want to have your tech handle it. As you troubleshoot and adjust your instrument, remember that the aim is to remove everything that can distract or hinder you from playing music. Between you and an experienced repair technician, you should be able to achieve this goal. Good luck! premierguitar.com
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Campbell ameriCan Guitars



Space BiScuit bY adam perlmutter



I



f your first look at the Campbell American Space Biscuit prompts a double take, it’ll be helpful to understand the genesis of its design. “There weren’t a whole lot of choices available when I first started playing guitar,” says Dean Campbell. “Basically, I had to choose between a Fender, a Gibson, or a Japanese electric, so I went with an import—a Black Jack.”



Decades later, Campbell draws on all three of these influences for his own creations. But it’s clear that those less-celebrated imports made a very big impression—big enough to inspire the radically cool and sweet-playing Space Biscuit. Up until this year, Campbell American produced around 300 instruments per year—smart, boutique electrics in a range



CLICKHere…



to hear audio clips of the guitar at premierguitar.com/jan2013



of styles, with specialized features like custom-voiced electronics and vintage-style nitrocellulose lacquer finishes. Campbell recently decided to decrease production so he can focus more on the joy and art of luthiery than the stress and craziness of



Custom DiMarzio humbuckers Alder body



Hipshot harp bridge
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running a business, but all that means for interested buyers is that you’ll want to get orders in sooner than later. the Design and build In many ways, the Space Biscuit is a modern-retro classic. “We wanted to make something that looks like it would have been in a window in 1970,” says Campbell. On that count, he succeeded spectacularly. But what’s cool about the Space Biscuit is that this guitar is about way more than making a visual statement—it’s a silky-smooth player with an impressive range of voices. Fender influence is abundant in the Space Biscuit’s traditional solid body construction. It features a 25.5" scale, a solid alder body paired with a bolt-on rockmaple neck and a rosewood slab fretboard with dot markers—and in its metallic blue finish with (optional) matching headstock, it’s slightly reminiscent of the lake placid blue finish Fender introduced in the early ’60s. The Gibson influence comes through in the guitar’s twin-humbucker configuration, as well as the 12" fretboard radius and 1.68" nut width. The influence of those wacky-looking Japanese-made guitars, meanwhile, is clear in the Space Biscuit’s boldly asymmetric double-cutaway and mirror-image pearloid pick-guards. Subtler nods to other legendary instruments can be seen elsewhere—the textured metal knobs, for instance, look like Gretsch knobs minus the trademark embossed G. But the bigger surprises are flourishes that recall old archtops—a Hipshot



Note-to-note definition is excellent, and the guitar has a very appealing snap combined with a rich overtone wash that’s almost certainly aided by the long scale length and harp bridge. harp-shaped bridge and tailpiece (a tremolo option is available), a fretboard extending slightly past the neck, and the open-geared Sperzel tuners with plastic pearl buttons. All in all, these influences come together in a new guitar that looks quite unlike any other on the boutique market. As you’d expect from an instrument built by hand in a high-end shop, the craftsmanship on our Space Biscuit is nothing less than first class. Each of the 22 jumbo frets is cleanly seated, smoothly polished, and free of jagged edges. The TUSQ nut and steel bridge saddles are meticulously cut. And the nitro finish, which is mixed in-house, is smoothly applied and beautifully thin—revealing the grain of the alder when viewed at certain angles and (at least theoretically) enhancing the guitar’s tone. While it may look like a handful, the Space Biscuit is pleasingly light and comfortable. Oddly shaped guitars sometimes discourage playing in a seated position, but the Space Biscuit feels great and is perfectly balanced when you’re sitting or standing. The smoothly contoured edge on the bass side rests nicely against the ribs,



and the nitro on the neck and body feel absolutely luxurious. The C-shaped neck has got the perfect girth and is as accommodating to barre chords as single-note runs, no matter where you are on the neck. A smooth neck heel and deep cutaway make it especially easy to play notes at the very highest frets, too. Action and setup are perfect, and there is no unwanted buzzing at all. Thanks to the wide fretboard radius, deep string bends feel effortless, and the guitar stays in tune even when you subject it to dramatic bends using a lot of neck leverage. toasty tones and Outthere sounds Before plugging in the Space Biscuit, I strummed an open E chord and played some E Mixolydian licks, and it was hard to miss how wonderfully resonant the guitar sounds and feels—it has a discernible airiness you don’t associate with a solidbody. Note-to-note definition is excellent, and the guitar has a very appealing snap combined with a rich overtone wash that’s almost certainly aided by the long scale length and harp bridge.



12" fretboard radius
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The DiMarzio humbuckers—which feature alnico 5 magnets wound to 7.25k Ω in the neck position and 8.65k Ω in the bridge—are custom made for Campbell and unavailable as aftermarket items, and they’re a great match for the harmonically complex character of the Space Biscuit. Plugged directly into a Fender Deluxe Reverb (another great match, given that the guitar’s electronics are voiced at the factory using a very Deluxe-like Allston combo tube amp), that tonal complexity is apparent even with the neck pickup selected and the tone rolled back significantly: Jazzy chord melodies sound very alive, and the sound is rich, warm, and impressively clear. Fingerstyle blues and flatpicked lead lines both highlight how articulate the guitar can be—particularly in fingerstyle mode, where the guitar’s voice is critical to overcoming the lack of attack. Flatpicking can make the Space Biscuit sound positively thick and creamy in the neck position, whether you’re going for jazzy phrasings or, well, Cream-style Clapton-isms. With the



146 PREMIER GUITAR JANUARY 2013



Deluxe’s reverb and tremolo way up and the bridge pickup engaged, Phrygian surf licks were cutting and defined without sounding the least bit shrill. Moving between pickups highlights the somewhat unconventional control array. Players accustomed to the controls on a Les Paul or ES-335 might initially find it awkward that the Space Biscuit’s volume and tone knobs are arranged in a single line, but it’s logical and easy to navigate with a little practice. The only disadvantage might be that there’s less flexibility to manipulate the aft-most controls with your pinky as you’re picking. To be fair, this is a challenging technique on Gibsons, as well, but Space Biscuit players



accustomed to the more expressive potential of a volume control may have to settle for a volume pedal. the Verdict While traditionalists might grapple unsuccessfully with warming to the Space Biscuit’s space-age-gone-wild styling, they’ll find that, at its core, this is a rock-solid instrument that can sound gloriously traditional when you want it to. It’s beautifully playable and feels perfectly broken-in, right out of the case. At $2,500 (including hardshell case), it’s a relative value for a handmade electric with a range of options that deviate from the same-old templates in rather spectacular fashion.



RATINGS Campbell American Guitars Space Biscuit, $2,500 street, campbellamerican.com



pros:



incredibly playable. broad tonal palette. top-notch craftsmanship. bold retro looks.



cons:



styling might estrange some players.



Tones Playability Build Value
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MF-104M analog Delay



CLICKHere…



to hear audio clips of the pedal at premierguitar.com/jan2013



bY alex maiolo



T



o borrow a sentiment from Mel Brooks’ famous quote about sex and pizza, there are good delays, and there are bad delays—but they are all pretty good. Almost any delay has endearing, useful quirks and a place somewhere in the musical universe—regardless of cost. Occasionally, though, a stompbox like the Moog MF-104M Analog Delay comes along that truly stands apart in this very crowded field. That Moog would deliver a delay with a little something is no surprise to anyone with even a passing knowledge of their science-project-looking pedals full of knobs, buttons, and sliders with technical-sounding labels. In 2002, shortly after Robert Moog reacquired rights to the brand name from Norlin, he set up shop in Asheville, North Carolina. Quality control in the latter years of the Norlin was spotty at best, so low volume and high quality became a focus of the new Moog Music. The company started out humbly—making theremins, just like the Moog of old. But effects boxes based on Moog synthesizer functions followed soon thereafter. Moog chose the name Moogerfooger for the line, and the product family—which now includes ring modulators, low-pass filters, phasers, and variable-control oscillators—is now coveted by the most demanding guitar alchemists and studio hounds in the world. The new MF-104M, which unites echo and modulation circuits, is a powerful unit that’s unlikely to let any of those folks down. pedalboard presence As pedalboards grow in size, it’s not unreasonable to think of them as little modular synth systems between our guitar and amp. And while the MF-104M (and other Moogerfooger pedals) may look more
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Short/long delay switch 40–800ms delay range



Effects loop



6-waveshape LFO -7 to +28 dB drive control



Spillover on/off switch



Tap-tempo for delay and modulation rate



intimidating than your average delay or phaser, it’s a very smart marriage of the stompbox platform and the considerable sound-shaping power of classic analog synths. Considering how much this pedal does, the MF-104M’s front panel is very straightforward. The left side is the delay section, and the right is for modulation. Down the



middle, you’ll see controls for drive, output level, and mix. The -7 to +28 dB drive control is really handy—it can add grit or low-fi tones to dirty up your signal in the manner of tape echo. And, used on its own with the effect controls at zero, it’s actually a pretty great preamp. Like all Moogerfoogers, the MF-104M is a beautiful—and beautifully built—piece of gear. PREMIER GUITAR JANUARY 2013 149
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The hardwood sides and high-quality switchwork are all classically Moog, making the MF-104M as much heirloom as stompbox. elegant echoes Sonically speaking, the delay section is everything you’d expect from a Moog product. Echoes are rich, organic, and not at all harsh. Along with the typical time and feedback controls, a switch toggles between short (40–400 ms) and long (80–800 ms) modes. There’s a touch of high-end roll off when you switch to the longer delays—presumably because of a bandwidth change— but with the 80–400ms overlap between modes, you can switch between a brighter or darker version of the same delay over a very wide range of repeat times. One of the things that makes the MF-104M so special is a very powerful and unique modulation section. Other modulation delays allow you to dial in flanging, chorus, vibrato, or combinations of the three. The MF-104M can, of course, do these things, but it also lets you choose six different waveforms in the LFO section—sine,



triangle, square, saw, reverse saw, and sample and hold. Rather than just adding some warble to the echo, this allows the user to dial in bell-like chimes, octave jumps, downward or upward pitch shifts, and that random “we’re in a computer lab now” sample and hold effect that’s a staple of sc-fi shtick. I had great luck with this function by sustaining a note with an EBow while letting the sample and hold do the work. Combining the delay and modulation sections generates galaxies of unique, unusual, gently bubbling tones and subtle shimmering sounds that are very effective even in small measures. But it takes just a few dial tweaks to make things straight-up bonkers. Been longing for an echo that repeatedly cascades downward? Delays that blend with ping-ponging tonal intervals? A slapback that swoops around before collapsing in a wash of feedback? If these excellent echo mutations are your cup of tea, you are in luck. With so much going on with the front panel, I’m guessing the feedback insert on the back panel is going to be an underutilized feature, but it’s worth exploring in



depth. With an R/T/S cable, one or more effects can be inserted after the delay—but before the feedback control. The results you can get when you insert a fuzzbox, a flanger, or another echo are both innumerable and positively mind melting. But they’re potentially invaluable to a deep sonic explorer, and it adds a layer of possibilities on top of an already overflowing cup of sound-shaping power. I had a lot of fun with a slow volume and a Colorsound Wah inserted in the loop. The back panel is also home to expression-pedal inserts for feedback, time, LFO rate, LFO amount, and mix. While it might seem like madness to have five rocker pedals at your feet just for one stompbox, the ability to control all sorts of parameters in real time pretty much guarantees that enthusiastic users won’t see daylight for at least a week. These parameters, and others, can be control via MIDI, as well. Along with the new modulation section, what sets the MF-104M apart from its predecessors, the MF-104 and MF-104Z, is its tap-tempo switch. Many players now find
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this feature indispensible for synching and other on-the-fly effects, but the MF-104M’s can also be pressed and held for a second in order to function as a rate-tempo switch for the modulation. The trails mode is another wonderful addition from Moog’s “Unexpectedly Useful Switching Department.” Many delays let you choose between stopping delays cold or having them trail off when the bypass switch is engaged, but the MF-104M allows you to choose between the two every time you deactivate the effect by pressing and holding the switch for one second. That means that if you want your echoes to linger over one part of a song and turn off instantly in another, you don’t have to open up the box and mess with DIP switches or enter some cryptic programming mode. Conveniently, each mode is indicated by a different color LED.



any standard. In fact, it’s not outlandish to go as far as saying that sounds never heard before lurk within this thing. A tool this capable, imaginatively designed, and well built comes at a price of course. At almost $700, the MF-104M will cause few to say it’s a bargain. But when you consider that it’s nearly a musical instrument by itself, the price tag seems a lot more reasonable. This is the kind of effect and production tool that can transform and define whole records. Its considerable size can make a Big Muff seem compact, and as soon as you start adding expression pedals you no longer have a stompbox, but something that would probably qualify as a



RATINGS



the Verdict The Moog name has long been associated with wild sonic experimentation and otherworldly sounds, and this box delivers those goods in quantities that are impressive by



system. In this sense, it’s probably best suited for players who prefer to get a lot done by extracting the most from very few pieces, rather than the inverse. I can definitely see this being a welcome addition to any studio—home or professional. Like any great Moog product, the MF-104M’s limitless possibilities lend themselves to happy accidents and experimentation. But that doesn’t mean it’s not stage ready. Though it would be a shame to bring this beauty home from a short tour caked in beer and mud, with so many control options, such an intuitive layout, and such rock-solid construction quality, it might just be too good to leave behind. My guess is Moog is just fine with that.



Moog MF-104M Analog Delay, $679 street, moogmusic.com



pros:



one of the finest analog delays on the market. modulation section and tweakability facilitate limitless tonal possibilities.



cons:



pedalboard-hogging footprint. Costs as much as three or four simpler, quality delays.
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M80 pickup
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to hear audio clips of the pickup at premierguitar.com/jan2013



bY Charles saufleY



T



hough they’ve become a more common sight again in the last decade, magnetic soundhole pickups for acoustic guitars were, in many quarters, regarded as verging on obsolescence. But before undersaddle pickups ruled the roost, chrome DeArmond soundhole pickups were used by bluesmen like Lightnin’ Hopkins, folkies like John Renbourn, and such rockers as Neil Young (check the iconic gatefold image in the After the Goldrush LP). And Dean Markley’s inexpensive soundhole units were many acoustic player’s first pickup and remain a fixture among indie acoustic players on a budget. While soundhole pickups like DeArmonds weren’t exactly accurate, they did impart warmth to an amplified acoustic sound that was in many ways lost when piezo pickups came into vogue. And while undersaddle pickups are great for capturing the detail of fingerstyle technique, they can sound downright gnarly in the strum-heavy contexts of pop and rock. In recent years, few companies have done more to resurrect the magnetic pickup than L.R. Baggs. The newest evolution of their soundhole line, the M80, capitalizes on the many design merits of the company’s successful M1. But it’s a considerably more body-sensitive unit with switchable active/passive circuitry that represents a significant step forward in terms of sonic sophistication and versatility.



