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- Extended tone life 

- Consistent performance 

- Easy on your fingers 

- Smooth feel 

- Reduced finger squeak

Our 2-Pack Festive Treat

facebook.com/elixirstrings twitter.com/elixirstrings youtube.com/elixirstringsmedia

Elixir® Strings Acoustic Phosphor Bronze deliver distinctive phosphor bronze 
warmth and sparkle - together with the extended tone life that players have 
come to expect from Elixir Strings. 

Available now as a 2-Pack special for the Holiday Season:
Acoustic Phosphor Bronze with NANOWEB® Coating in Custom Light 
Gauge .011-.052, Light Gauge .012-.053 and Medium Gauge .013-.056.

Guitarists tell us Elixir Strings retain their tone longer than any other string, 
uncoated or coated. 

www.elixirstrings.com/2pack

More of the Phosphor Bronze tone you love – for longer
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Our SE line of affordable, quality instruments has expanded to include 
electrics, acoustics and now two basses: the SE Kestrel and the SE Kingfisher.

We've expanded our line
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SPECIAL FINANCING
We offer many flexible payment options

FREE 2-YEAR WARRANTY**

Total Confidence Coverage™ Warranty

Item ID: LPB4SWVOEBGH

  Limited run of 25 guitars 

  Authentic reissue of the 
historic 1954 Les Paul Custom 

  Premium ebony fingerboard

  Alnico V Staple pickup for 
spot-on vintage tone

  Handcrafted in Nashville, TN

**Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit Sweetwater.com/warranty for complete details.
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Steve Stevens

On the cover: Steve Stevens, photographed by Charles Jischke
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82  Under Investigation

  A thorough examination of 

a particular style or player. 
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94  You’re Playing It Wrong

to play classic riffs like Bad 

Company’s “Can’t Get Enough.” 

Here’s the absolute real deal.
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GP Community

AT A TIME WHEN EVERYTHING 

appears to be about youth, it takes 

a bit of a trip down memory lane to 

remember an era when the young 

were ignored, powerless, and vir-

tually irrelevant. But that’s pretty 

much the way it was back in the 

mid 1970s—at least in America and 

the U.K.—and it took a revolution of 

sorts to shake things up. The reces-

sion of 1973-1975, with its oil crisis, 

steel crisis, energy crisis, a stock 

market crash, and other factors, 

triggered an economic and cultural 

depression that, in turn, produced a 

significant number of aimless and 

frustrated young people—espe-

cially in England, where things were 

much worse on all fronts. 

I was reminded of that time while 

reading Billy Idol’s recent autobiog-

raphy, Dancing with Myself, which 

details his struggles while attempt-

ing to escape the gray boot of Brit-

ain’s malaise. What happened, of 

course, was punk. 

One must remember that this 

was not the Hot Topic brand of 

trendy and safe kiddie-pop good-

ness, but the truly dangerous kind 

of revolutionary action that gov-

ernments and tradition fear, and 

that puts a target on your back for 

physical violence, repression, and 

outrage. The movement in both 

countries also involved more than 

music, permeating fashion, liter-

ature, dance, and film. Anywhere 

youth had to fight for a voice, punk 

flexed its muscles.

Now, I was raised middle class 

in California, and my parents pro-

tected me from most of the wor-

ries and ugliness that Idol had to 

deal with in London. But I still felt 

the gloom unfolding under the 

sunny skies, and I also felt guilty 

for being a bit too young during 

the Flower Power era, where so 

much music did so much good to 

force national dialogs about Viet-

nam, civil rights, sexism, ecology, 

and charity. I didn’t do my part at 

all, where others risked a lot to try 

to make things better. So I was 

envious of what the Sex Pistols, 

the Clash, and all the punk artists 

were doing across the pond. It was, 

admittedly, a brief flurry of outrage, 

but they were doing something to 

vent their youthful ideals, forging 

power where there had been none. 

So I definitely got nostalgic read-

ing Idol’s chapters on the punk era. 

Sadly, like the hippies, the punks fiz-

zled out and failed to bring lasting 

global change. You have to accept 

that fact when a Kardashian ass gets 

more planetary interest than Philae 

landing on a comet. One can only 

hope that some kids somewhere 

will get pissed off at something 

large and important and meaning-

ful, and start us to the races again. 

NOIZE FROM THE EDITOR   

IF I  WERE EDITOR … I would review products 
that are more affordable to the average player. 
The roundup in the November 2014 issue, for 
example, included eight products with an aver-
age price of $5,035. That’s ridiculous—utterly 
out of reach to most players, and not anywhere 
near the sweet spot of the industry’s target buyer. 
I play out and get paid regularly for my gigs, 
but I play a Fender Telecaster that I bought for 
$400 in 1994, through a Fender Hot Rod Deluxe 
for which I paid $700. — D A V I D  W I L L I A M S O N

IF I  WERE EDITOR OF GUITAR PLAYER…   GP POLL
BEST DOUBLE STUDIO 
ALBUM FOR GUITAR?

CAST YOUR VOTE! NEW 
POLL EVERY WEEK AT 
GUITARPLAYER.COM

L E D  Z E P P E L I N  P H YS I C A L  G R A F F I T I  29%

P I N K  F L O Y D  T H E  WA L L  22%

B E AT L E S  W H I T E  A L B U M 19%
R O L L I N G  S T O N E S  

E X I L E  O N  M A I N  S T R E E T  16%

T H E  W H O  Q U A D R O P H E N I A  14%

Unfortunately, we didn’t do our friends at Godin any favors with 

our Ultimate Gear Guide Holiday Edition. Kat Calder-Becker of 

the company informs us that the Godin spotlight on p. 19 should 

have featured the Montreal Premiere, but the text shown is for a completely 

different model, the Montreal Premiere Supreme. Sadly, we didn’t stop there. 

On p. 22, we reversed the text and photos, showing a Godin guitar with Floyd 

Rose specs, and vice-versa. Our sincere apologies to Godin for the mishaps.

OOPS!
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Dig my humble under-desk rig! A real relic—a 1985 Squier Stratocaster modified with an 
alnico humbucker and Kent Armstrong alnico lipstick pickups. There’s also an Andy Rothstein 
mid-shaper tone pot, a Wilkinson bridge with pop-out trem arm, and blue anodized Sperzel 
tuners. My home-crafted pedalboard resides in a 1940s tweed typewriter case, and includes 
a Marshall JH-1 Jackhammer, a Line 6 Echo Park, a Zoom MS-70CDR MultiStomp Chorus/
Delay/Reverb, a Marshall RG-1 Regenerator, a Boss FRV-1 ’63 Fender Reverb, and a Biyang 
Baby Boom Tri-Reverb. My Ampeg GVT5H head is routed to a RCA 400 1950s film projector 
cabinet loaded with an original RCA Alnico 10" speaker. During long workdays, this rig keeps 
me sane—along with the latest issue of Guitar Player! — B R E N T  P H E L P S 
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Goodbye
Jack Bruce, rocking here with his Cream 

mates Baker and Clapton, left a big void 

in the music world when he passed away 

October 25, 2014.
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WHEN DRAGONFORCE TACKLED ITS SIXTH STUDIO ALBUM, 
Maximum Overload [earMUSIC/Metal Blade], the band decided for the 
first time to turn over control to an outside producer, Jens Bogren. The move 
resulted in a production that was heavier and more brutal than the band’s 
previous releases—a perfect soundcape for an album that evokes the constant 
onslaught of information absorbed by people today. — M I C H A E L  M O L E N D A

What was in the gear armory for Maximum Overload?