Deceptively clever If you dig the old-school look of a soundhole pickup, there’s a lot to like about the M80. The vaguely trapezoidal, crème-colored pickup housing simultaneously evokes the look of a DeArmond and a Gibson P-90. The brown center section is home to the pickup’s pole pieces, which are easily adjusted with an included hex wrench. A small blink-and-you’ll-miss-it button that you can use to test the battery—and four very small LEDs that indicate battery strength—are situated on the bass side of the pickup housing. The volume control, which only works in active mode, is on the housing’s treble side. And while it’s unobtrusively placed, having to reach across all six strings to make a volume adjustment can be tricky business in a performance situation. The battery and passive-to-active switch are mounted on the underside of the pickup. And while it’s wonderful that you can switch from active to passive mode depending on your performance situation, it can be a challenge to get your hand deep enough into the soundhole to actually switch modes. Installation of the M80 is so simple (provided your soundhole is adequately sized—if not, you’ll want to have a pro guitar tech take you through the process) that you’d be forgiven for assuming there’s not much to the device. But as the unit’s significant depth suggests, there’s some rather



Battery level indicator



Fundamentally speaking, the M80 has a beautifully airy quality that’s reminiscent of a good dual source system. interesting technology at work. Like the M1, the M80 is a humbucker with a noisecancelling coil that’s, in effect, suspended and therefore more sensitive to body vibration. The M80’s second coil is even more completely and effectively suspended and separated entirely from the coil bobbin to lend even greater sensitivity. soundhole sonics Detractors in the acoustic community tend to dismiss magnetic pickups as inorganic and “un-acoustic.” Given that any pickup system renders an acoustic instrument very distinctly non-acoustic, that assertion is pretty subjective. And the M80’s remarkable



Adjustable pole pieces



Active/passive mode switch Volume knob for active mode
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warmth and sensitivity are bound to help close the perceived gap between the natural sounding qualities of undersaddle or dualsource systems and magnetic units. Fundamentally speaking, the M80 has a beautifully airy quality and immediacy that’s reminiscent of a good dual-source system. Whether you’re flatpicking arpeggios or engaging in nuanced and even quiet fingerstyle work, the pickup delivers a very natural ambience. This touch sensitivity and dynamic, lively quality is doubly apparent with the active mode engaged. And the bump in output that accompanies a switch to active mode makes very detailed and delicate picking on high strings exceptionally present and rich with overtones. If you’re at all inclined to use reverb on your acoustic signal—judiciously or liberally—the almost atmospheric overtones from the M80 make the Baggs and a reverb processor a beautiful match. One of the real strengths of magnetic pickups is how forgiving they can be in aggressive strumming situations. They aren’t plagued by piezo quack and aren’t nearly as prone to feedback as undersaddle pickups.



premierguitar.com



RATINGS L.R. Baggs M80, $249 street, lrbaggs.com



Tones



pros:



moves adroitly between heavy strumming and fingerstyle applications. delightfully rich and brimming with ambience and overtones while remaining feedback resistant. switchable between active and passive modes.



Versatility Build Value



cons:



hard to activate passive/active switch on the fly. awkwardly placed volume control.



Married with the harmonic richness of the Baggs humbucker voice, these qualities made the M1 a hit among high-profile rock strummers like Tom Petty and Jeff Tweedy. The M80 does all of this beautifully too, but with the same airiness that you can hear when you use the pickup for say, delicate fingerstyle. It’s a great sound for capoed work and 12-strings, and in these contexts, the M80 reveals high harmonic content almost like a dual-source system. the Verdict At just over a hundred bucks more than a passive M1 and about 70 bucks more than



an active M1, some players might debate whether or not they should spend the extra bread. The simplest answer: The M80 gives you both pickups in one, with the benefit of an appreciable extra airiness and ambience that makes it the superior pickup in Baggs’ M line. Guitarists who exclusively engage in flatpicked strumming in a loud band may in fact prefer the simpler and less expensive M1. But if your gigging life finds you moving between detailed and technical fingerstyle and rollicking, locomotive strumming from night to night—or even in a single set—the M80 is a worthwhile investment that represents a pretty sweet value for any application.
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eastwood



airline ’59 coronado by Matthew holliMan



T



here comes a point in most of our lives when we simply have to own a certain model of guitar. Maybe it’s the sleek look or the sound on a particular record that curls the hair on your neck, and suddenly you’re looking at your bank account and combing the wares of private brokers on the web. This can be, by and large, a very painful process. Scams, non-original components, and bad refinish jobs can all come into play, and it’s easy to spend a lot of dough on a guitar with a dubious past. These are just a few of the reasons Eastwood Guitars has become a favorite among the vintage at heart. Founded in 2001 by oddball axe fan Mike Robinson, Eastwood continues to reproduce weirdo playabilrelics while preserving integrity and playabil ity. Their Airline ’59 Coronado is certainly



no exception. The decision to release the Coronado was almost certainly inspired by Dan Auerbach’s prominent use of a very similar, but rather more fancy, Supro Martinique in recent years. The Coronado retains the deco swagger of the original Martinique and Coronado while delivering the reliability of an axe fresh off the showroom floor. And with interest (and price) in vintage Supros shooting through the roof (thanks in no small part to Mr. Auerbach), this Coronado may be the closest thing you’ll find to a playable vintage piece—especially if you’re on a workingman’s budget. old Body with a New Engine While Eastwood retained the sharp lines of the original Coronado, naysayers and Supro fans will be quick to take issue with



CLICKHere…



to watch video clips of the guitar at premierguitar.com/jan2013



the body material (though they may be the only ones). Unlike the original Supro Coronado, the Airline Coronado is made of a chambered mahogany and not the coveted fiberglass, or Res-O-Glas as coined by Valco/Supro. This will be a deal-breaker for some. Res-O-Glas does have a very distinct sound, which is undoubtedly a factor for the likes of Auerbach and Jack White. It can be a bit sterile in some regards and also a bit glassy. Chambered mahogany is, of course, wood, so you’ll immediately notice a tone that’s a bit warmer and breathes more like a hollowbody. Strange as it might seem to the intonation obsessed, part of the esoteric charm of



Bigsby vibrato



TonePros bridge



Chambered mahogany body



Alnico Hot-10 pickups
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If you fret and strum a few campfire chords, you’ll hear the Coronado sing with the airiness of a convertible Caddy on a mile of open road. old Airlines is their clunky, unreliable hardware. Players less concerned with authenticity will be pleased that Eastwood went with more stable and proven components. The chrome Wilkinson tuning pegs are smooth and stable. The maple bolt-on neck is capped by a rosewood fretboard and block pearloid inlays, and this isn’t some slim-profile shredder’s plank, so speed freaks beware. Eastwood also includes a zero fret, which is a point of contention for some players, but true to spec. Instead of a floating bridge, the Airline Coronado employs a TonePros roller bridge that works in tandem with the Bigsby tremolo. The bridge also has Tune-o-matic style posts to adjust height and fixed rollers to keep string spacing hassle free. (Having played a few guitars with a similar setup, I strongly recommend using a string/saddle/ nut lubricant. Sometimes the rollers will get bound up with dirt and grime from general use, so keeping the bridge clean and greased is a must if you plan on thrashing that Bigsby like Neil Young on Old Black.) Both of the pickups are Alnico Hot-10s which have found their way into many of the Eastwood Airline reproductions. A selector switch is located on the upper bout just above the fretboard, and the four chrome knobs adjust the volume and tone



for each pickup. If you like to throw the trem bar well out of the way when not in use, you may want to go with a right-angled instrument cable. Otherwise, a straight connection will stop the arm and make access to the tone pots a bit difficult. a sunday drive The Coronado is certainly alluring. You can hear it whispering from across the room, “Dude, come on. Pick me up.” Maybe it has to do with the metallic blue paint and all that chrome, but you’ll find yourself wanting to paw at this thing simply because it looks so different and so good. Once you buckle up, you’ll notice how big the actual body feels—the widest part of the guitar feels almost Gibson ES-335 big. That translates to a lot of resonant body surface, and if you fret and strum a few campfire chords, you’ll hear the Coronado sing with the airiness of a convertible Caddy on a mile of open road. The heavy, sprawling output from the Coronado’s neck pickup glows with warmth in the lower registers, but still manages to shimmer when you’re playing up high on the fretboard. Open chords feel especially huge, and much of the enormity of the sound is attributable to the marriage of the Hot-10s and the chambered mahogany body. There’s a wonderfully rich pop to the notes that swings clear of troublesome humbucker mud, even when you’re pushing lower wattage amps into dirty zones.



With a clean Fender and a sprig of spring reverb, you’ll be sitting deep in Chris Isaak territory, pulling out lonesome tones with immaculate sustain that you can massage with the Bigsby. Flipping over to the middle position will sate your inner jazz enthusiast, and blending in a more treblefocused tone is perfect for descending double-stops and any minor sevenths you throw its way. Switching up to a silverface Bassman found me kicking the Coronado into the bridge position, where the funk really started flowing. There’s a cool, crazy interplay between the full humbucker tone and a driven silverface that compelled me to engage in Eddie Hazel riffage. There’s a funky vintage honk that’s a bit midrange centric, but will readily cut through the mix of a loud band. Climbing up the neck for Hazel’s higher work gets a bit tricky once you hit the 15th fret, where you start to feel the presence of the bolt-on neck. In general, though, this shouldn’t be a problem unless you’re trying to summon Eddie Van Halen octaves. the Verdict When all is said and done, the Airline Coronado might not satisfy players searching for a true reproduction. And to be sure, Res-O-Glas and those quirky single-coils found in the original are a tough tonal combination to duplicate. But this Eastwood repro is a fantastic guitar with a voice all it’s own and a sweet-looking body that’s a dead ringer for those early Supros. If you’re a bit tired of the same old humbucker beef, taking a bite of these Alnico Hot-10s could revive your faith in the power of two coils. They’ll be right as rain with a super-clean Fender and equally able to kick up some rippin’ distortion dust from a dirty amp without muddying your tone. Indeed, this is one of those guitars that makes the union of vintage and modern seem like a very, very appealing mix.



RATINGS Eastwood Guitars Airline ’59 Coronado, $1,199 street, eastwoodguitars.com



Pros:



warm, open-bodied chime. sharp body lines with a retro-correct flair.



cons:



Upper frets can be difficult to reach.



Tones Playability Build Value
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Xtremely Legendary



Rule number one: don’t mess with the tone of a legend. That’s why Rush’s Alex Lifeson counts on pure, uncoated, long-lasting Dean Markley HELIX strings to keep his signature tone flowing from his Xtremely adroit fingertips. As Alex says, “Just when I thought my strings couldn’t get better, along come the new generation HELIX strings from Dean Markley. In every way, they are an improvement on an already solid platform. They feel great to play, remain crisp and bright longer and have a tonality that rings true. I use them exclusively on all of my electrics.”



BUY NOW



Want Xtremely legendary tone? Easy. Try HELIX for yourself. DeanMarkley.com



Helix Strings: Ingeniously twisted for enhanced tone, sustain, and longevity.



Made in the U.S.A. Photo by Andrew MacNaughtan ©2013 Dean Markley
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KW Cabs



St-2M bY Jordan WaGner



K



W Cabs founder Kurt Wyberanec launched his company back in 2003 with a mission to build exceptionally powerful and smooth-sounding guitar cabs. While many of his contemporaries were building their cabinets using traditional methods, Wyberanec built his with the resonant qualities of acoustic guitars in mind. Wyberanec believes the tonal quality of the wood in a cabinet has as much impact on guitar tone as its size and speakers. And many players who have had the chance to play through one of his cabinets—such as the ST-2m and ST-2v—have become believers themselves. KW’s ST-2 2x12 series use a combination of select hardwoods, finely tuned porting, non-braced baffles, and handpicked speakers to create a cabinet that packs a huge wallop and can easily hold its own next to larger 4x12 units. The ST-2m in particular is geared toward modern players who crave thicker tones with tight lows, and sports a pair of Warehouse Retro 30 speakers and an additional bass port for focusing low-end dispersion.



Knock on Wood With its beautiful ribbon-striped sapele and dovetail joints, the ST-2m is certainly eyecatching. KW chose this wood (also known as African mahogany) for its warm and highly resonant qualities and very balanced frequency response. Plus, it looks drop-dead gorgeous with multiple coats of furniture-grade, precatalyzed lacquer. If darker-toned woods such as mahogany aren’t your cup of tea, there’s no need to fret. KW offers 32 tonewood options to choose from, ranging from brightersounding maple species to such exotic woods as purpleheart and Macassar ebony. The front grille is similar to older Fender cloth and the lightweight weaving is designed to filter the sound as little as possible. Four rectangular ports open to the cab’s lower section, and these have been carefully measured and placed for optimum low-end projection. And if you want a less aggressive tone with a softer low end, the back panel is designed to be removed via eight Phillips-head screws.



CLICKHere…



to hear audio clips of the cab at premierguitar.com/jan2013



The cabinet sports two Warehouse Retro 30 12" speakers (KW also offers several other choices), which are designed to deliver sweet highs, complex midrange, and clear bass response. They can be run in 16 Ω or 4 Ω mono, 8 Ω stereo, 8 Ω to a single speaker, or in parallel with another cab. The cab weighs in at a hefty 68 pounds, but KW notes that our review model is a little heavier than most ST-2s, which are more typically in the 55-pound range. Though it’s hefty, the KW is pretty easy to move, thanks to the comfortable all-wood handles that are recessed into its sides. thunder shaker Wood Driving the ST-2m with a Mesa/Boogie Dual Rectifier Reborn and a Gibson Les Paul Custom, the cabinet emitted pummeling high-gain rhythm tones with a wealth



Dovetailed sapele cabinet



Two Warehouse Retro 30 12" speakers



Removable back
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KW Cabs ST-2m, $909 street (Tuki cover optional), kwcabs.com



of harmonic content. The Retro 30s had an eerily similar sound and feel to Celestion Vintage 30s, but with less of the sharp midrange spike that’s common to those classics. The dark and warm sounds of sapele also seemed to balance out the Retros’ characteristically brighter top end—quite like a mahogany guitar body can roll off the harsh edges of brighter pickups or mahogany backs and sides impart warmth to an acoustic tone. As I moved from forceful picking to a lighter approach, the Mesa’s high end became more detailed and open than I had ever heard. And the cab gave the amp’s thick overdrive plenty of room to breathe, allowing the tone to expand without getting congested or muddy. The ST-2m so excelled at focusing the Mesa’s lows that after a while, the bottom end became almost fatiguing and I had to drop the amp’s bass control lower than normal. Fortunately, one of this cabinet’s many sweet spots is right at a volume setting that isn’t overpowering and more than loud enough to work with a full band. But if you really want to be heard over everyone



pros:



huge sound. impeccable craftsmanship. handles heavy and clean tones with ease.



cons:



Custom models can be heavy. bass can sometimes be overpowering.



else and play at obscenely high volumes, the KW will oblige without sounding choked. Just be wary of sitting right in the speaker’s direct line of fire—the projection from this monster is intense. The ST-2m is equally adept at delivering luscious clean tones as it is at kicking out vicious metal tones. And in some ways the cleaner sounds are even more impressive. Removing the portion of the back panel and hooking up a Fender Twin and a Stratocaster was a revealing demonstration of just how much warmth this cabinet can lend. The Twin’s lows were perceptibly richer and displayed more midrange presence, and in general, the harmonic spectrum sounded wider and more alive. Perhaps the only sacrifice was a touch of glassiness in the highs. But a Tele-wielding country player with a craving for twang could still sound fantastic



Tones Versatility Build Value



with this setup, even if the slightly rounded highs and increased midrange punch tilt the rig toward blues and rock tones. the Verdict A cabinet can either add detail to a great tone or crush your sound under a blanket of brittleness, mud, or thin-bodied projection. But KW’s ST-2m won’t squelch the tone of your amp, and it’s almost certainly going to enhance the projection and low-end detail you’ll hear from it. If you’re used to the traditional tones of birch-ply cabs, the tonal coloration of the ST-2m will probably be a surprise—and perhaps an acquired taste. But KW has a huge selection of tonewoods and models to choose from (including bass cabinets), so there’s a good chance you’ll find a KW cabinet recipe that complements and enhances your amp and playing style.
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“incredible tone” “for playing blues, I couldn’t ask for anything more” “unbelievable sound” “perfect sweet, smooth early 60s Les Paul/SG tone” “the real sound I wanted” ★★★★★
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heptode



Deep crunch bY James rotondi
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t doesn’t seem like so long ago that “vintage tone” referred exclusively to gear from the ’50s, ’60s, and ’70s. But in 2012, the measuring stick has shifted considerably, and nostalgia for the sounds of ’80s and ’90s gear has been making a steady comeback. The recently released Ecstasy and Uberschall preamp pedals from Bogner, for instance, cop the drive channel sounds from those quintessentially ’90s amps. French stompbox builder Heptode has jumped in the fray too, and the all-analog Deep Crunch and Heavy Tone stompboxes pay homage to the all-tube preamp channels of the legendary Soldano SLO-100 head—a fixture of the ’80s and ’90s tonescape if there ever was one. The Deep Crunch reviewed here, is, as you might guess, the tamer of the two Heptode offerings. It’s suited to meaty rhythm work and riffs, and nails the response of the Soldano’s crunch rhythm channel, but it’s a dangerous weapon for bluesy leads and even singing overdrive. Deep and purple The purple Deep Crunch is handbuilt around two high-quality, two-sided PCB boards, It’s housed in a rugged—if somewhat unexciting—steel enclosure, but the front panel is very logically laid out, with gain to the left, level to the right, and bass, middle and treble control knobs across the top. It’s a control set that gives you a wider range of tone-tailoring options than most overdrive pedals—more like what you’d see on the front panel of an amplifier. According to Heptode, the Deep Crunch can be used in a couple of different ways— as a preamp, connected to your amp via the power amp or FX return inputs, as a front-end overdrive pedal in a traditional guitar effects rig, or connected directly to a sound card or mixing board for recording to a computer or other device. For the latter method, you’d take advantage of the Deep Crunch’s cool CabSim switch, which adds the EQ compensation you’ll need when bypassing an amp and recording direct.
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3-band EQ section
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CabSim cabinet simulation switch



That’s a pretty wide range of options, which makes this much more versatile than a standard overdrive pedal—and at $265 on the street, it ought to be. munchy crunchy morsels At gain levels below 1 o’clock, the Deep Crunch is a solid-sounding overdrive pedal—not necessarily spectacular or especially distinctive, but certainly effective. You could definitely consider it a viable



replacement for say, a Fulltone OCD, Xotic BB Preamp if you’re worried about sacrificing OD quality to get the preamp and cabinet simulation capabilities of the Deep Crunch. Things get much more interesting— and the sounds more distinctive—when you crank the gain levels a bit, goose the midrange slightly, and back off the treble a touch. Here I found lots of ’80s-style Clapton tones to work with, and was premierguitar.com
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pleased by how smoothly the pedal cleaned up when I rolled my guitar’s volume back. Plugged into a Deluxe Reverb, it was also easy to coax the medium crunch you need for tunes by the Stones, ZZ Top, AC/DC, Wilco, and Led Zeppelin. At even higher gain stages, from 2 o’clock and up, the Deep Crunch is most at home. At full gain and full level, the Deep Crunch puts out up to 40 dB of gain. And with a slight midrange roll-off, and a treble boost, the sounds in this zone immediately evoke the kind of bright attack and heavy midrange associated with ’80s metal icons like Ratt’s Warren DeMartini. In fact, the very first lick that I was inspired to play when kicking the gain up to nearly full was DeMartini’s clever signature riff on “Lay It Down,” a drop-D monster that plays off a suspended fourth and a chromatic ninth chord move and sounds perfectly detailed and rich in these saturated high-gain settings. When mated to a bit of eighth-note delay, the Deep Crunch springs to life in



RATINGS Heptode Deep Crunch, $265 street, europeanmusical.com



pros:



Warm, spongy distortions at high-gain levels. pleasing meat-and-potatoes blues and americana rhythm sounds at lower gain. Cabsim switch for direct recording.



cons:



not quite enough latitude to move into high-gain shred.



spectacular ways. Set up for the warm and spongy overdrive that defines brown sound, individual notes bloomed with a kind of timbral softness that doesn’t feel like ice picks in your ear—even when the riffs are precise, tight, and syncopated. the Verdict There’s no shortage of fine overdrive pedals on the market, and the increasing trend toward pedals that bottle the sounds of legendary preamps are a growing part of that equation. The Heptode Deep Crunch must be considered a serious—if somewhat pricey—contender for anyone looking to
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add classic preamp shimmer and drive to their favorite amp, or project studio players looking for an easy way to add Soldanostyle dirt to otherwise too-polite digital mixes. It’s a functional go-to box for those gigs where you need to make a clean amp sound like a cranked stack, or when you just need a bit of extra bark to make your amp’s gain channel shout a little louder. The Deep Crunch captures the Soldano’s brown-sound mojo and makes it easy to lug those tones to your next show—after all, when was the last time you tried to pick up a 4x12? This Heptode is a fine-sounding, and much lighter, solution.
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Alnico 5 magnets



11.5k Ω DC resistance



T



he ’59/Custom Hybrid humbucker isn’t your typical Seymour Duncan offering. At its root, it’s the offspring of two very popular Duncan humbuckers. The concept began with a fan talking on the company’s online forum about how he’d experimented with combining coils from Duncan ’59 and Custom pickups. The resulting blend of woody PAF tone and modern humbucking power not only impressed the forum member, but also maestro Duncan himself—so much so that the modified pickup was introduced as a standard production model. a meeting of the minds The SH-16 is a true hybrid of the ’59 and the Custom—it mates a ’59’s screws-side coil with a Custom’s slug-side coil, and powers them with an alnico 5 magnet. It’s designed specifically for the bridge position (Duncan recommends pairing it with a full-size ’59 or Alnico II Pro in the



premierguitar.com



neck position), and has a DC resistance of 11.5k Ω. The pickup also uses fourconductor wire for coil tapping and outof-phase switching, if that’s your fancy. Interestingly, individual coils are wound using different gauges of pickup wire, which is responsible for much of the pickup’s unique character. The ’59 coil uses thicker, 42-gauge wire, which is commonly used for PAF-style pickups for its



clarity and openness at lower resistance (7k–9k). The Custom coil uses thinner, 43-gauge wire, which yields a crisper, more immediate attack, tighter lows, and additional compression when wound for higher output (14.1k Ω in a standard Custom). The coil mismatch can feel and sound strange at first—especially if you’re used to contemporary humbucking tones. It’s a great setup if you need single
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coil tones, however. Coil-tapping knocks the ’59 coil out, leaving only the hotter Custom coil, which rates at a healthy 7.1k Ω for spanky, Strat-like tones. a Whole new ball game Compared to the stock ’57 Classic bridge pickup in our Gibson Les Paul Traditional test instrument, the SH-16 exhibited an uncommon range of output and harmonic content. Through a Fender Twin Reverb, the Duncan sang with a familiar midrange growl not unlike the stock Gibson pickup, but with a more authoritative stance and attitude. The alnico 5 magnet in the Duncan likely has a hand in making the Duncan bark louder than the Les Paul’s stock pickup, which is built around a softer-sounding alnico 2 magnet. Top end from the Duncan also had a sparkling quality that made it sound more alive—an attribute you can hear loud and clear even when softly fingerpicking progressions on the lower strings. Combining the SH-16 with the Gibson’s low-output ’57 Classic neck pickup provided a beautiful contrasting tone. While



the ’57 Classic filled the room with warm, thick lows, the SH-16 offered a bold contrast—a mix of rich mids and singing highs that were wonderfully reactive to picking dynamics. The ’59/Custom Hybrid is even better at dishing out overdriven rhythms. Through a Mesa/Boogie Dual Rectifier’s orange channel, the Duncan opens up wide with a rich growl that was very difficult to muddy up—even with preamp gain absurdly high. Pick attack cuts through with extreme clarity that will be a godsend for modern rockers who like to hear every detail of a furious shredding salvo. In these high-gain environments, the pickup’s highs and upper mids aren’t shrill or overly



RATINGS



bright, though the attack and high end sometimes felt a little pointed when playing up high around the 15th and 17th frets. the Verdict If you’re after a vintage-tinged pickup that has a unique edge and enough modern muscle to play harder styles of music, then you really need to try the ’59/Custom Hybrid. It masterfully melds the robust and classic sonic elements of the ’59 with the aggression of the Custom, resulting in a very detailed and responsive midrange. The Duncan’s more in-your-face nature might take some getting used to if you’re accustomed to more even, less-dynamic tones, but if you’re looking for something different that can handle both clean and overdriven sounds with ease, then the SH-16 is a must-try.



Seymour Duncan SH-16 ’59/Custom Hybrid, $89 street or $107 (nickel cover) street, seymourduncan.com



pros: cons:



unique voicing with great detail and harmonics.



high notes can sound slightly brash with high gain settings.
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Singleman



162 PREMIER GUITAR JANUARY 2013



premierguitar.com



red, white and blue savings. PROU



DLY



The all-American strings that sound better, last longer, and come in your favorite colors, now cost less. Because when it comes to American values, nothing beats Aurora String quality at an even greater sounding price. In red, white, blue, or any other righteous hue.



stringsbyaurora.com premierguitar.com



PREMIER GUITAR JANUARY 2013 163



on our appS? Click here to access the audio for this review.



review > mooer



mooer



ShimVerb, Green mile, black Secret, and Pitch box CLICKHere…



to hear audio clips of the pedals at premierguitar.com/jan2013



by matthew holliman



M



ooer Audio Company is a rather ambitious instrument-manufacturing entity. The China-based outfit builds everything from electric drum pads to pedalboard cases, vocal processors, and compact, AC30- and Bassman-style heads. But the company’s largest, and perhaps most successful, line of products is the Micro Series, a line of nearly 40 stompboxes that covers the entire spectrum of guitar effects—EQs, echoes, fuzz units, and many shades of modulation. The company recently garnered praise from Velvet Underground sonic revolutionary and audio alchemist John Cale, and for goodreason—they deliver gigantic tones in very, very small packages.
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Sonic Legos made of Steel Measuring in at roughly 1" x 2" (we told you they were small!), Micro Series pedals are perfect for cluttered pedalboards and stage minimalists. Each uses true-bypass switching and operates only on a 9V adapter, for there’s not a hint of room available for batteries, and the 1/4" jacks are staggered to save space on width. Each effect Micro Series effect comes in an all-metal enclosure that’s rugged and thick enough to resist denting. In general, micro-sized effects take some getting used to when incorporating into your effects chain. Whether it’s a Mooer, one of Red Witch’s Seven Sisters, or a Malekko Omicron series pedal, the small



footprint and lack of mass make it easy to unwittingly kick one of these tiny tots out of place, so I strongly suggest Velcro-ing or zip-tying these little dudes down. ShimVerb reverb The Mooer ShimVerb looks cool in gunmetal gray with a slight hint of sparkle. Three main controls (decay, level, and color) alter the reverb, depending on which of the three modes—room, spring, or shimmer—you select. Room mode is effective for subtle ’verb washes, but it can sound just a bit boxy and sterile, especially as the color knob is turned clockwise. The spring setting can also sound just a bit digital when color is pushed, though mellower color settings can deliver excellent
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Ennio Morricone-style spaghetti-western tones with a darker Fender amp and single-coils. The shimmer mode is the star of the show, and can dish out startlingly rich, glammy, post-rock colors with fluttering, warm overtones. Cranking up the level will completely devour notes—creating a cosmic acid-wash that can become marvelously synth like if you couple the ShimVerb with volume swells. There does seem to be a significant drop in dry volume relative to wet volume if you push the level too high, which is a bit of a bummer because the most saturated reverb settings can sound amazing. Obviously, it’s less worrisome if you’re inclined to keep the verb on all the time. You might also hear a bit of a pop when you switch on the ShimVerb at higher Levels (which is quite common in reverb pedals), so it’s best to engage the unit when there’s a pause in a passage or just deal with the slight pop as the effect starts to process. Green mile overdrive It’s no surprise that Mooer included a TS-9style pedal in the Micro Series. The Green Mile features a glossy aquamarine paint job, a red LED, a large overdrive knob, smaller level and tone pots, and a hot/warm mode toggle. The Green Mile is a smart, simple overdrive that will be a delight for the set-it-and-forget-it crowd. Using the warm mode through a clean amplifier and dialing the level up to around 2 o’clock gets you to unity gain, and if you flip the mode to hot, there’s a hefty boost in volume output. Increasing the tone spikes the brightness and adds a little white noise that was much more prevalent with single-coils than it was with my Les Paul’s humbuckers. Although the Green Mile is not the sort of overdrive that can deliver a natural, amp-like gain, it does offer some interesting flexibility in terms of the mid spike that’s prevalent in basic TS-9 reissues. The mode switch lends a cool bit of extra versatility too—warm delivers muscular vintage twang, and hot fans the flames if your leads need some real teeth. Black Secret Distortion The Black Secret picks up where the Green Mile leaves off, with a large distortion knob, smaller level and filter pots, and a vintage/turbo toggle. Vintage mode has a distinct late-’70s appeal that recalls the days when hard-rock heroes ratcheted up the intensity of the gain wars. premierguitar.com