I used my signature model, the Ibanez E-Gen 18, as the main 
guitar. I also had an Ibanez E-Gen 7-string and an Ibanez RG-7620 
7-string. The amp rig was a Rocktron Prophesy preamp, a Mesa/
Boogie 2 Fifty stereo amplifier, and Peavey cabinets. Our pro-
ducer, Jens Bogren, also threw an old Peavey 5150 in there. The 
only pedals I used were a wah pedal, a DigiTech Whammy, and 
the Boss SL-20 Slicer—all of which were recorded in real time. 
My strings are D’Addario, gauged .009-.046.

Do you like to develop your solos during the demo process, 

or wait until you get into the studio? 

I don’t play solos on the demos. In fact, our bassist does 
them—which is kind of funny. You see, you usually do a solo very 
quickly on the demos, and, for whatever reason, that solo even-
tually becomes what you play in the studio. It’s not fresh anymore. 
I’d rather make the record playing something new and exciting 
that I haven’t heard a thousand times. 

In fact, I don’t like to work solos out at all, because then you 
already know what’s going to happen. I like to be surprised by the 
random flow of notes when I’m improvising. We do a little trick 
with the solos, too—we always save recording them for the very 
last minute. If we laid them down at the beginning of the sessions, 
we’d second-guess ourselves the whole time we were recording, 
and we’d be doing them over and over again. But when you’re at 

the end of the deadline, there’s no time to fuss around. You lay it 
down and go, “Okay. Time to move on.” 

How do you avoid repeating yourself on solos?

On this album, I just said, “Look, I have to learn one new lick 
for each song.” So I’d listen to something from Greg Howe, for 
example, and play it completely wrong. Then, I’d do the same thing 
with George Lynch. This way, I can be inspired by new ideas, but 
not copy the players. 

What were some of the new ideas you found?

Maybe you get nothing new, but you get reminded of things you 
may not be doing yourself. For example, if I’m shredding, shred-
ding, shredding all the time, I might forget about a nice bend or 
a double stop. They may be a bit simple—as compared to sweep 
picking—but they can still wield musical power. When you’re 
always doing fast scales and arpeggios, I think you can lose the 
concept of the singing note—the one that screams.

I might also remember not to play so evenly all the time. It 
helps to mix up the numbers—you know, not always play trip-
lets, because it can sound a bit guitar-school-ish. Too studied. You 
hear some old records, and you think, “Man, these guys are play-
ing out of tune, bending out of tune, and going in and out of the 
key.” But then you realize that those guys were really good. They 
were just giving the music some energy and humanity, rather 
than robotic playing.

Interesting. What else can you do to add surprises to your 

playing?

One of my favorite things to do is make weird noises on the 
guitar. I think dive bombs, scratching strings, and using the whammy 
bar kind of became a lost art after grunge music. Our music some-
times sounds like a video game with all the strange noises we 
make, but we like to expand the boundaries of noise [laughs]. g

Herman Li

R  ffs

i

ON THE MAKING OF DRAGONFORCE’S  
MAXIMUM OVERLOAD
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Riffs

B R I A N  TA R Q U I N  M U ST  N O T  ST R AY 
very far from his studio. The prolific com-
poser/producer/guitarist has generated a 
huge catalog of releases through his BHP 
Music imprint, including the Guitar Masters 
series; tribute albums for Led Zeppelin, Jeff 
Beck, Jimi Hendrix, Stevie Ray Vaughan, and 
others; and his own solo projects. But his 
latest release, Guitars for Wounded Warriors, 
is more than just a bunch of hot guitarists 
laying down some tough solos. It’s also a 
charitable endeavor to assist wounded vet-
erans and their families during a soldier’s 
hospitalization and rehabilitation, as well 
as a personal “thank you” to the men and 
women of the American military from Tar-
quin and his “heavy friends.”

“My father was in World War II, and 
growing up in New York in the ’60s and 
’70s, I saw so many Vietnam vets on subway 
cars begging for money to eat,” explains 
Tarquin. “I felt so bad for them, because 
no one cared at the time. So this is my 
way of saying thanks to all veterans for let-
ting people like me be free and do music. 
I was in the ROTC in college, and I suf-
fered through an ass-kicking basic training 
at Fort Knox, Kentucky. I bowed gracefully 
out of the military, and I couldn’t watch a 
John Wayne movie for years after the expe-
rience, but it gave me a great appreciation 
for what our military people go through 
for America.” 

The “heavy friends” mentioned on the 
album include guitarists Steve Morse, Chris 

Poland, Reb Beach, Ron “Bumblefoot” Thal, 
Gary Hoey, Hal Lindes, Alex De Rosso, and 
the Flyin’ Ryan Brothers, and bassist Billy 
Sheehan—all of whom contributed solos to 
the project. Tarquin actually composed the 
songs for Guitars for Wounded Warriors with 
each guest artist’s style in mind. He also 
crafted cinematic soundscapes that opened 
things up for the guitars to be much more 
than just solo instruments.

 “This is the heaviest record I’ve ever 
made, and I wanted it to be action packed 
and in-your-face, but also thoughtful and 
melodic,” says Tarquin. “During the com-
posing period, I was watching movies like 
Where Eagles Dare, The Green Berets, Platoon, 
Black Hawk Down, and The Hurt Locker for 
inspiration, as well as playing Call of Duty 
3: Modern Warfare after late-night sessions. 

I decided the role of the guitar was to tell 
these stories, so I wrote guitar harmonies 
that were either melodic or dissonant. All 
the guitar parts were designed to evoke 
a mood.

“It was also important that Guitars for 
Wounded Warriors sounded extremely nat-
ural and organic. I didn’t want to do this 
material with a Pro Tools edit session for 
each song, or use plug-ins for the sounds. 
So I recorded the basic tracks at a 200-year-
old Farmhouse in the Catskills on an analog 
Ampex 24-track deck with Reggie Pryor on 
drums and Rick Mullen on bass. I covered 
all of the rhythm guitar parts and main mel-
odies. I double-tracked the rhythm parts, 
panned them hard left and right, and made 
sure I left room for the guest soloists. It was 
like building a house from the ground up.”

Building that house required the right 
materials, and Tarquin assembled a small 
platoon of guitars, amps, and effects to get 
the job done right.