Keeping the filter knob in its higher reaches produces a bassy but still brash response and can yield some ProCo RAT-like gnashing if you keep the distortion turned up. Dial the distortion back to around noon, and you’ll get grinding, Noel Gallagher-circa-’94 Marshall tones. Flipping to the hotter turbo setting increases output considerably if you’re using a clean amp, so pull down the level if you plan on regularly switching between the two modes. For an affordable pedal, the Black Secret also manages to stay relatively noise free in high-gain situations, and yet it can still coax out very musical feedback—making it a very complete distortion machine for the price. The pitch Box The sparkly blue Pitch Box is home to a treasure trove of tricks. Unlike many of its more conventionally tweakable brethren, the Pitch Box only has a 3-position toggle for harmony, pitch shift, and detune modes, and a knob for selecting the pitch-shift range. But those pitch settings—16 in all— offer a world of options, and you can add intervals of + 24 semitones. In harmony mode, you can almost replicate the octave effects of a Digitech Whammy sans the footpedal control. The tracking for strummed chords is excellent, however, and White Stripes enthusiasts will rejoice at having an affordable option for reproducing Jack White’s octave leads. Through a dirty amplifier, pitch shift mode is capable of exhaling Southern sludge with the pitch at -7 or -8. Or you can kick it up into the high + semitone range for helium-huffing robo chatter. The most extreme -24 position for both harmony and pitch shift modes are least impressive at low volumes. They can also be a bit abrasive with the single-coils of a Strat or Tele, and, in general, humbuckers are far better suited for these lower reaches. Perhaps unsurprisingly, with pitch-down settings the detune mode is more like a chorus effect that lends a darker voice than playing a guitar in E% or C standard tuning, and with pitch-up settings it delivers sparkly ’80s and ’90s chorus tones. Regardless of your preference in tonality, it does have an excellent all-around tone—warm and free of digital artifacts. The Verdict The Mooer Micro Series proves once again that a quality build and tones that range from solid to great can be packed into very, very



small packages. If you like the relative reassurance that comes with having a more massive and stable chunk of steel under your feet, the Micro Series may not be for you. But it doesn’t take much in terms of time and effort to secure these units to a small pedalboard, and if you fly to gigs and feel better stowing gear in the overhead compartment, these miniature monsters will make life much easier. Some of the smaller controls can be hard to use, because it’s sometimes physically difficult to see their position, so you’ll often have to play it by ear if you’re making changes on the fly during a gig. But once you get them dialed in, chances are you won’t have to change their tonal control unless you’re swapping out guitars every song or two. In terms of both practicality and price, these Mooer’s are all worth a look, and they’re bound to suit a wide range of players, from beginners to gigging pros.



RATINGS Mooer Audio Micro Series, $88 street, mooeraudio.com



Pros:



Great build quality. Smart, economical use of space. nice bang-for-buck ratio.



cons: lack stability when not secured to a pedalboard. Some controls difficult to see under typical gigging circumstances. ShimVerb Tones Ease of Use Build Value



Green mile Tones Ease of Use Build Value



Black Secret Tones Ease of Use Build Value



pitch Box Tones Ease of Use Build Value
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Zt amplifiers



lunchBox ox Junior bY mattheW holliman



M



ore and more these days, we see guitar-gear design mirroring the design approach of computer technology— minimizing and miniaturizing while still increasing power. We’ve seen a relative flood of microscopic pedal casings, cigarette-box amps, and lithium cell-powered effects. Like so many new technologies, not all have a lasting presence. But since being founded in 2008, ZT Amplifiers has built a reputation among top-flight players for their very smart efforts to shrink the guitar amplifier. Players like Nels Cline, Jeff Tweedy, and Lee Ranaldo have all embraced the sturdy, light, and tiny ZT amps that produce huge sound. While you’d be forgiven for thinking ZT couldn’t go much smaller, the company recently released their smallest piece to date—the 35-watt Lunchbox Junior. Weighing in at just five pounds and half the size of its older sibling, the Lunchbox, the Junior is armed with a couldn’t-be-easier control set while offering clever features like an output from which you can power your pedals. Like its big brother, the Junior sounds deceptively tube-like in terms of response and warmth, and given this diminutive amp’s size-to-sound ratio, there may be a new contender for the Micro Amp Land crown. smart, streamlined features With just three knobs on the top panel, the Lunchbox Junior has the fewest controls of any amp in the product line. But the control set is not unlike, say, a Fender Champ. The volume, tone, and gain parameters work like any familiar amplifier. Turn up the volume for more output, and increase gain if you’re looking for more saturation, crunch, and bite. When the tone control is at in the 12 o’clock position, you’ll have a neutral EQ, while turning clockwise will increase treble/decrease bass, and vice versa. The back panel is where the Junior really has an upper hand in the micro-amp competition. The power cord is detachable, which makes the Junior even better suited for travel. ZT also added an 1/8" premierguitar.com



CLICKHere…



headphone/line out jack for those times you want to use the amp in stealth back at the hotel room, backstage, or late night in the bedroom. It’s also worth noting that a 1/8" jack is typically way easier to track down, more compact, and eliminates the need for a 1/4" inch adaptor that many amps require. Another perk is the 12V DC input that can be used for an aftermarket ZT battery pack or cigarette lighter adaptor. (That’s right—you can jam in the back of the van!) And the 9V DC output can be used to power your effects pedals—eliminating the need for wall warts and batteries. Now you won’t have to fire up a generator to add killer amp sounds—and for that matter, wah, fuzz, and delay for your campfire sing-alongs. “On Top of Old Smokey” will never sound the same. It’s clear from a single look that the Lunchbox Junior is built to travel. ZT went



to hear audio clips of the amp at premierguitar.com/jan2013



for a slick, metal-flake finish on the fiberboard casing that won’t scuff or tear, and also gives it the cool look of a glam-rock MacBook Pro. The single, 5" speaker is shielded by a metal grate that lends a streettough visual appeal—wearing the reflective ZT badge like a button on a jean jacket. Overall, the Junior is stylish and impressively built—tough enough to stand road brutality, and cool looking enough to sit in the living room next to your record collection. this mouse screams! One of the keys to getting the most out of the Junior is to set it up high. I suppose you could get away with placing it on the floor with a mic, but for the sake of projection and better access to the controls, you should put the little guy in a high chair.
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With a Telecaster in hand and all the dials around 12 o’clock, the Junior sang at a very suitable studio or bedroom volume. That said, the 35 watts on tap means the Junior can easily put out enough power to wake the neighbors. As far as the tone goes, the ZT Lunchbox Junior has a very cool thing going on. Like the ZT Club (reviewed in the May 2010 issue), there is a fantastic, tube-like warmth that you just don’t hear in many solid-state rigs—and certainly not solid-state amps of this size. When strumming a simple 1st position chord with the Tele, I heard a character-rich set of overtones and each note had a pleasing roundness—instead of the brittle, sterile harshness that steers most folks away from solid-states. It’s useful to become familiar with the interplay between the volume and gain parameters. They effect each other significantly and it’s easy to muddy up an otherwise sweet tone if you’re not careful. Singlecoils seemed best able to withstand heavy gain without falling into this trap. Keeping the Junior’s volume around 3 o’clock will



RATINGS ZT Amplifiers Lunchbox Junior, $149 street, ztamplifiers.com



pros:



small size and characterful tones. thoughtful, convenient features.



cons:



T Tones Ease of Use



not very at home in high-gain environments.



produce a nice Fender-y punch—that smoky, dark twang that’s perfect for a bluesman. A Les Paul’s humbuckers will drive the speaker into less pleasing distortion zones when the gain and volume are cranked. Adding treble with the tone knob can help clean up the mud a little bit, but heavy crunch at maximum volumes isn’t the Junior’s best hand. There’s a reason ZT has found fans in players like Cline and Ranaldo—guitarists that work from cleaner, more detailed, fundamental amp tones. And it’s no surprise that that the Junior is an excellent base for pedal enthusiasts. Dialing up a neutral tone and throwing your favorite dirtboxes in the mix feels second nature with the Junior, and the clarity and harmonic depth of the amp works well with pedal overdrive.



Build Value



the Verdict With its 5" speaker, the Lunchbox Junior certainly won’t be the right stage amp for everyone. But it’s much, much more than just a simple practice amp. With a tonal foundation that blows away most small solid-state amps, this ZT will be a lifesaver for everything from live-radio sessions to smaller gigs when you don’t want to hassle with a larger combo. The size-to-volume ratio is nothing short of remarkable. And the design has a cool, retro/modern feel that is likely to please aesthetes from both sides of the fence. It’s a nice step away from the plastic chunkiness that dooms a lot of compact amps. And at $149, the ZT Lunchbox Junior isn’t much more than your average stomp box. If it’s good tone in a tiny package that you require, this is a very smart deal indeed.
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fender



caBronita telecaSter bY Jason shadriCK



I



n terms of ubiquity, it’s not a stretch to say that the Fender Telecaster’s nononsense simplicity has, in many respects, outpaced even its younger, more streamlined sibling—the Stratocaster. Other than medieval chant groups and maybe some North Indian chamber-music ensemble, it has twisted its way into nearly every musical genre on the planet—from Don



Rich’s country to Muddy Waters’ blues, Joe Strummer’s punk, and John 5’s metal. Of course, much of that is due to the raw utility of its form, but it’s also because the Tele has gone through a few mutations. In the ’70s, the semi-hollow Telecaster Thinline was all the rage for those who wanted to add a more air to its sound, and punk and later alt-rock bands clamored for the brawnier
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to watch a video demo of the guitar at premierguitar.com/jan2013



response of the humbucker-equipped Deluxe models. In 2009, Fender introduced Custom Shop Cabronita Especial, which was available with one or two TV Jones Classic pickups and became a hit with acclaimed pickers such as Keith Urban and John Mayer. To help the not-so-famous get their hands on a similar tone recipe, Fender introduced the Mexicanmade Cabronita Telecaster last summer.



String-through-body bridge Fideli’Tron pickups Alder body



Master volume 3-way pickup selector
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little bastard Although the Spanish slang-term “cabronita” translates to something a bit more colorful in some Latino cultures, it’s roughly the female equivalent of “bastard,” and it’s certainly an apt moniker for this ax. Combining the look and feel of a barebones Tele with the gristle and snarl of Fender-built Fideli’Tron pickups (which, like TV Jones’ higher-end models, are intended to yield the visual and aural vibe of old Gretsch Filter’Trons), the Cabronita has more attitude than a typical Tele twang machine. While it has the same basic shape, feel, and style of Teles gone by, it departs from tradition with its pickup complement, its 4-screw pickguard, its single volume knob, and a 3-way selector more like what you’re used to seeing on a Jazzmaster. Like its Custom Shop predecessor, it features a hard-tail, string-through-body bridge that gives it the feel and response of a Tele Deluxe or Custom rather than the original ashtraystyle Tele bridge. Our review model featured a reasonably light alder body with a black polyester finish. The neck pairs a 9.5" radius with the standard a 25.5" Tele scale length. As far as fit and finish, Fender has really upped their game with their import models. The build quality was solid—even though the guitar



… when I added the crunch of an MXR Custom Badass ’78 Distortion, the sound of old-school Texas boogie came to life. wasn’t too hefty, it felt like it could easily survive a few sets at Bob’s Country Bunker with no problem. My only issue with construction quality was that there were a few slightly pointy fret edges here and there— nothing to cause pain, and certainly something that could be easily remedied. The modern “C” shape of the neck felt very comfortable, not as beefy as vintage ’60s neck profiles, but with enough girth to really grab hold and bend some strings when you feel like it. To this reviewer, the urethane finish on the back of the neck felt a little sticky—especially in the middle of a gig when your hands get a bit sweaty—but the vintage-y nut width of 1.65" made the string spacing very comfortable for both rhythm and lead playing. three-Headed monster When you think of Filter’Tron-style pickups, a few names come to mind, names



like Brian Setzer, Billy Duffy, and Billy Gibbons. Each of those guitarists uses their pickups in such different ways that it can be hard to pin down the true nature of these gritty units. To test the Cabronita, I first plugged it into a Fender ’65 Deluxe Reverb reissue, dialed the volume to the edge of breakup, and kept bass and treble at 5. I immediately noticed that the Fideli’Tron pickups give the guitar a unique voice. The bridge unit sounds almost like a beefed-up Tele pickup, but with a bit more midrange. As I adjusted my picking attack, I was able to get close to Setzer’s jazzabilly tone, but it still felt like I needed more punch and clarity before I stepped in front of a big band. To give the Cabronita more of a workout with clean tones, I cranked the reverb and increased the treble to see if I could get into more Setzer-like territory. With the pickup selector in the middle position, the guitar opened up a little bit and
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sounded more balanced. As I ran through some jazzabilly licks, the .009 strings that came shipped on the Cab sounded a little thin for my tastes, but they did make those minor-third bends a bit easier. The high end wasn’t quite as clear and ringing as typical Gretsch-style axes, but with the maple fretboard and alder body, it was a little brighter than I expected. The real sweet spot came when I cranked the amp’s volume and boosted the treble. And when I added the crunch of an MXR Custom Badass ’78 Distortion, the sound of old-school Texas boogie came to life. As I fell into the opening notes of “Tush,” the combination of Tele twang and Gretsch grit came through. I did find myself wanting a little more juice out of the pickups, and I also had to be careful with the Deluxe’s tone controls due to some slight muddiness in the Cab’s low end. But when I turned up the MXR’s distortion to see how the pickups would handle more gain and ripped into the Cult’s “Wild Flower” riff, the pickups really came to life with a raw rudeness that fit the song perfectly. With the



extra gain, the Cab lost its remaining Tele tendencies and turned into a big, dirty rock machine. The added sustain and harmonic overtones allowed the Fideli’Tron pickups to really settle into their sweet spot without becoming too hard to control. the Verdict While the Cabronita Telecaster may be an adjustment for purists who feel Teles should be all about twanging treble of the sort that powered the Bakersfield sound, those who’ve hungered for more midrange bark from their Fender single-cut will find it a very capable tool. Anyone who’s had the privilege of playing a Custom Shop Cabronita Especial may wish the Cab had
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more sparkle and dimensionality, but by putting the basic recipe within reach of players on a humbler budget, Fender has shown that it’s heard the pleas of scores of Tele forum members. Until now, the masses who’ve lusted after Cabronitas have had to resort to time-consuming DIY projects that often yield mixed results or custom builds from lesser-known sources that still charge fairly significant sums. Many of these real-world players will find the Cab’s stock guitar sounds just fine, but even those who want more of the Custom Shop twang and articulation will be thrilled at how easy it now is to swap the pickups out for any of the models in Mr. Jones’ diverse line and essentially have a Cabronita Especial at a fraction of the cost.



Fender Cabronita Telecaster, $599 street, fender.com



pros: solid build quality. midrange bark plays well with distortion. cons:



pickups could use more punch and articulation. some frets were a little rough.
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Laffing Dog



Blue Dog overDrive By James RotonDi



A



Blue Dog is a fiscally conservative Democratic member of Congress. It’s also the new overdrive pedal from Laffing Dog Musical Entertainment. But if you’ll indulge us in some metaphorical tomfoolery, the pedal and the politicians have more in common than just a name. The Blue Dog pedal leans conservative when it comes to sonics, delivering old-fashioned tube-y



warmth rather than radical distortion. But it also offers a liberal amount of toneshaping options, including a novel parallelsignal path that includes an impressive, blend-ready clean boost for when you want to shout down your colleagues in the hall. Indeed, the Blue Dog’s clean boost is the wild card in a pedal that might otherwise be another button-down candidate in a



Drive control for determining gain signal level
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crowded field of tube-style overdrives. And it will make the Blue Dog a rig-transforming element for a lot of players. New Dog, New Tricks Housed in a rugged, fairly innocuouslooking aluminum chassis, the Blue Dog is reasonably light, with a modest footprint, a removable back plate for battery access (one 9V), a 9V adaptor jack, and a front panel with five knobs for gain, tone, volume, clean, and drive—all of which interact in interesting ways. The gain control determines the amount of overdrive, while the tone cuts or boosts high-end in the overdriven signal. Drive sets the level of the overdriven signal in relation to the amount of clean boost. The clean knob controls the level of the cleanboosted signal while attenuating low-end content and subtly boosting the highs as it’s increased. Volume sets the overall output level of the summed signal. Together, they make the Blue Dog a powerful overdrivesculpting machine. Home on the Range A lot of players fight to preserve clarity, detail, and timbral nuance as saturation and sustain increases. Typically though, the compression that comes with saturation of the signal begins to squash much of the detail and dynamic range of the signal. One of the greatest best-of-both-worlds tones is the beady, full-bodied, and gorgeously sustained tone that Ritchie Blackmore gets on Deep Purple’s classic Made In Japan LP. Blackmore is clearly running his amps very hot, but his tone is never swamped by gain, and you can hear every nuance of pick attack and loads of harmonics—even in his fastest lead lines. (For the record, Blackmore ran his guitar through an Akai reel-to-reel machine, which acted as a compressor.) The manner in which Blackmore maintains both clarity and grit in equal measure is remarkable. And set up right, the Blue Dog does a marvelous job of striking that same balance. The key to getting there is dialing in the Blue Dog’s clean boost along with some gain and drive. Alone, the Blue Dog’s gain premierguitar.com
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voice, while appealing, isn’t astounding. But bring up the clean boost—especially when rocking the neck pickup of a Stratocaster— and you start to enter the tone zone that Hendrix, Blackmore, and Robin Trower inhabited with such force and style—the sound of a single-channel Marshall head pushed to its limits, with loads of overtones that never sap that punchy and round initial attack of individual notes. If you use the Blue Dog with an already overdriven amp, you may find that you can keep the gain control all the way down. And even with a clean-amp setting, the clean control will add a lot of crunch all by itself. In these instances, you can rely on the clean knob and the master volume to add punch to your solos and lend crispness and clarity. While there’s no denying that the gain and drive will push things over the top, it’s hard to imagine why you wouldn’t want to keep the clean boost engaged—except perhaps for especially thick, muted, stonerrock distortions. I especially liked the sound



RATINGS Laffing Dog Blue Dog, $139 street, laffing-dog.com



Pros:



Blendable clean-boost and overdrive—in parallel channels—offers a very wide range of tones.



Cons:



Tones Ease of Use Build



overdrive voice generally requires a treble boost.



Value



produced by turning the drive level all the way, the gain at a low setting, the clean boost up around 1 o’clock, and the tone kicked up to 3 o’clock to add a bit more bite. It’s about as good a basic, crunchrhythm-tone recipe as I’ve heard, and it can bring out characteristics in your amplifier that you may not have noticed before. And as with many of the better pedals of this type, there are tasty cleaner tones to be had just by rolling off your guitar’s volume pot. The Verdict The Blue Dog deserves big thumbs-up for its clean boost capabilities alone, but the



presence of the overdrive circuit—and the very effective and powerful ways that the two circuits interact—make it a virtual command center for gain staging. That’s a good weapon to have if you’re a gigging guitarist. And for 140 bucks, it’s a pretty great value. If I had my druthers, the Blue Dog would include another footswitch to increase the clean boost by, say, an extra 20 dB. Still, it’s hard to argue with a pedal that so resoundingly delivers on its promises. Maybe there’s a real lesson in this sweet-sounding box for those politicians after all.
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ClassiC TuBe Magnifier CTM-300 By DaviD aBDo



B



ack in the day, if you wanted serious volume and tone, you had to schlep some heavy-duty and very heavy amplifiers. This was thanks to those mighty transformers powering all of those wonderful vacuum tubes—all housed on a thick chassis and protected by a solid-wood frame. Just ask any bassist what they used back in the day to compete with those stacks of Marshalls or Hiwatts. Though the comments may be accompanied by a groan or wince, they’ll likely reminisce about the good ol’ days when they moved SVTs up and down multiple flights of stairs. Today, many bassists swear that tubes are still the ultimate transmitter of tone. Yes, there are plenty of digital pedals and preamps on the market that emulate the sound of tubes at work—and many are getting better at doing so—but no microchip has



truly succeeded in replicating the natural compression and dynamic warmth that tubes provide. Because a large demographic of tubeadvocating bassists still exists, there are bassamp builders who continue to try to build a better mousetrap. One such company, Ashdown Engineering, has manufactured amps of nearly every shape and size over the years, and most recently, they’ve gone for the “full monty” with their Valve Series of amplifiers. The most traditional member of this team is the Classic Tube Magnifier—an all-tube, 300-watt beast that boasts some modern enhancements. What’s Boiling My Electrons? Peering through the top grille, one can quickly tell that the inspiration for the CTM-300 is rooted in British tube past.



CLICKHere…



to hear audio clips of the amp at premierguitar.com/jan2013



Bookended by two transformers, the CTM300 houses six individually fused KT88 output tubes. This clever design allows the amplifier to function in case one of the power tubes fails. And for the quintet of preamp tubes, the CTM-300 utilizes an ECC83, ECC832, ECC99, and ECC82 (2x) configuration. The front panel is a unique mix of vintage simplicity and modern technology. The typical high- and low-sensitivity inputs introduce the bass signal to the preamp, offering clean or potentially overdriven options to the signal. Below the inputs is the effects loop, typically found behind an amplifier. But this is arguably an ideal
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3-band EQ
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location for the loop, since most players run a pedalboard in front of their rig. Ashdown also gave frontal placement to the DI, along with the pre/post EQ switch located right above it, which might be pleasing to some soundmen. The tone-shaping area is straightforward, with bass, middle, and treble knobs, as well as switches to manipulate the EQ’s frequency ranges. And Ashdown wisely placed the mute switch right above the master dial, which allows a player to quickly alleviate a potential swell of feedback. The self-biasing system and Ashdown’s characteristic VU meter are two very impressive components to the CTM-300. Historically, tube amp users had to either be savvy with the biasing process or frequently haul their unit to a trained technician. With Ashdown’s tube-selector dial, a player can select one of six positions, with each position corresponding to one of the power tubes. And when the audio/bias switch is pressed, the VU meter displays the performance of the selected power tube. If an adjustment is required, it’s made in the back of the unit where the tube’s trimmer can be tweaked with the turn of a small screwdriver. This may seem awkward, but the process is not only quite simple, it’s cost-effective since it can help minimize those pricey servicing fees. The other
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Pushing the overdriven CTM-300 through the SVT cab conveyed a thick snarl to bass notes, as well as our faces. benefit of the dual-function VU meter— outside of looking cool and furthering the vintage vibe of the amp—is that it indicates the output level when in audio mode. The Tube Musketeer Tell any bassist they are about to move a 300-watt, all-tube amp, and chances are their face will get pretty serious while their upper body starts to swell like Bruce Banner turning into the Hulk. This wasn’t the case with the CTM-300, even though it weighs almost 73 pounds. The unit was relatively easy to move with its top-located handles, which allow the muscles in the hands and arms to effectively support the amp. Powering up this monster on top of a Glockenklang Quattro 410 cabinet, the CTM-300 produced a clean and warm tone, indicative of the KT88s. It also delivered notes with impressive response, be it



Jaco-esque 16th-note runs from a 1964 Jazz bass, or dotted eighth- or 16th-note patterns on a Nash P-style bass. These characteristics carried over into a blues quartet gig, where the CTM-300/Quattro combo sat well within the mix, preserving its sonic space against a loud drummer and a Fender Super Reverb. Compelled to hear the tubes cook up some overdriven roars, I knew it was time to crank up the gain and master dials. Since the neighbors were home, I took the CTM300 over to a friend’s studio where he and two fellow bassists had a bevy of instruments ready to play through this British beast. Utilizing an SVT 8x10 cab, we also organized a quick taste test of sorts by setting up the CTM-300 next to the American tube titan, a “Blue-Line” SVT. Whether it was a late-’70s Fender P or an ’80s Wal 4-string, pushing the
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overdriven CTM-300 through the SVT cab conveyed a thick snarl to bass notes, as well as our faces. This distorted tone satisfied a couple of the most discriminating of players, who typically wield modified Big Muff and Bluebeard fuzz pedals. Compared to the SVT, the CTM-300 was a bit shier in the low end, with the SVT producing more warmth and big volume. But the CTM300 was the clear winner when it came to a cleaner, more natural sound. The Riddle of the Dials While there were plenty of positives with the CTM-300, I found its passive EQ section to be somewhat frustrating. Proponents believe that passive EQs are more musical, as they are meant to provide subtle enhancements to an instrument’s overall sound. The CTM-300’s EQ, however, required some extensive experimentation since the knobs and switches reacted quite differently to each bass. We played a total of ten different basses from a variety of manufacturers



RATINGS Ashdown CTM-300, $2,399 street, ashdownmusic.com



Pros:



Clean, tube tone with a well-designed layout. Burly overdrive when cranked.



Cons:



frustrating eQ makes the price a little tough to



swallow.



through the CTM-300, and while the treble knob consistently delivered various amounts of highs, the bass and middle controls would best be described as temperamental. For example, when a P-style bass was plugged into the CTM-300, the bass and middle controls had little to no impact in enhancing the instrument’s sound. Yet when an active bass (like the late-’70s StingRay in the lineup) was plugged in, the aforementioned knobs did provide low-mid tone-shaping. The switches shifted their respective frequencies, but depending on the instrument, the knobs’ activity ranged from generous to non-effective.



Your pedals are worth it.
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Tones Ease of Use Build Value



The Verdict The CTM-300 is another nice addition to the wide spectrum of tube amplifiers that Ashdown has developed. It’s a solid nod to the amps of old and its self-biasing feature and thoughtful layout are welcomed upgrades to a classic formula. Those who prefer an overdriven sound and a simple signal chain might find the CTM-300 a good option, for its overdriven tone could allow you to leave your pedals at home. And while the CTM-300 also delivers a very clean and responsive tone, the amount of tone-shaping flexibility may not be enough for some bassists when considering its hefty price tag.
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SolidGold fx



apollo



CLICKHere…



to hear audio clips of the pedal at premierguitar.com/jan2013



by lyle ZaehrinGer



M



ontreal pedal builder Greg Djerrahian releases his stompbox creations under the SolidGoldFX handle. While his arsenal includes some classicflavored boost, overdrive, and fuzz pedals, he also dabbles in less-conventional pedals with innovative performance features. His new Apollo phaser is the latest addition to the latter category. Though it shares the lofty name of the Greek god of music, this analog 4-stage phaser with tap-tempo has a price that’s anything but.