“The critical amp for the sessions was a 
Marshall plexi with a Mark Cameron mod-
ification—an additional gain stage and a 
bass-resonance control—and a Marshall 
4x12 cabinet,” he says. “You can almost feel 
the huge sound in the tracks. Other amps 
included an Orange Dark Terror, an Orange 
Tiny Terror, a Fender Prosonic, a Marshall 
JCM 2000, a Soldano Reverb-O-Sonic, an 
EVH 5150III, and a Mesa/Boogie Mark 
IIB combo. The rhythm-guitar parts were 
played on three Les Pauls—a ’77 Deluxe, a 

Brian Tarquin

Brian Tarquin & Heavy Friends 
CRANK IT UP FOR WOUNDED WARRIORS
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’99 Custom, and a 2013 Ace Frehley Budo-
kan—and I used an Ibanez 8-string to get 
some sub-lows for my wall of guitars. The 
melodies were usually done on my Fender 
Stratocaster with Seymour Duncan Black-
out single-coils. Pedals included a DigiTech 
Whammy, a Snarling Dogs Mold Spore Wah, 
and an original Maestro Ring Modulator.”

Of course, Guitars for Wounded Warriors 
isn’t simply a salute to those who sacri-
ficed so much for their country. Tarquin 
is also giving back by sending some of the 
album’s proceeds to a veteran’s charity he 
researched scrupulously.

“Approximately one-half of BHP Music’s 
royalties from the album will be donated to 
the Fisher House Foundation—an organi-
zation best known for providing homes for 
military families to stay at no cost while a 
loved one is receiving treatment,” says Tar-
quin. “These homes are located near major 
military and VA medical centers nation-
wide. Since its inception, Fisher House 
has saved families an estimated $235 mil-
lion in out-of-pocket costs for lodging and 
transportation.”  g

 
 

During the recording of Guitars for Wounded 

Warriors, Floyd Rose donated an Interna-

tional 3 Series solidbody ($700 retail) for this 

exclusive Brian Tarquin/Floyd Rose/Guitar 

Player giveaway. The guitar hung out at all the  

Guitars for Wounded Warriors sessions, and 

is signed by Gary Hoey, Chris Poland, Bum-

blefoot, Chuck Loeb, Hal Lindes, the Flyin’ 

Ryan Brothers, and Brian Tarquin. To make 

this beauty your own, simply send an email 

with the subject line “Guitars for Wounded  

Warriors” to mmolenda@nbmedia.com.  

Deadline for entries is February 28, 2015 

at 11:59 pm. One winner will be selected at 

random by Tarquin. Good luck!

WIN THIS GUITAR!

Clockwise from top left: Brian Tarquin, 

Chuck Loeb, Flyin’ Ryan Brothers, Hal 

Lindes, Ron “Bumblefoot” Thal, Gary 

Hoey.
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NewGear

M O D  K I T S  D I Y 
M O D  1 0 1  G U I TA R  A M P  K I T

Goodies All tube. 60-watt output into 4, 8, 16 

and 20 . Detailed, easy-to-follow instructions 

include high-resolution computer drawings 

for parts list and every step of assembly.

Price $495 retail

More Info modkitsdiy.com

K O R G 
R I M P I TC H - C

Goodies Chromatic tuner. Attaches to the inside of an acoustic 

guitar’s soundhole. Piezo pickup rapidly and accurately detects 

the sound. High brightness LED for excellent visibility.

Price $29 street

More Info korg.com

S Q U I E R 
V I N TAG E  M O D I F I E D  B A R I TO N E  JA Z Z M A S T E R

Goodies Basswood body. Maple neck. Rosewood fretboard. 30" scale 

length. Dual Duncan Designed single-coil Jazzmaster pickups.

Price $549 retail

More Info squierguitars.com
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K A L A 
KOA  G U I TA R L E L E

Goodies Solid spruce top. 

Hawaiian koa back and 

sides. Rosewood fretboard.

Price $299 street

More Info kalabrand.com

G I B S O N
J -2 9

Goodies Sitka spruce top. Rosewood back and sides. 

Mahogany neck. Rosewood fretboard. 24 3/4" 

scale length. L. R. Baggs Element pickup.

Price $2,249 retail

More Info gibson.com

D E A N  G U I T A R S 
M I C H A E L  A M OT T  T Y R A N T  X  S P L AT T E R

Goodies Basswood top and body. Bolt-on maple neck. 24 3/4" 

scale length. Tune-o-matic bridge. DMT Design pickups.

Price $299 street

More Info deanguitars.com

R L E L E

spruce top. 

a back and 

wood fretboard.

eet

brand.com

D I G I T E C H 
P O L A R A  R E V E R B E R AT I O N

Goodies Seven reverb types 

including Room, Hall, Spring, Plate, 

Modulated, Reverse, and Halo, plus 

Reverb Tails on/off toggle switch.

Price $187 retail, $149 street

More Info digitech.com
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WELCOME TO THE WIDE WORLD OF ANDY TIMMONS. OVER 
the last two decades he’s been an MTV video star and glam metal 
poster boy, the musical director for pop icon Olivia Newton-John, 
a solo artist and band leader, an in-demand session ace, a TV and 
radio jingle composer, a self-described “Beatle-geek” and Fab Four 
acolyte, a highly regarded teacher and clinician, and now an all-
around badass fusion shredder with legendary drummer Simon 
Phillips. Suffice to say the guy wears more hats than Lady Gaga.

Timmons’ long and varied musical odyssey began as a teen when 
he left his hometown of Evansville, Indiana, to study music at the 
University of Miami, eventually relocating to Dallas to make his 
name as a studio musician. It was there he was tapped to be the 
lead guitarist of glam-metal upstarts Danger Danger, joining in time 
to appear on the band’s million-selling debut album that boasted 
two #1 videos on MTV. After Danger Danger’s demise, Timmons 
sought his own voice, forming the Andy Timmons Band, releas-
ing several solo albums, and situating himself in a wide variety of 
collaborative settings. 

 Timmons’ latest co-conspiracy finds him channeling Tony Wil-
liams’ Lifetime-inspired fusion funk on Simon Phillips’ Protocol II 
[Phantom Recordings], which also features bassist Ernest Tibbs 
and keyboardist Steve Weingart. The quartet is gearing up for world 
tours and the release of the already-recorded Protocol III in 2015. 

Man on Call
ANDY TIMMONS SHREDS SOME 

RETRO FUSION ON SIMON PHILLIPS’ 
PROTOCOL II

BY VINNIE DEMASI 



28  G U I TA R P L AY E R . C O M / J A N U A R Y  2 0 1 5   

ANDY TIMMONS

Features

Meanwhile, the 6-string-slinging Texas hero 
is still finding time to play reunion shows 
with Danger Danger, begin work on a new 
Andy Timmons Band release, and perform 
with Olivia Newton-John. Hats off to you, 
Mr. Timmons!

How did you first start working with Simon 

Phillips? 