Mode knob selects irregular pulse groupings



Sine/random/manual phasing switch



3-position rate multiplier switch



The son of Zeus When talking about the history of the phaser effect in the context of guitar, it is nearly impossible not to mention Eddie Van Halen’s use of the MXR Phase 90 in “Eruption.” But the fact is that phasing can add an aura of slow, soaring psychedelia to any type of music or guitar passage. One of the real positives about the Apollo is that it gives players more control over tones and textures than most phasers on the market. Mind Control, for Beginners The Apollo comes in a stylish white case with attractive blue graphics and lettering. Its control layout is simple and does not confuse. Knobs include depth, mode, regen, and speed. The depth control determines the overall intensity of the effect and the function can also be controlled with an expression pedal—a great feature that really extends the pedal’s capabilities in performance. The regen knob also contributes to the intensity—making the phasing much more resonant at higher settings. At its highest settings, it will make the phasing effect as prominent in the mix as your guitar. And by turning down both the depth and regen controls you can dial in a very subtle phase effect—perfect for wah-like effects and light swirling textures. When you think of a prototypical phasing sound, you probably imagine a swirling effect that travels in a steady, circular motion. But with the Apollo’s mode control DR5 PREMIER GUITAR JANUARY 2013



Tap-temp switch



… with the Apollo’s mode control you can select between eight preset rhythmic patterns that place the phase pulses at different intervals and in interesting groupings that really expand the range of available color. you can select between eight preset rhythmic patterns that place the phase pulses at different intervals and in interesting groupings that really expand the range of available color. There’s no indicator that tells you what modes you’re using, however, which can make using the function a bit of a hunt-and-peck experience.



There are three ways to set the speed of the phasing undulations on the Apollo— the speed knob, the tap-tempo footswitch, and the 3-position multiplier toggle. To use the latter, dial in a rate with the speed knob or by tapping your foot on the tap footswitch, then decide whether you want to double or quadruple that speed by premierguitar.com
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selecting from the multiplier toggle’s 1, 2, or 4 positions. Another 3-position toggle allows you to move between sine-wave mode, manual mode, and random-stepped phasing, which shifts the phase rate in unpredictable, scifi-evoking patterns that are quite common in electronic music. It’s certainly not your everyday phasing sound and may not be for everyone, but adventurous players with experimental leanings will love how it can make you feel very disconnected from reality. Taken for a spin With a Stratocaster in the mix, it’s easy to dial in funky, wah-like phase settings that suit the clarity of the twangy single-coils— and you can enhance the rhythmic aspects of the effect using the tap-tempo function. Taking the speed knob down a bit will send you swirling slowly down a trippy, psychedelic vortex. It’s an inspiring effect that can take over your imagination for hours at a time. Single-coils also play nicely off of the Apollo’s phasing effect because their brighter output paints a hypnotic, wind-swept



feel. Humbuckers, on the other hand, highlight the low-end content of the Apollo’s full-bodied sweep. Turning up the intensity with the regen control is great for pumping rhythms at lower sweep speeds. Staying at high intensity and revving up the speed with the multiplier switch at 4 will transport you to positively robotic realms, where the pitch of individual notes is delightfully obscured by a delicious jumble of mechanical but musical babble. Running a nice thick distortion next to the Apollo will give you some driving, undulating rhythm and solo tones. The increased high-end provided by distortion is a fantastic pairing that really highlights how it sweeps back and forth



RATINGS



through the frequency spectrum. But don’t let anyone tell you that a phaser has to come before or after the distortion—it can sound awesome either way. The Verdict Overall, the Apollo successfully mates musical versatility and depth that’s uncommon in a phaser with a functionality that makes this pedal a potent performance tool. What’s more, the quality components mean the unit is likely to remain in good health on pedalboards for years to come. If you like traditional phaser effects but twitch with excitement at the potential of expanded phasing effects that go way beyond the expected, a spin with the Apollo is well worth the trip.



SolidGoldFX Apollo, $250 street, solidgoldfx.com



pros:



Tap-tempo, 3-position multiplier, and random-step setting offer extreme versatility, from classic to way out-there sounds. expression-pedal capability. Great bang for the buck.



Tones Ease of Use



Cons:



Mode control can be confusing. Mono output means you won’t experience the wonder of stereo phasing.



Build Value
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M5 Faded Honey



Introducing: Suhr Modern Pro Series M5 & M7 Limited Edition Masterpiece Instruments Within Reach Suhr Guitars and Make’n Music have teamed up to offer the Modern Pro Series M5 and M7 Mahogany Limited Edition. These amazing instruments are meticulously crafted in the Suhr Guitars custom shop in Lake Elsinore, California, under the watchful eye of highly esteemed luthier John Suhr.



Series M5 and M7 models. Make’n Music, which has been serving the needs of guitarists since 1973, worked closely with Suhr Guitars to carefully select the unique appointments on these exclusive guitars, and their top priority was to offer discerning players an exceptionally versatile tonal palette at an exceptional price point.



For more than 17 years, Suhr and his team at JS Technologies have been designing some of the world’s finest electric guitars. Known for exceptional tone, sharp aesthetics and effortless playability, Suhr Guitars has built an enviable reputation based on impeccable attention to detail and a relentless drive to innovate. Nothing epitomizes this more than the venerated Suhr Modern, which was designed to be the ultimate 24-fret electric—and which serves as the foundation for the Modern Pro



Classic Tonewoods Meet Modern Technology Both the Suhr Modern Pro M5 and M7 feature a mahogany body with a bookmatched, figuredmaple top joined to a satin-finished mahogany neck with an Indian rosewood fretboard. This wood combination, in conjunction with the 25.5“scale bolt-on design, gives the Modern Pro Series guitars a unique voice that is full and harmonically rich, but that also has a pleasing snap—it combines the best of the two most sought-after solid-



M7 Trans Blue Denim Slate



body recipes of all time. Playability is enhanced with a compound-radius (10“–14“) fretboard, jumbo stainless steel frets, and the ultra-comfortable Modern Elliptical GG neck carve (.800“–.850“). The Modern body style, with its beveled contours and deep offset cutaways, ensures superior balance and unfettered upper-fret access.



Advanced Electronics and Limitless Sonic Potential The Suhr Modern Pro Series M5 and M7 Limited Edition guitars offer an astounding array of mouthwatering tones. The unique voice of the these exclusive instruments comes courtesy of a trio of Suhr’s acclaimed pickups—an SSV humbucker (neck), an ML single-coil (middle) and an SSH+ humbucker (bridge)—and a 5-way pickup-selector and blower switch. The SSV is designed to provide



the best sonic qualities of a vintage PAF humbucker with enhanced clarity and definition across the tonal spectrum. The ML single-coil, designed by Suhr with input from studio legend Mike Landau, sounds big and full while retaining the sparkling detail and big, tight lows of the best vintage pickups. The high-output SSH+ serves up plenty of bite, with excellent harmonics and a focused low end. But the real magic is how all three pickups work together. Both humbuckers can be split, and when they’re combined with the middle single-coil, they produce some of the most convincing “in between” tones available, with plenty of spank and quack to please even the pickiest of old-school guitar collectors. Meanwhile, the blower switch adds on-the-fly versatility and practicality by bypassing the 5-way selector and sending the signal from the bridge humbucker straight to the



®



output jack at full volume. This means you can go from a number of sparkly rhythm tones to shredding leads—and back again—with the simple push of a button. If you’ve never experienced this liberating feature before, we guarantee you won’t want to go back after trying it.



Options for Players of All Stripes It goes without saying that the M5 and M7 both feature top-quality hardware. The primary difference between the two models is that the M5 features a Gotoh Floyd Rose locking tremolo system, while the M7 features a Gotoh 510 tremolo bridge with solid saddles and a steel block. Both bridges are recessed and set up to float so you can dive bomb, pull-up, or warble your way out of any solo. Both models boast remarkable tuning stability, thanks to locking Hipshot Tuners. Each Suhr Guitars Modern Pro Limited Edition model is available in five beautiful finishes— Trans Blue Denim Slate, Trans Charcoal Burst, Dark Inferno Burst, Light Bengal Burst and Light Honey Burst—each of which was selected to bring out the natural beauty of the woods. The guitars also feature “scraped” binding that highlights the untinted edges of the figured tops, while the mahogany neck and back of the body feature a natural finish. Each guitar also comes with a Deluxe G&G hardshell case.



Right Features, Right Price, Right Now The Make’n Music exclusive Modern Pro Limited Edition M5 and M7 from Suhr Guitars are top-notch tools for uncompromising players. Their boutique tones, tremendous playability and painstaking craftsmanship make them covetable instruments to any guitarist seeking world-class performance and versatility.



M7 Get your Modern Pro Limited Edition instrument today at a special price of $2,680. That’s hundreds of dollars less than similarly appointed custom-shop models from Suhr!



M5 Mahogany body and neck construction



Like what you see? Act fast! Only 10 of each Modern Pro M5 & M7 are available for immediate purchase from Make’n Music
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New Products Milbert Amps GAGA D-30 All-tube GAGA D-30 eliminates need for a traditional transformer, compatible with 30+ power tubes in unlimited combinations, auto-bias, auto-standby, and has phantom power for pedals and active pickups. Street $1,950 milbert.com



StageTrix Setting Saver Save your settings on amps, pedals, and rack gear with a bright green ink that lights up under black light and is removed with a firm finger rub. MSrP $5.99 stagetrixproducts.com



Godin Montreal Premiere Godin’s new thinline, semihollow features a Canadian wild cherry top, back, and sides with a carved spruce core, mahogany set neck, Graphtech ResoMax bridge, and two custom Godin humbuckers. MSrP P $1,795 (hardtail); $1,995 (Bigsby—available with Trans red HG finish only) godinguitars.com



TC Electronic Arena Reverb Based on TC’s Hall of Fame pedal, the Arena features four exclusive Toneprints—Cathedral, Hall, Room and Spring—10 total reverb settings, stereo in/out, and is true bypass. Street $149 tcelectronic.com



Eastwood Airline Bobkat Eastwood reintroduces the Bobkat—a popular ’60s Airline student model—complete with a 25.5" scale length, basswood body, bolt-on maple neck, and a single Airline Vintage Argyle pickup. MSrP $499 eastwoodguitars.com
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New Products



(Cont’d)



Jim Dunlop John Petrucci Signature Jazz III Pick Crafted to Petrucci’s specs, this 1.5 mm pick is made from Ultex with a raised JP logo grip and a slick, polished tip for ultimate control and articulation. MSrP $3.99 (6-pack) MS jimdunlop.com



Squier Chris Aiken Signature Precision Bass This P bass, collaboration with Strung Out’s bassist, has an Olympic white basswood body, 20-fret maple neck with white binding and white pearloid-block inlays, and a Duncan-designed PB-105 pickup. Street $499 fender.com/squier



Olympus LS-12 PCM Digital Recorder The Olympus LS-12 captures and plays back better-than-CD quality sound up to 130dB SPL and features new musician-specific functions like overdub recording, metronome, and chromatic tuner capabilities. Street $149 olympusamerica.com



Traveler Guitar MI-10 Mobile Interface MI-10 allows you to plug your guitar or bass directly into your smartphone or tablet, transforming it into a tuner, metronome, effects unit, or portable recording studio. Street $25 travelerguitar.com



Majik Box Paul Gilbert Fuzz Universe Custom Featuring the original Fuzz Universe’s boost and drive sections, the Custom’s upgrades include quiet-click relay switching, studiograde Carling footswitches, and an ultralightweight, powder-coated, aluminum chassis designed with Mr. Gilbert. Street $330 majikboxusa.com
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Martin Keith Guitars By RiCH osWeiLeR



L



ike Transylvania has vampires, Woodstock, New York, and the surrounding area has its share of luthiers— luthiers in the vein of Michael Tobias, Harvey Citron, and Joe Veillette. Having worked in Veillette’s shop since 2000, and more recently as a shop assistant with Ken Parker’s operation, Martin Keith certainly has been blessed with the lutherie equivalent of an Ivy League education. While he still divides his time between several different shops, Keith also builds a number of stunning instruments through his solo operation, Martin Keith Guitars. The son of a well-known banjo player, Keith began playing guitar and bass when he was 15. From the beginning, the



technical aspects of the instruments interested him almost as much as the musical ones. He quickly progressed from simple setups to mods and then “other bedroomfloor guitar butchery.” Long before he started building, he spent much of his free time in college hunting down trivia about guitars, instrument making, and repair. This obsession is what led him to beginning his apprenticeship with Veillette, a working relationship that continues to this day. Keith initially built basses in his shop, with the exception of an occasional oneoff guitar, but he officially introduced his new line of guitars in October 2011. “I’ll never make something that I can’t play—like a violin, for example,” he says.



“I simply wouldn’t know how to make any decisions or judgments if I didn’t have an opinion as a player.” Keith’s instrument expansion represents a reflection of the direction he’s moved as a player and guitar lover, but his main inclination is toward acoustics because, he says, they have more variables to play with. “There is clear and immediate feedback from so many different factors of design and construction,” says Keith. “The builder has much wider frontiers to explore.” He’s not afraid to experiment, including with carbon-fiber and composite neck construction. Inspired by his recent work with Ken Parker, Keith has developed a neck design that uses a softwood core, an



Auriole “Panama Red”



Leo 4-String – Tobacco Burst



Elfin Plus Custom – Dakota Red



Keith’s new Auriole design is a hybrid guitar that uses features from both the flattop and archtop traditions. While the curly mahogany back is Xbraced, the Sitka spruce top is lattice-braced to evenly distribute response and vibration across the entire surface. Keith also employs an off-axis soundhole so the top can be built more lightly and with more continuous surface to vibrate. Other features include bloodwood binding, Keith’s composite hardwood/carbon/softwood neck, and a tailpiece and floating bridge more typical of those seen on a Maccaferri-style instrument (though Keith says the Auriole sounds nothing like a Maccaferri).



Boasting a modern shape and style combined with a vintage look and sound, Keith’s Leo shares the same shape as his Elfin design, but with fewer frets (22) and a pickguard. This tobacco-burst Leo has an ash body and a maple neck topped with a cocobolo fretboard. Classic Jbass-style single-coils are available from either Seymour Duncan or Aguilar, and to keep them extra quiet, Keith incorporates extra shielding on both the pickups and in the control cavity.