Back in ’93 we played together at a NAMM 
concert that was sponsored by Ibanez called 
Axe Attack. It featured all of Ibanez’s big  
guns—Satriani, Vai, Alex Skolnick, Reb Beach, 
Paul Gilbert, and Shawn Lane. Simon and I 
were part of the house band, and to prepare 
for the gig I actually learned a lot of his tunes. 
I think he was impressed by that and when 
his regular guitarist couldn’t do a tour in 
’97, he called me. We’ve had a fairly constant 
working relationship since then. Actually, the 
impetus for this new record was to mark the 
25th anniversary of Protocol—his first solo 
album where he played all the instruments 
and programmed all the keyboards. Origi-
nally he was going to re-release it and just 
do a few shows. Since I was coming out to 
the West Coast for NAMM however, we just 
decided to get some studio time and make a 
whole new record.

Did Simon already have most of the 

material for Protocol II written before the 

sessions?

Yes. For some songs he gave us complete 
demos and others were just ideas. Aside 
from being a great drummer, he’s a very 
crafty musician, composer, and arranger. 
He writes on keyboard and if he wanted to 
hear a guitar melody in a particular place, 
there would be a guitar-sampled synth on 
the demo. Because of all his detailed pre-
production, we were able to record the 
whole album in five days. That’s a tribute to 
both Ernest and Steve’s excellence as musi-
cians and Simon’s skills as a bandleader. 
This album has a real ’70s fusion throw-
back vibe and we wanted to record it the 
way records were made back then—four 
people get in a room, hash it out, and are 
done in a couple of hours! 

One thing I find remarkable about Simon’s 
writing is that even though there’s a lot 
of odd-meter and what we jokingly refer 
to as “adult chords,” it’s still very accessi-
ble. It’s not complex just for complexity’s 
sake. There’s a real pop and rock sensibil-
ity throughout it.

From a practice-routine standpoint, 

how do you prepare for a project like this? 

For a long while I’d been playing, writ-
ing, and producing my own material, but 
I hadn’t been practicing the way I did 
when I was in school. A few years back, 
there was a possibility we were going to 
play at Pat Metheny’s week-long guitar 

workshop. It never materialized, but it 
got me shedding again because I initially 
thought, “If I’m going to be playing in 
front of Pat Metheny, I’m nowhere near 
where I need to be!” So I started revis-
iting some of the things I used to do in 
college—getting together with friends 
and playing standards and just listening 
to classic jazz recordings. During these 
recent sessions someone made the com-
ment that some of my lines sounded like 
Chet Baker. I took that as a huge compli-
ment because I’ve been listening to and 
have been influenced by his music lately. 
The slippery slope when working on jazz 
is that there’s such an established vocab-
ulary of lines and phrases. They’re fan-
tastic, valid, and worth learning, but the 
challenge for me is to come up with my 
own melodic approach and not just reart-
iculate things from the past.

There are a fair amount of odd time 

signatures in some of the compositions 

on Protocol II. Did you approach them by 

meticulous scheming, or did you just fly by 

the seat of your pants and hope to pick up 

Chet Baker on an open channel? 

On the best days, that’s exactly what 
you hope will happen [laughs]. If it’s an 
odd time signature, I like to float, because 
I’ll never be able to improvise effectively 
when I’m counting. Even when Simon’s 



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

Slick Guitars
The Real Deal...

SL60 “Black Ash” Fiesta Red Daphne BlueSL50 “Surf Green” 

GFS Gold Foil Pickups
Fit standard Humbucker and P90 

Soapbar routes....
Available in “Vintage Jangle” and 

“Power Jangle” winds.

XGP Necks and Bodies.
Premium Quality, 

Correct Vintage Colors...
Wholesale Priced

In With The Old

What’s new at Guitarfetish.com? Plenty!

Our newest stuff celebrates the great old vintage guitars, pickups and parts of the 1950’s and 1960’s. Slick® Brand guitars and Pickups bring 

seen quality like this... at prices like these!

GFS® Pickups have consistently been acclaimed as the best value of any of the national brands, and we’re upping the ante this year with lots 

XGP® parts represent the absolute best in quality that we can deliver... sold wholesale-direct. Necks, Bodies, Hardware and Replacement 
Parts that bear the XGP® logo will be the best you can buy, at the lowest prices.

All of the stuff we sell is designed by musicians, for musicians.... priced for musicians. Won’t you stop by and check us out?
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soloing in odd meter over an ostinato, he says 
he’s listening and feeling, but not counting. 
There’s a certain amount of preparation in 
terms of being aware of the chord changes 
and harmonic center, but only to a point. 
On our next recording there’s a tune ten-
tatively titled “Fast Five” where Steve had 
the clever idea of super-imposing this bluesy 

6/8 shuffle groove over 5/4 for the solo sec-
tions. If I was trying to do the math on that 
one I think I’d lose the feel, so I just float 
and trust my instincts.

Tell us about your signature Ibanez. 

The first one, the AT100SB, came out 
in limited quantities back in 1999. The 
AT100CL has been in production since 2009 

and is nearly identical to my main guitar. The 
maple neck is a different radius than most 
Ibanezes and between that and the shape of 
the alder body, it almost feels like a vintage 
Stratocaster. It has a nice rounded shoul-
der and is slightly narrower at the nut. The 
bridge pickup is a DiMarzio AT1 custom 
humbucker and the middle and neck pickups 
are DiMarzio Cruiser single-coil-sized hum-
buckers. It also has a treble bleed mod on it, 
which is an added capacitor that helps retain 
the high end of your tone as you decrease 
the master volume of your guitar. Ibanez is 
currently producing a model that’s made 
in Indonesia called the AT10 that is nearly 
half the price, but the quality is still spot-
on. Overall, I consider the AT guitars to be 
like modernized Strats.

What was your rig on the Protocol II and 

Protocol III recordings? 

 I relied mostly on my Mesa/Boogie Lone 
Star for a variety of clean and lead tones. 
I like to use a Carl Martin Compressor/ 
Limiter, not so much for compression, but 
just to hit the front of the Lone Star with a 
little more gain. I also have an Xotic BB pedal, 
an old Ibanez TS-808, a GNI Octa Fuzz, and 
a Keeley-modded Boss BD-2 Blues Driver 
that sounds great on the front end of the 
clean channel. I also used an Xotic Wah, a 
Jam Pedals Retro Vibe, and old MXR Phase 
90 on a couple of tracks. The entire setup is 
controlled by a GigRig G2 switching system. 
Simon preferred that I not print any of my 
time and reverb effects, so we set up an addi-
tional rig that I could use just as a monitor 
for them while recording.

You recently did some reunion shows 

with Danger Danger. Is there any chance you 

might record some new material with them? 

We played Firefest in the U.K. as well as 
some shows in Japan. It was the first time 
the original lineup had played together 
since 1993, and I was just amazed at the 
positive response we got. If you had asked 
me that question ten years ago I probably 
would’ve said no because there was this 
stigma attached to that genre of music for 
a time. I think that some of the material 
stands up really well, though, and people 
are embracing that style of music again. I 
was really brought in to Danger Danger as 
sort of a hired gun, and while I was grateful 
for the opportunity and happy to be a team 
player, when I left the band my main goal 
was really to establish my own voice. Now, 
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given the perspective of time, it would be 
interesting to revisit it with a new level of 
maturity. Danger Danger was really [drum-
mer] Steve West and [bassist] Bruno Rav-
el’s baby. They are great songwriters—I’m 
psyched to see them get some recognition 
and I’d be happy to work with them again.