With its high-gloss finish and polished-chrome hardware, Keith’s Elfin is reminiscent of a classic muscle car. It features an ash body and a maple neck that’s topped with a rosewood fretboard, and it was designed for players used to the contact and balance points of traditionally shaped basses. Housed in one large cavity, a pair of pickup covers conceals the pair of custom Nordstrand pickups—a Music Man-style is closest to the bridge and a P-bass-style is closest to the neck. Both are driven by a Noll preamp (optional).
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interior shell of carbon fiber, and an outer layer of hardwood. “These necks are lighter, stiffer, and more responsive than solid-wood necks—with broader frequency response and definition, especially in the bass,” Keith says. “The strength of the carbon and the natural resonance of the softwood core really make for a great combination that’s organic and wooden sounding, strong, stable, and light.” Striving to build from his experiences as a player, Keith wants to remain focused on



making choices that matter at a functional level. He’d rather not play with exotic finishes, make crazy shapes, or be slavish about nailing down every cosmetic detail of, say, a ’52 Tele. Instead, Keith’s goal is to build instruments that sound, feel, and perform differently. “When you pick up one of my basses with your eyes closed, you can feel that it’s very different from just another J bass. And for some people, that difference is what they’ve always been seeking,” he says. “That’s not to knock J



basses, but they can’t be right for everybody!” As for his acoustics, Keith believes that the best modern D-28s and L-5s are already being made, but that there is a sonic and stylistic middle ground between an archtop and flattop where a lot of intriguing possibilities exist. “My Aurioles don’t sound like anything else,” says Keith. “They touch aspects of many different types of sounds, but in a combination that is their own.” martinkeithguitars.com



Pricing and Availability Keith does all the work on his guitars and basses, save for having a local finisher spray a high-gloss polyester finish on the electric instruments. While pricing varies considerably with the custom options, his electric basses start at $2,800 (with the average retail price in the $3,500 to $3,800 range) and the acoustic instruments start at $6,000. “I am extremely flexible with options and can accommodate almost any custom request,” says Keith, “if I think it’s a good idea!” Build time is generally between three and five months. Though Keith’s production schedule is ever changing since he still divides his time between several shops, he produces approximately 10–12 instruments annually.



Elfin 4 – Walnut/Katalox



Elfin Plus Custom 5 – Green Flame



Elfin Hollowbody – Curly Maple



The Elfin is a slightly downsized take on the single-cut style, and it's Keith’s most popular shape. The extended upper bout allows more contact between the body and neck, which results in a more rigid neck. This particular Elfin has a quartersawn walnut neck and employs black walnut for the body core, claro walnut for the top, and two-tone katalox for the fretboard and headstock. For electronics, this instrument is loaded up with an Audere Classic 4-band preamp and a pair of Nordstrand Big Single pickups.



Loaded with custom appointments, the green finish on this Elfin Plus Custom 5’s flame-maple top blends beautifully with the warm, visual tone of the katalox wood that’s used for the fretboard and pickup cover. Also serving as a finger rest for accurate, high-speed playing, Keith refers to the bookmatched katalox pickup cover as an adjustable “ramp.” Built to deliver a variety of modern bass tones, this instrument boasts a pair of Nordstrand FS pickups living underneath the ramp that are driven by an Aguilar 3-band EQ.



The Elfin Hollowbody is Keith’s one-off experimental take on an electric hollowbody. With bent sides and a braced top and back, it’s built like an acoustic instrument. And because the top bracing for the small and slim body is designed to flex and absorb energy in a manner similar to a full-size acoustic, the resulting tone resembles a larger instrument. Adorned with side apertures allowing one to see the inner workings of the instrument, the Elfin Hollowbody is visually captive both inside and out. While this Elfin utilizes curly maple for the body and spruce for the top—along with a Lace Alumitone P-90 and a piezo saddle for electronics—the wide variety of wood and pickup options available allow the Elfin Hollowbody to be tailored into a tool for a variety of musical styles.
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GeAr of THe MonTH



1972 Dan Armstrong London By CHRis Kies



D



an Armstrong was a brilliant, ambitious inventor who, like many gifted minds before him, became easily distracted with new ideas. Throughout his 64 years, Armstrong designed acrylic-bodied guitars for Ampeg, movable pickups for his own guitars, and graphic EQs for his Dan Armstrong bass amps, in addition to collaborating on bass and guitar amps for Ampeg and Fender, respectively, and launching his own line of effects pedals. In his spare time, he played studio sessions and live shows alongside Van Morrison and Carly Simon in the late ’60s. Armstrong started honing his luthiery skills at Carroll Music. Owner Carroll Bratman hired him because he always returned the equipment he rented in better shape than when it left the shop. In 1965, Armstrong opened his own Dan Armstrong’s Guitar Service on 48th Street in New York City—across from Manny’s Music. The shop specialized in Danelectro upgrades and amp- and guitar-wiring mods. After a few years there, he was forced to relocate to Greenwich Village to accommodate the expansion of Rockefeller Center, and that’s when he changed the name to Dan Armstrong Guitars. Matt Umanov joined up and the two drafted prototypes for the Ampeg Dan Armstrong see-through acrylic instruments. On the heels of the relationship with Ampeg, Armstrong closed his NYC shop and moved to London for a brief stint with Orange. Then, in 1971, with the help of his son Kent Armstrong and Tony Pitt, Dan constructed the London Series instruments. The 1972 London shown here features a Honduran mahogany body similar to the Ampeg Dan Armstrong Plexi model, which is reminiscent of a ’50s Les Paul Jr.—Dan’s favorite guitar. The neck is also Honduran mahogany, while the fretboard is rosewood. Both were contracted out to carpenter Ian Halsey. “The solid, fat mahogany body gives the guitar a thick, raw sound much like a ’57 Les Paul Jr.,” says Chris Gray, owner of this London. “The neck carve is
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Got some gear that would make a great Gear of the Month? Then email pics and its story to us at [email protected].



also very vintage, like a Jr., making it one of the most comfortable necks I’ve ever played.” Quality woodworking aside, Dan’s main focus was the instrument’s bridge, pickups, and wiring. The cast-aluminum wraparound bridge looks like a ’50s-style tailpiece, but is fully adjustable and is connected to an aluminum ramp running from the bridge to where the fretboard meets the body. The ramp houses two Armstrong humbuckers, both of which can be moved all the way from the bridge to the neck and anywhere in between. (Most London models featured only one pickup and had a natural wood finish, however, later London models started incorporating production changes like the second humbucker seen here and different finishes, like white, green, black, and more.) The guitars were wired so that when the tone control was all the way up, it would short-circuit half of each pickup, making



it essentially a single-coil and brightening the sound beyond the 10-setting on the tone control. The low-impedance pickups use a transformer housed in the guitar’s control cavity to adapt the signal to high impedance for use with an amp. To keep the pickups lean and mean, the Armstrongs created thin pickups by using 38-gauge wire. And while original two-pickup London models didn’t come with a pickup selector, the guitar shown here features one that was added later as a mod. “I have a ’69 Ampeg Lucite Dan Armstrong that I play slide with a lot,” says Gray. “But it turns out this London rivals it for slide work—it has its own special sound past the 12th fret, because of the added harmonics when the front pickup is up against the neck where the 24th fret would be.” A special thanks to Chris Gray and danarmstrong.org for the opportunity to feature this fine piece of gear and its story. premierguitar.com
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NEXT MONTH IN



WIN Enter for your chance to



a Kemper Profiling Amplifier



DOUBLE NAUGHT SPy CAR Stratocaster slinger Marcus Watkins and pedal steel stomper Paul Lacques take us through the wonderfully mashed and demented tones from the L.A. based, instrumental quartet’s latest, Western Violence—an album that races from Bollywood to surf to swing to blues to funk to prog rock and back to ’50s jazz.



Enter for your chance to



WIN a Schroeder GI Chopper TL!



Enter on PremierGuitar.com. Void where prohibited. Read full rules on PremierGuitar.com. To enter our gear giveaways by mail, legibly hand-print your first and last name, address, age, and day and evening phone numbers on a 3”x 5” card and mail to:



Sweepstakes Gearhead Communications, LLC Three Research Center Marion, IA 52302



SCOTT HENDERSON AND JEFF BERLIN Two out of the three masterminds that make up jazzfusion supergroup HBC (guitarist Henderson, bassist Berlin, and drummer Dennis Chambers) discuss the interplay on their self-titled debut, an album that includes covers of Weather Report and Herbie Hancock, as well as original tunes that jazz devotees are anxious to hear. JOE GLASER We look at a day in the life of a legendary Nashville repairman, as one of the busiest guitar doctors in the business takes us through his shop and explains how his new B-Bender for Gibson came to be. DON’T STOP ’TIL yOU GET ENOUGH Next month we cover the whole gamut in gear reviews. In electric lady land, we get our hands on the new Eastwood Espenada and PRS 408. We’re playing through a Fender 20th Anniversary VibroKing and Nace 18, and tapping on three new pedals: the Way Huge Supa Puss, Celestial Cancer Wah the Fuzz?, and the Jacques Meistersinger Chorus. There’ll also be an acoustic guitar and two basses to round everything out, but we know you need a little mystery to keep this romance alive.



Be sure to read our completely FREE digital edition at:



digital.premierguitar.com Premier Guitar ISSN 1945-077x (print) and ISSN 1945-0788 (online) is published monthly by Gearhead Communications, LLC. Principal office: 3 Research Center, Marion, IA 52302. Periodicals postage paid at Marion, IA 52302 and at Additional Mailing Offices. © 2012 Gearhead Communications, LLC. All rights reserved. Reproduction in whole or in part without written permission is prohibited. Premier Guitar are registered trademarks of Gearhead Communications, LLC. Subscribers: If the Postal Service alerts us that your magazine is undeliverable, we have no further obligation unless we receive a corrected address. U.S. Subscriptions: $24.95 for one year. Call for Canada, Mexico and foreign subscription rates. Postmaster: Send address changes to Premier Guitar, 3 research Center, Marion, iA 52302. Customer Service and subscriptions please call 877-704-4327 or email [email protected]. Printed in uSA.
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MARK TREMONTI (ALTER BRIDGE/CREED/SOLO): “THE ROOK SOUNDS AMAZING! IT REALLY HELPS ME GET THE SMOOTH, FAT LEAD TONE I’VE BEEN SEARCHING FOR.”



BRAD WHITFORD (AEROSMITH): “THE ROOK HAS BASICALLY TAKEN THE PLACE OF MY KLON. IT’S NOT QUITE AS TRANSPARENT AS THE KLON, BUT IT’S ‘UNTRANSPARENT’ IN A BEAUTIFUL WAY. IT ADDS A GREAT DEGREE OF FATNESS TO THE SOUND.”



MOJOHANDFX.COM FACEBOOK.COM/MOJOHANDFX TWITTER.COM/MOJOHANDFX



The ZT Junior is the smallest amp in the world that demands to be taken seriously.



ZT



THE WORLD LEADER IN COMPACT AMP TECHNOLOGY



Adjusts for hollow bodies AND solid bodies Fits in a guitar case - Power String Winder included!
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lAST CAll



How Not To eMBArrASS oneSelf AT An AwArd SHow By JoHn BoHLingeR



F



or musicians, it may very well prove impossible to watch an award show without imagining how you would comport yourself if you were on the receiving or presenting end of an award. If I don’t count rewarding myself with a beer after I’ve mowed the lawn or merely survived another day all the way to 5 p.m., I haven’t received a legitimate award since Cub Scouts—probably because I haven’t done anything awardworthy since I whittled that awesome pinewood derby car. Having now established that I don’t frequent the podium, I am the armchair quarterback quick to point out the failings of those under pressure. This week I watched the HBO airing of the 2012 Rock and Roll Hall of Fame Induction, which featured a mix of rockers young and old. By “young,” I don’t mean young. None of these guys attended high school during this century. The older and younger acts made for an interesting contrast. Many of the guys in their 40s did not look much better than the guys in their 60s. Ron Wood looks like, well, Ron Wood—kind of an ageless, prototypical British rocker. The Chili Peppers don’t seem to change a lot—still rocking the shirtless thing without need for embarrassment. The Bill Haley and the Comets guys appeared ancient, but they weren’t exactly young looking when “Rock Around the Clock” was a fresh hit single. Taste in clothing ranged from fabulous to douche-baggy to perhaps homeless with an equal number of offenders and impressers in all age brackets. One geriatric rocker wore a none-too-clean white sweat suit. A few guys wore what was probably wardrobe left over from their 1988 video debut. Those wearing a good suit will never look back in horror. The biggest difference between the two groups remained how inarticulate the younger acts seemed compared to the older ones. Donovan—a true artist to the core—composed a poem that summarized his entire career, while expressing his gratitude to friends and fans. Now compare Donovan’s speech to any ’80s act in the show and you can actually hear the decline of Western Civilization. Induction into a hall of fame suggests that the inductee is nearing his final act. 192 PREMIER GUITAR JANUARY 2013



For many musicians, this will be the video clip the media will play on a loop the day following their deaths. Does anyone want to be remembered as the glassy-eyed, slackjawed person wearing ill-fitting, tragically unhip clothing while hoarsely mumbling profane nonsense? Dearest Premier Guitar reader, please consider these few simple acceptance speech suggestions before you receive your justly deserved trophy: 1. Let’s watch our language, shall we? I’m a longtime cusser, the son of a world-class, ex-Marine, Segovia of profanities. Foul language does not offend me, but poor writing or public speaking does. Most of these younger acts could not convey the simplest thought without punctuating their incomplete sentences with ample profanity. Obscenity, like anything, loses all its punch when overused. It’s the verbal equivalent of multiple exclamation points!!!!!!!!!!!!!!!!! Put in musical terms, it’s like that annoying wanker at a jam who keeps using the same damn riff five or six times in a four-measure phrase. Before receiving an award, go ahead and learn a few adjectives and adverbs to help you express yourself. With the exception of the eloquent Duff of Guns N’ Roses, most of the ’80s acts sounded like an uncensored Beavis and Butthead. Come on, man—this award was no surprise. Plan ahead a little, think of something to say. If you can’t, hire someone to write a speech for you and practice it in front of your mother or a demure old aunt. 2. Be specific in your acknowledgments. Older acts understand giving credit where credit is due. Specific and gracious, they sounded like this: “Our deepest gratitude to our dear friend and colleague, Nathan Westin Howell III. Your genius and dogged determination served as our muse during this inspired, beautiful time.” Younger acts at the induction tended to thank people without actually recognizing them, clumping everyone who helped into a semi-anonymous list of first names: “Yo, I wanna thank Jason, Dave, Tim, the other Dave, and little Mike.” There’s got to be a hundred posers by these names telling anybody listening that they are “the Dave” that



Donovan Philips Leitch—a true artist to the core.