The last we heard from the Andy Tim-

mons Band was your instrumental remake 

of Sgt. Pepper’s in 2011. Given how deep the 

source material is, there are surprisingly few 

overdubs on yours. 

There are no overdubs on it [laughs]! 
But that’s what I thought would hopefully 
make it interesting to people. It started out 
as me working up chord melodies of Bea-
tles songs just for my own enjoyment. The 
first one I began performing with the trio 
was “Strawberry Fields Forever.” One night 
a promoter in Italy pointed out how well 
it went over and suggested we do a whole 
night of Beatle covers. That really got the 
ball rolling on the project.

How faithful did you remain to the 

original recording when composing your 

arrangements? 

I actually tried not to refer to the orig-
inal album at all. Instead, I relied on my 
memory of the tunes and what my ears 
latched on to and felt was the most impor-
tant musical event at any given time in the 
original song. A lot of people who grew 
up with Sgt. Pepper said they appreciated 
that about my interpretation of it, so I 
guess they were hearing the same things 
I was. Another source of inspiration was 
the soundtrack to Cirque du Soleil’s Love 
show and the way it mashed up different 
Beatles songs. You can hear that come 
through in a few places, such as the coda 
section from “I Want You (She’s So Heavy)” 
tacked on at the end of “Being for the Ben-
efit of Mister Kite!” and the “Tomorrow 
Never Knows” beat that Mitch Marine lays 
down under “Within You, Without You.” I 
have to admit that “Within You, Without 
You” was the one song I did go back and 
listen to to figure out exactly what was 
going on in that middle section. It’s this 
whole sitar line in 5/8!

Not to downplay your solo career at all, 

but do you feel that one of your strong points 

is being a good collaborator? 

I hope so. I’m proud of my solo career, but 
I’m equally if not more proud of my ability 
to contribute to and collaborate on a wide 

scope of material. When I was first asked 
to be the musical director for Olivia New-
ton-John’s U.S. band, my approach was to 
say, “If I were one of Olivia’s fans coming to 
see the show, how would I want the music 
to sound?” That person doesn’t care if I can 
wail for 20 minutes. They want to hear the 
songs sounding the way they remember them. 

Also—and this is one thing I try to impress 
upon students and people who come to my 
workshops and clinics—when you come into 
a gig like that, you want to make sure you 
are as prepared as you can possibly be. The 
key is that I put the same energy and effort 
into each project, with the ultimate goal of 
always serving the music. g
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BY MATT BLACKETT

I N  T H E  L I T  T H AT  A C C O M PA N I E S  T H E  N E W  M O E TA R  R E L E A S E , 
Entropy of the Century [Magna Carta], there is this sure-to-be-repeated description 
of the band: “MoeTar sounds like the Beatles + Frank Zappa + XTC on acid.” 
If it takes a while to digest that meaning, don’t worry. It also takes a second to 
absorb everything that the band puts into a song—or even just a measure of a 
song. Bold harmonic structures, intricate instrumental breaks, intense dynam-
ics, super-complex metric shifts, and gorgeous vocal melodies all somehow 
peacefully coexist in songs that effortlessly span many genres at once. Tying 
it all together is the compositional prowess of bassist and chief songwriter 
Tarik Ragab and the powerful vocals of Moorea Dickinson. They are joined on 
Entropy by Bass Player magazine alum Jonathan Herrera (on keys!), keyboardist 
Matt Lebovsky, David Flores on drums, and Matthew Charles Heulitt on guitar.

Heulitt represents a scarce breed of guitarist these days: He can play compli-
cated fusion and straight-ahead rock. He can navigate incredibly difficult single-
note lines—both by ear and reading them off a chart—and still possess soulful, 
bluesy bends and killer vibrato. He can get a big rock tone without coming off 
like a big rock dude. Savvy 6-string fans will recognize Heulitt—a.k.a. MCH—
from his work with Zigaboo Modeliste and Narada Michael Walden (who has 
been known to play with good guitarists from time to time), but they will surely 
hear a different side of his musical personality if they catch a MoeTar gig. Think 
there’s nothing new under the sun? Spin this record and then think again.

You guys are too pop to be prog, you’re too prog to be pop, too rock to be fusion, 

too melodic to be weird, but too weird to be truly melodic or accessible. So 

what the hell are you MoeTar people doing? 

It’s really all about Tarik and his vision for being original. He pretty much 

Progression  
to the Mean
MATTHEW CHARLES HEULITT  
AND MOETAR MAKE THE COMPLEX SIMPLE
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writes everything. Matt Lebofsky contributes 
a little bit, but we’re there to support what-
ever it is that he’s doing in his brain. Tarik’s 
awareness of everyone’s abilities gives him 
these wide-ranging parameters for what is 
possible. He really starts from a pop place. 
He writes pop tunes that you could easily 
write a lead sheet for, but then he thinks 
about how we can orchestrate these songs 
with a band full of virtuosic musicians.

Let’s get specific. Start with the intro to 

“Regression to the Mean.” That’s a really 

deep, complex line. Can you describe what’s 

going on from a harmonic and rhythmic 

standpoint?

Actually, that intro wasn’t there origi-
nally. We had been starting the song on the 
first chord with Moorea singing right away. 
The keyboard player and I were practicing 
that part, because that line is so tricky and 
angular and almost 12-tone-y. And then 
Tarik played a pedal note underneath it and 
we said, “Hey, that’s really kind of cool and 
spooky. That would serve the song as an 
intro.” It’s a strange melody that sits over 
chord changes that have a bunch of skips in 
the beats—some of the measures are miss-
ing a sixteenth-note here or there. Vinnie 
Colaiuta did a song probably 20 years ago 
where he was playing this halftime backbeat 

feel, and then every so many bars he would 
drop a sixteenth-note off, so it almost sounds 
like the record’s skipping. Tarik wanted to 
figure out a way to do that in the context 
of a pop tune. 

Was this line charted out?

Tarik writes everything on the computer 
and he gives us charts and MIDI files. Often 
what I’ll do is import the MIDI into some-
thing so I can slow down the tempo and loop 
sections. Then I’ll read the chart along with 
that. This section that we’re talking about 
was very difficult, and it took me a long 
time to figure out fingerings. There are a lot 
of really big intervallic jumps, and it wasn’t 

LESSON   
MOETAR’S “REGRESSION TO THE MEAN”
This mind-boggling break happens at 1:12 into the third cut off Entropy of the Century, “Regression to the Mean.” Unless you have 

Tommy Tedesco-level reading chops, do what Heulitt does and load the passage into some program that will let you slow it way down 

and loop it. Better still, loop one- or two-bar morsels and slowly get the moves under your fingers.

“This section wasn’t easy to get down, even at half speed,” explains Heulitt. “Trying to figure out a way where it sits on the guitar 

so I can actually make it flow was tricky. But I’m of the opinion that you can play anything at all if you slow it down enough from the 

beginning. So even with a line of sixteenth-notes like this, I’ll play them as quarter-notes at 60 bpm, one note at a time and really 

ingrain the fingerings. The only way to get a part like this up to speed is not having to think about it.”

Take the time to get this down and you’ll have accomplished several things: First, you’ll have a super-cool piece of music that’s 

a blast to play. You’ll also have an incredible exercise that can incorporate cross picking, hybrid picking, and sweep picking depend-

ing on how you want to navigate it. And it would seem downright impossible to nail this line without drastically improving your odd-

meter chops. It’s a win-win-win!
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easy to figure out a way where it sits on the 
guitar and flows. 

What was your rig for that song?

That was my Don Grosh Retro Classic 
Strat running through a Menatone King of 
the Britains. It’s like a Marshall-y, British-
sounding distortion pedal. That’s going 
into a Roger Mayer Octavia pedal and then 
probably my Electro-Harmonix Memory 
Boy, and finally into a ’67 Bassman head.

So is that part a unison line between 

guitar and keyboard or is that just guitar 

with Octavia on it? 

It’s guitar and keys, but the interesting 
thing is, the keyboard also has Octavia on 
it. We actually used that pedal for a lot of 
things on this record, this song in particular. 

In the chorus of “Welcome to the Solar 

Flares” there’s a huge amount of counter-

point going on. There are a ton of vocals 

and background vocals, and then all of 

your parts. You’re playing power chords, 

single-note lines, arpeggiated figures, and 

more. How did you come up with those 

parts and how do you find your space in 

an arrangement like that?

Again, Tarik came with a complete 
score of that song, so we’re just playing 
the parts that were written for us. That 
is a particularly tricky one because it is 
so busy and the melody is so sweet and 
soaring over the top of it all. We don’t 
want to obscure what Moorea is sing-
ing. It was a challenging one to mix to 
keep all that stuff in there. But the idea 
behind it all is orchestrating for a rock 
band, as if Tarik is thinking about a cham-
ber orchestra when he’s coming up with 
these parts. It required a lot of work for 
us all to figure out dynamically how we 
would play together and also the kind of 
tones that we needed to complement each 
other so that everything could stand out. 
For really dense tunes like this, I used sin-
gle-coil pickups so I could cut a little bit 
more through the mix. So it’s a single-coil 
with the Bassman cranked up. And then 
a lot of it is mix magic by Jim Reitzel. We 
spent a lot of time on that song so that 
everything would really have its own place.

In “Friday Night Dreams,” you play a 

break that occurs about 1:40 into the tune 

where it almost sounds like the rhythm or 

the tempo is doubling every bar or so, like if 

you were to bounce a rubber ball and with 

each successive bounce it would get closer 

to the floor and bounce a little bit faster. 

That’s the soli between the guitar and 
keyboard and it’s really simple actually. 
The tune is kind of medium tempo with 
a little bit of a swing to it. That section 

starts out with eighth-notes and grows 
from there. It cycles from eighth-notes to 
a double-time lick, and then it goes back 
to eighth-notes. Then it goes into a mea-
sure of triplets, which goes into a measure 
of double-time. And then the triplets and 
the double-time kind of cycle in and out 
quickly as it gets closer to the end. 

Really simple! You take another nice 

solo in that song, with beautiful vibrato 

and bends. Who influenced that part of 

your playing? 

I was a David Gilmour fanatic when 
I was a teenager. I didn’t realize it at the 
time, but now that I’m older I think that 
really had a big effect. His ability to make 
the guitar sing and sound like a voice was 
really important to me. I’ve spent a lot of 
time not listening to guitar players and 
listening to saxophone players and vocal-
ists. The goal really being, how can I make 
the guitar sing like a voice, not necessar-
ily approaching it like a guitar player. I’m 
pretty sure the “Friday Night Dreams” solo 
was a one-take solo. The tone was happen-
ing, I was warmed up, and I was definitely 
immersed in the music. 

What are the main challenges to gig-

ging these tunes? 
I think the biggest challenge is to con-

nect emotionally to the music because it 
is so demanding technically. Remember-
ing all the sections and also executing all 
the guitar tone changes is tough. There’s 
a tremendous amount of stuff to think 
about and yet I don’t want that to be the 
focus at all. I want to be connected with 
the other players and I want what I’m play-
ing to connect with the audience. That’s 
our goal as a band. 

How does it go over? How do audi-

ences react when they hear these tunes? 

We’re always well received and it’s kind 
of surprising because we know we’re asking 
a lot of our audiences. It’s a lot to take in. 
We realize it’s not necessarily music for 
everyone. We’re asking people to listen to 
something that they don’t necessarily have 
a frame of reference for, so we do our best 
to enrapture them with the originality and 
the chemistry of the band, and as a result 
we do reel a lot of people in. We worked 
really hard to make this album something 
special and all the positive feedback we’re 
getting from it is very rewarding. g

guitarplayer.com/january2015

> Get your mind blown 

by the official video to 

“Regression to the Mean.”

M O R E  O N L I N E
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N I TA  ST RAUSS  FO U N D  H E RS E L F  I N  WO N D E R F U L 

awesome scary territory in June 2014, when Alice Cooper 
selected her to join his touring band. It wouldn’t seem 
like the accomplished Los Angeles musician—who played 
funk with Jermaine Jackson, metal with the Iron Maid-
ens, and rock as the house guitarist for Gene Simmons 
and Paul Stanley’s L.A. Kiss arena football team—would 
have any chance of tripping up performing Alice Cooper 
classics. But read on, and learn that even killer players like 
Strauss can have areas that require study and hard work. 
And it’s a tribute to her that she never backed down from 
those challenges.

How did you actually get the Cooper gig?

Alice’s team was looking for a female guitar player 
when Orianthi departed from the band, because I think 
they wanted to keep the dynamic similar. They liked having 
three guitar players, and they liked having a girl onstage 
to balance out the other two guys. My name got thrown 
in the mix by a former member of Alice’s band who had 
just seen me play. So I got a call from Shep Gordon [Coo-
per’s long-time manager], and he and Bob Ezrin [Cooper’s 
“glory years” producer] met me in Los Angeles for about 
a half an hour. They were looking more at personality at 
that point than anything else. They wanted somebody to 
come in, provide strong performances, and be a big per-
sonality onstage. After that, there was a more strenuous 
audition process where they had me learn a few songs. Bob 
gave me some notes, and I replayed those songs again and 
again. Finally, we got something they were happy with, 
and all of a sudden, I had 30 songs to learn in a few weeks.

School’s Out!
NITA STRAUSS ON WHAT IT TAKES TO PLAY 

GUITAR FOR ALICE COOPER
BY MICHAEL MOLENDA
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Wow. That must have been a bit stress-

ful to sit down with two legends—and you 

hadn’t even met Alice yet.