The biggest difference between the two groups remained how inarticulate the younger acts seemed compared to the older ones. made the Beastie Boys or GN’R happen. Meanwhile, the real Dave is thinking: “Gee, I gave them the title for their biggest hit and lent them $2,000 (which they never paid back) to cut their first demo. I pitched this demo to RCA and got them their deal, spent a year in a Mexican prison after taking the rap for their bag of cocaine the cops found as we left Juárez, and this is the thanks I get?” 3. Be sincere. As the old showbiz maxim goes: The secret of success is sincerity. Once you can fake that, you’ve got it made. With a little planning, you can make your legacy something all will proudly watch. Or you can show up drunk and just dive right into that cringe-inspiring, train-wreck tirade. Hey, it’s only rock ’n’ roll. JoHn BoHlinGer



John Bohlinger is a Nashville multi-instrumentalist best known for his work in television. He led the band for all six seasons of NBC’s hit program Nashville Star, the 2012, 2011, 2010, and 2009 CMT Music Awards, as well as many specials for GAC, PBS, CMT, USA, and HDTV.
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Featured



NEW - Fender Blues Jr - Humboldt Hot Rod Fender ‘65 Reverb Deluxe Reissue Wine Red
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$529.00



$1059.00
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Fender Custom Shop Guitars



When You’re Ready.



Featured



Fender Custom Shop 1957 Stratocaster



$4,120.00



Note: Stratocaster®, Strat®, Telecaster®, Tele®, Precsion WBass®, P Bass®, Jazz Bass®, J Bass®, and the unique headstock designs of these guitars are trademarks of Fender Musical Instruments Corporation (FMIC). All rights reserved. FMIC is neither affiliated with nor endorses any non-FMIC aproducts.



CHOOSE YOUR YEAR



CHOOSE YOUR WEAR



1957



HEAVY



RELIC



STRATOCASTER



Made to feel like a worn-in instrument that has taken years of use and abuse.



PGS Price



$4,120.00



1960



RELIC



STRATOCASTER



A well cared for but thoroughly broken in instrument



PGS Price



$3,800.00



NEW



1962



OLD STOCK



STRATOCASTER



Identical to an instrutment you would find on the shelves in the 50’s and 60’s



PGS Price



$3,800.00



Call us for the best deal on a Fender Custom Shop instrument this holiday season
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GUITAR NECK CONSTRUCTION From the ProGuitarShop.com Blog



How is a neck built? Why do some guitars have string trees and some don’t? Set neck or bolt-on? These are some of the questions we hope to answer in this installment as we explore the variety of construction techniques used for creating a functional neck for a guitar. When building a guitar neck there are several factors a builder takes into consideration. One of the first is quarter sawn or flat (slab) sawn wood. If you’re unfamiliar with the difference in these two cuts we’ll explain. A flat-sawn neck has the grain of the wood running mostly parallel with the fretboard while a quartersawn neck grain is running perpendicular to the fretboard. So how does this affect the guitar? Well, a quarter-sawn neck ends up being a stiffer cut so the neck can withstand more tension and tends to stay more stable. This results in a neck that once set up will usually require less maintenance and fewer periodic truss rod adjustments as it will hold the neck angle better under changing conditions. A slab-sawn neck has more flex in the direction of the string pull and therefore may PROGUITARSHOP.COM | 1-503-670-4949



require adjustment more often under changing conditions. Now, that being said, most problems that may be found with slab-sawn neck conditions have been counteracted with the use of an adjustable truss rod. As you know the truss rod adds stability to the neck as well as the ability to adjust the neck to counteract string tension. Aside from stability, most people will agree the direction the wood is sawn also adds some tonal color. From what I’ve learned and read, most people feel that a flatsawn neck has a mellower tone with a “looser” low end whereas a quartersawn neck tends to be brighter and more articulate with a tighter low end. Quarter-sawn wood tends to be pricier than flat-sawn due to the nature of the cut. More flat-sawn necks can be cut from a tree than quarter-sawn since more of the actual log can be used and cut. Since the expense can be fairly large, another way to add more stability to necks and get that rock solid feel and tone is to use multiple laminates. In this case a builder might take two or three thinly cut, slab-sawn blanks, stand them on end and glue them together. This creates



more stiffness than a traditional slabsawn neck by changing the grain angle to perpendicular and uses less specialized wood cuts since regular slab-sawn pieces can be used. This also allows the builder to add different woods to the mix for stability and tonal changes. For example, this Alembic neck pictured below features Western Maple outsides, Purpleheart laminates, and a Cherry center piece. This adds not only stiffness and stability but possibly adds some unique tone as well. Read the Full Article in Andy’s Corner
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Fender American Vintage ‘52 Telecaster Fender Blues JR III
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$1999.99 $529.00
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The Fender American Vintage series puts history in your hands. Crafted to the same specifications as the original, using the original tooling, the American Vintage series delivers the authentic tone, look, feel and performance that inspired the legends. Featured



Fender American Vintage ‘65 Stratocaster - Sunburst



$2,299.99



Designed for players who p attention to the details Featured



Fender American Vintage ‘65 Jaguar- Sunburst Fender American Vintage ‘65 Stratocaster - Sunburst PROGUITARSHOP.COM | 1-503-670-4949



$2,399.99 $2,299.99
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Featured



MXR CSP104 Vintage Script Logo Distortion + $129.99 MXR CSP101SL Custom Shop Script Phase 90 $99.00 Dunlop DC Brick Multi-Power Suppy $119.99 Lava Clear Connect Cable $29.95 Dunlop Torex Picks $0.25



FUZZ FACE



OCTAVIO



UNIVIBE



An exact recreation of Jimi’s own Dallas Arbiter Fuzz Face, using hand matched components and a BC108 Silicon Transistor.



Get the exact same circuit found in Jimi’s original “cheese wedge” Octavio in a much smaller enclosure with a limited edition artwork by artist John Van Hamersveld.



Achieve classic, accurate, analog-voiced univibe tones in an enclosure a fraction of the size of the vintage Shin-ei unit Hendix used.



JHM1



129.99



JHM2



129.99



JHM3



129.99



CRY BABY Not your average crybaby – This Jimi Hendrix signature pedal is true to the original Thomas Organ Company Italian made wah used by Hendrix
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JH2



149.99



Featured



Couch Straps (Various) 



$19.50-$44.95



Featured



Gretsch Electromatic G5420T Hollowbody - Aspen Green Vox AC4HW1 Hand-Wired



$875.00 $799.99
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TC ELECTRONIC



ALTER EGO



&TRINITY DELAY / REVERB



Featured



TC Electronic Alter Ego Delay TC Electronic Trinity Reverb



$165.00 $149.00
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Featured



Diamond Quantum Leap Zvex Fuzz Factory T-Rex Fuel Tank Junior 



$249.00 $299.00 $99.00



VERB SO THICK ITS TOXIC
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Featured



Hardwire Supernatural Ambient Reverb 



$179.95



One of the most sought after vintage tape delay units is now available in a stompbox



Featured



Catlinbread Echorec PROGUITARSHOP.COM | 1-503-670-4949



$230.00



SIX INFLUENTIAL VOX TONES From the ProGuitarShop.com Blog



The Beatles The AC30 was vital to the British invasion of the 60s. When bands needed sparkling cleans or a small amount of dirt, they would turn to their VOX amp to make it happen. Too often we focus on the most epic and legendary solos and miss guitar tone that just perfectly fits the song.



The Kinks This one was pretty hotly debated, but we decided to include it, if only because it was one of the first tones that came to everyone’s mind. The legendary, unmistakable tone of “You Really Got Me” is one of the all time great old school crunch tones. The story behind this tone is a little more complex then you would immediately think. They actually used two amps to achieve the sound. The first, (famously known as “the little green amp”) was an Elpico that had the speakers cut with a razorblade. The Elpicio was then plugged into a large Vox. Its kind of like plugging in the grandfather of crunch pedals – and the sound is unmistakably awesome.



Iggy Pop The album Raw Power is exactly what it sounds like – the PROGUITARSHOP.COM | 1-503-670-4949



Find these tones and more in the Catalinbread Galileo



raw power of a man and his cranked ac30. If you have any question as to what great, dirty, Vox tone sounds like, give “Raw Power” by Iggy Pop a listen. Here at the shop we all agreed this its easily one of the most badass albums around – and its all Vox tone baby!



Brian May I think its safe to say Brian May is one of those players who inspired legions of kids to pick up a guitar and learn how to play it. Brian Mays incredibly vocal guitar tone came largely from a wall of overdriven Vox Ac30s. It took a powerful guitar, amp and player to stand as an



SIX INFLUENTIAL VOX TONES (Cont.) equal to Freddie Mercury, and Brian May totally nails the mood and feel of the song solo after solo. The Edge Guitar Players are often hailed for their technical mastery of the instrument. The Edge, however, has built his reputation on tasteful and understated playing. The Edge uses the guitar as a true songwriting tool, and the AC30 is his longtime weapon of choice. The Edge has been quoted saying he has taken an original 1964 AC30 in the studio for every album and taken it on every u2 tour. Now that’s commitment to an amp! It’s also worth noting the Edge is a big pedal user, and loves to run all sorts of interesting chains through his AC30. Dave Grohl Dave Grohl is a huge fan of organic amp overdrive, and so are we when he is rocking out. The Foo Fighters “There’s Nothing Left to Lose” was recorded on an AC30. In Dave’s own words, “We focused on not using too many distortion pedals, and went for a cleaner, fatter, more natural overdrive. We used a Vox AC30 for pretty much everything on the record, tweaking the sound so that it broke up nicely when played loud.” You can check out the whole article over at Foo Archive, and its definitely worth a read is you dig his tone.
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Catalinbread Galileo 



$199.00
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FEATURED Catalinbread Perseus Sub-Octave Fuzz $179.99 Catalinbread Manx Loaghtan Fuzz $179.99 Catalinbread Teaser Stallion $159.95 Catalinbread Semaphore Tap Tempo Tremolo $249.99 Catalinbread Galileo $199.00
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Featured



Hardwire Supernatural Ambient Reverb Way Huge Electronics Supa-Puss 



$179.95 $249.99 



Featured



Lovepedal OD11 Overdrive



$99.00



An overdrive pedal will work with your tube amp by boosting your guitar signal beyond the limits the preamp is designed to process. It will clip the signal naturally, and let you bring that sweet spot down to a much more audience-friendly volume level. Overdrive effects are typically little more than a boost or a preamp with some mild clipping circuits. Learn more about distortion, fuzz and overdrive
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Classics never go out of style



Featured



Electro Harmonix Big Muff Pi USA Ibanez TS808HW Hand Wired Tube Screamer Boss MD-2 Mega Distortion 



$81.60 $349.00 $64.95



BEFORE OR AFTER DIRT



PEDALBOARD ORDER PRIMER



From the ProGuitarShop.com Blog



So you’ve narrowed down your favorite pedals and finally bought that pedalboard kit. The next step is often a roadblock for the tone seeker- effects order. It can be especially crucial if you’ve got oddly shaped pedals and you want to cut cables to exact lengths and hopefully do this one time only! Well, the real question to ask yourself is, “do I place it before or after dirt?” Since distortion can have an extreme change in the natural character of pedals, this simple question may help reduce the overwhelming possibilities of effects placement.



Before Dirt Tuner: You probably want to spend the least amount of time tuning, so put this guy first so you don’t have to turn off any pitch altering pedals. Some people even put the tuner through a bypass box since it doesn’t do anything for your tone. Compressor/Volume/Boost: The compressor has always been favored PROGUITARSHOP.COM | 1-503-670-4949



by guitarists at the beginning of the chain. Since compressors have a great affect on your approach, dynamics and sustain, placing it towards the front will ‘preserve the funk’ no matter the pedal combination. Volume pedals placed in the beginning react more like the guitar’s volume knob. It will reduce the amount of dirt to an overdrive or give you spacey volume swells before a delay. Volume pedals serve the role of a master volume when at the end of the pedalboard. The exact tone you have will be lowered as if turning down your amp. It’s always a good idea to still place it before delay/reverb to fade out gracefully. Last, a boost is commonly placed after a compressor to compensate for heavy compression or boost lower output pickups. If you have it setup to buffer, place it before your tuner to help those long cables. Of



course, a boost will work virtually anywhere in your chain. Try one as a line driver, right before an amp, to make up for any tone sucker pedals. Pitch Shift: This includes analog and digital pitch changers like a Whammy, octave, ring modulator and synth-like effects. Placing these before dirt is very crucial when it comes to accurate tracking of the guitar signal. Monophonic analog pedals especially like a clean signal or else they get ‘confused’ and warble all over the place. Recently, the Digitech Harmony Man opened up the possibility of pre-harmony distortion with a separate send and return for your dirt pedals.



Wah/EQ: Place it before dirt if you want a less jarring effect. Say you have it half cocked for a midrange boost, a distortion after the wah will amplify that frequency while staying in the confines of the distortion’s parameters, maintaining its natural range and character. That same midrange boost after a Tubescreamer for instance, will amplify other frequencies not constrained by the overdrive’s output level and inherent compression. The latter is a radical shift in tone which can be effective for de-mudding a scooped fuzz. Personally, I think some fuzz pedals sounds nasty, in a good way, before wah. A great example for your ears is the tune “Maggot Brain.” by either Funkadelic or J. Mascis. Both versions have blazing fuzz into wah sound. EQ pedals have a wider frequency range and can be placed pretty much anywhere on the board. EQ at the front of your board will change the
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