It was absolutely mind-blowing. They 
both have earned every bit of fame and noto-
riety they have. They’re both perfectionists, 
and they know exactly what they want. I’m 
really happy I was able to get on the tour.

What about the gear you brought with 

you? What are your main guitars for the 

Cooper show? 

My main one is my Ibanez RGT320Z—
which is just a shredding machine. I love 
that guitar. It has a DiMarzio Evolution in 
the neck, and a DiMarzio D Activator in the 
bridge. Then, I have an Ibanez S5470, which 
has DiMarzio Gravity Storms in the neck and 
the bridge, and a DiMarzio True Velvet in 
the middle position. I also have a “Franken-
stein” guitar with a custom graphic made 
by a company called Rock Star Trends. The 
neck pickup on that one is a DiMarzio Evo-
lution, and the bridge is a DiMarzio Super 3.

What about your amps?

I’m using Blackstar Series One EL34s. I 
picked those because I really needed some-
thing that could give me a vintage sound. 
For the basic bare bones of the amp, I needed 
versatility, a nice clean channel, a punchy 
crunch rhythm, and then something that 
could go really hard for solos.  

Effects?

The only thing on my pedalboard is a 
MIDI controller that goes to a Rocktron 
Prophesy II. One 13-pin MIDI cable and 
that’s all there is. What I do is turn off the 
preamp section of the Prophesy and use it 
solely for effects. All my patches are made 
ahead of time, so all I have to do during the 
show is step on one thing, instead of doing 
the pedal dance.

What are your strings and gauges?

For this tour, I’m using D’Addario NYXL 
strings, gauged .010-.046. The new NYXLs 
have such great longevity, and they’re so 
bright. I just love playing them. My picks 

are custom .60 Grover Allmans that they 
made me for the tour.

So you’ve got the gig now, and there 

are two other guitar players. How do the 

three of you parcel out parts?

I think Bob was actually the one who 
arranged everything for the live shows. The 
parts were done long before I came in. So we 
didn’t really change anything when I came 
into the band. It was more like, “Here’s what 
you do—do it as close as you can to this.” For 
the solos, they said, “Just stay close to the 
theme. Keep it rock, keep it classic, and do 
your thing.” Obviously, they wouldn’t want 
me to play a bunch of harmonic-minor licks 
for “Billion Dollar Babies.” With the rhythm 
guitar parts, there’s not any room for impro-
vising—especially with three guitar players. 
Everything is very much planned out. 

How did the work process unfold?

I definitely did a lot of research and 
watched a lot of live videos before the actual 
rehearsals for the tour started. I had to—there 
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were only two real days on stage! I flew out 
there on June 20, and we did guitars only in 
the dressing room—just going over parts—
on June 21. June 22 to June 23 were stage 
rehearsals, and June 24 was the first show. 
There wasn’t a lot of time to stress out. It 
was get it clean, keep it tight, make it sound 
good, and let’s do it!

You replaced Orianthi in Cooper’s band. 

Was there any trepidation at all about 

stepping into her shoes, so to speak?

Honestly, that was never even a thought 
in my mind. If they wanted an Orianthi copy, 
they would have gotten a different guitar 
player, because I play nothing like her. The 
fact that we’re both girls and play fast is about 
where the similarity ends. I never really wor-
ried too much about sounding like Orian-
thi. I was more worried about sounding like 
Al Pitrelli or Reb Beach or Steve Hunter!

How involved is Alice in the stage 

sound? That guy has played with some 

of the greatest rock guitar players around. 

Does he ever go, “I want this, or I want 

that”? Or does he just walk out like, “I’m 

a happy guy. I play golf and now I sing”?

It’s kind of a combination of the two. He’s 
a really happy, really healthy, and really pro-
ductive person. He is a great inspiration for 
all of us on the tour—just to see him being so 
strong and invested and excited after doing 
this for so long. 

The first few days of rehearsal, he would 
more give direction about staging and per-
sonality. He’d say things such as, “I want 
you to come face-to-face with me and really 
play that part to me.” He wants a lead player 
to come in and be like the Joe Perry to his 
Steve Tyler. He wants a personality to come 
up there and interact with him. I was more 
used to playing with guys like Jermaine Jack-
son, where you’d do your thing, and then get 
out of the way and let them do their thing. 
It’s not that they didn’t interact with you, 
but they are the star and you’re in the backup 
band, so you have to be careful to know your 

place in the show. But Alice wants everybody 
interacting and putting on a good show. He 
really helped me get over my star-struck-ness 
of playing with Alice Cooper fast. This is an 
awesome rock band and it’s so much fun.

How about keeping your chops up on 

the road? Do you have time to practice?

Absolutely. I never get to practice as much 
as I’d like, but I try to get in at least 45 min-
utes to an hour a day—even on show days. 
We all have guitars in our hotel rooms, so 
even if I’m sitting in my room watching TV, 
I’ll run scales to keep my fingers fast and in 
shape. One of the interesting things about 
the Alice Cooper band is that it’s not a shred 
thing—it’s a rock tour. So I noticed when I 
had a break that I needed to get some speed 
back up. Get the metronome out! I had fallen 
a bit into that loose rock swing, and my speed 
and precision suffered a bit.

That’s kind of funny, actually.

Well, yes and no. I was always such a 
shred guitar player. I never had that loose 



feel. So Bob said something to me during the 
audition process that kind of shocked me. It 
was like 8 in the morning when he called. I 
didn’t know I had the gig yet. And he said, 
“Let me ask you something. Do you think 
you’re a rock guitar player?” I said, “Yes.” 
And Bob goes, “No. You’re not. You’re a 
shred guitar player, and this band doesn’t 
need that. This band needs a rock guitar 
player. If you’re given the chance, could you 
become that kind of player to play in this 
band?”  I said, “Yep. Not a problem. Abso-
lutely.” He said, “Well, you answered that 
pretty fast.” I said, “I know I can do it.” A 
few days later, I got the call saying, “You’re 
in. You’re coming on tour.” And the very 
next day, I took the first guitar lesson of my 
whole life. [Laughs.]

Why did you do that? Was it because 

you thought you had to get your rock 

chops up?

Basically, there was so much that I sort 
of glossed over in my own experience being 

self-taught. There was so much that I didn’t 
take into account. The reason you’re talking 
to me on the phone now is because I saw 
Steve Vai’s head-cutting scene in the movie 
Crossroads. That’s the reason I play guitar. 
I was all about shredding. I never got into 
the blues, for example. I appreciated it, but I 
never learned how to play it. I just thought, 
“Oh, I can play fast, so that’s cool.” Wrong. 
So I asked around Los Angeles, and I got 
in touch with Bill LaFleur. He’s a phenom-
enal player, and he really sat me down and 
showed me the rock basics. There were so 
many things. He was like, “How do you not 
know how to do this?” I couldn’t even do 
basic rock licks. 

That may be a trap a lot of shred play-

ers fall into, I guess?

I totally agree. That was the mindset I had 
for so long. When I got the call to play in 
the Jermaine Jackson band, they asked me 
if I could play funk. I said, “Yes.” Truth? I 
didn’t even know what funk was. I didn’t 

listen to any funk guitar playing or anything. 
I was just this shred kid listening to Yngwie 
Malmsteen and Steve Vai and Shawn Lane. 
But, in my mind at the time, I thought that 
because I could play fast that I could manage 
all that stuff. So I got into Jermaine Jack-
son’s band, and thank god for his guitar 
player Mike Scott, who is the funkiest guy 
in the whole world. That guy could liter-
ally play more with one note on one string 
than I could play with all the scales I know. 
So he said, “Look, you have got to go like 
this.” I said, “That’s only one note! I’m 
playing the exact same thing you’re play-
ing, and it doesn’t sound like that [laughs].” 
I had to train myself to hear the swing of it 
and the groove of it and the feel of it. I’ve 
been really lucky to get myself tossed into 
these situations where it makes me into a 
better player. I’m so grateful to have come 
out on the other end of all of them with a 
great education—and not having embar-
rassed myself! g
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I T ’ S  A  V E R Y  G O O D  P E R I O D  F O R  T H E  K I N K S ,  E V E N  I F 
rumors about the group reforming turn out to be wishful think-
ing by loyal followers—and even the band members themselves. 
Time will tell. But for now, Kinks fanatics have Sunny Afternoon 
(a musical based on the Kinks and their music that opened in 
London in late 2014), the release of The Essential Kinks (a 50-year 
career retrospective), and Legacy Recordings’ remastered series 
of albums released during the band’s RCA and Artista years 
(1971-1985) that includes Muswell Hillbillies, Legacy Edition and 
the wacky, oft-forgotten Soap Opera. Another treat is the recent 
solo album, Rippin’ Up Time [Red River] by Kinks guitarist and 
co-founder Dave Davies. 

While brother Ray Davies appears to be going high concept 
by refashioning his formidable songwriting catalog, enjoying an 
acclaimed literary career (X-Ray and Americana), and mounting 
Sunny Afternoon, it appears that Dave has been just fine going 
his own way. (Although Dave absolutely kept tabs on the Kinks 
musical and the band’s retrospective releases.) Always the fiery 
one—and thank goodness for that, as that anger and frustra-
tion forged one of the most ferocious and inspirational guitar 
sounds in the history of rock music—Dave has been the brother 
most committed to keeping the youthful angst and energy of the 
Kinks revved up, even as he and his sibling hit 67 and 70 years 
of age, respectively. Rippin’ Up Time celebrates that timeless atti-
tude with blissfully edgy and snotty riffs and guitar tones, but it 
also looks at Dave’s past with wistfulness, warmth, and humor. 

“I am getting older and older,” says Dave. “But a part of me 
has sort of stayed the same age.  It’s weird. Maybe it’s rock and 
roll that does that.”

I always marvel at how you manage to keep delivering such 

ragged and exciting guitar tones. Like Link Wray played into 

his 70s, you seem to be a young thug in a mature man’s body.

You can’t escape your past. If you’ve learned something, and 

A Simultaneous 
Explosion of Time
DAVE DAVIES EXPLORES HIS PAST, 
PRESENT, AND FUTURE
BY MICHAEL MOLENDA

Features
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you carry good feelings from it, then what’s 
wrong with it? At the same time, I do feel 
like I have to move forward and see what’s 
around the corner. I’ve been like that all my 
life—whether I’m 67, or back when I was 27 
or 17. I respect and love the things I’ve done, 
but there’s always something else. Where am 
I? Why do I think like this? Why do people 
think the way they do? It’s just so wonder-
ful—the expressiveness of life. It doesn’t go 
away until you’re dead and buried. Maybe it 
goes beyond that.

You see, I like to be moved, and cer-
tain tones can agitate your emotions in a 
certain way—give you focus—whereas a 
pristine and totally-on-the-button sound 
might be too ordinary. We’re so used 
to a whole array of sounds—traffic and 
people arguing and laughing—that when 
something sounds a little bit off from 
what you expect, you notice it more. It’s 
ragged. I tend to call it “the imperfections 
that make it sound perfect”—those little 

nuances that a lot of people would say, 
“Oh, redo that” or “Do it again.” A lot of 
musicians have such a fear of getting it 
wrong that they ruin the whole thing. It 
has to do with confidence, rather than if 
there’s a right way or a wrong way. If the 
confidence and the intent are pure, your 
playing will sound confident and pure. 
That’s how I feel.  

Playing, performing, and producing music 
are a lot like painting, I think. The brush 
stroke moves slightly and you end up with 
something you didn’t intend. “Wow, what’s 
that? Oh, I’ll keep that bit. It’s nice.” I do 
that with music. The more anal you get—
the more you want to get to a point of pre-
cision—it becomes something that I don’t 
believe is real art. Art has to go a bit askew. 
It has to be a bit wrong—whatever that word 
means—for it to be right. 

While listening to Rippin’ Up Time, I 

was pleasantly surprised by songs like “In 

the Old Days” and “Front Room” that are 

almost cinematic in how they bring a lis-

tener back to your early days. 

The first day that David [Nolte, Rippin’ 
Up Time co-producer] and I got together, 
I told him this joke that related to how I 
wanted the feeling of the album to be. Ray 
[Davies] and I used to share this joke when 
we were ten or 12 years old. It’s about these 
two guys in this building, and they’re quite 
comfortable, but they don’t realize they’re 
in a lunatic asylum. So, one day, one of them 
realizes they’re institutionalized, and they 
start thinking of different ways to get out. 
They come up with this idea to climb this 
wall in the middle of the night, and look 
over it to see the street outside. One of them 
has a flashlight, and he shines down this big 
beam of light to the ground, and they both 
look at each other and say, “We can get out 
of here.” The guy holding the flashlight says, 
“Look, you climb down the beam of light 
and then you can escape.” And the other 
guy laughs and says, “You must think I’m 
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crazy. I’ll get halfway down and you’ll turn 
the flashlight off.” 

So, you see, the very times that you feel 
safe in life are the times when you are most 
trapped. It’s a bit paranoid, but that’s just the 
way I think sometimes. Actually, a lot of the 
seed ideas for the album came from a night-
mare I had where I saw my past, my present, 
and my future all in one place at the same 
time. I remember screaming, “There’s mad-
ness here!  There’s madness!” That started 
my idea for “Rippin’ Up Time”—that the 
past, present, and future are not separated. 
I’m a big sci-fi fan, so this view was further 
encouraged by my notions about the uni-
verse and time. The past is important to us 
all, but it’s what we do now that forms what 
will happen in the future. 

Thinking about back then, did you ever 

aspire to be a Clapton or Hendrix type of 

guitarist when you were putting the Kinks 

together?

Not really. If I caught a James Burton 
riff, I might try to do something with it. I’ve 
always loved riffs—whether they’re in a rock 
song or a Beethoven piece.

But you didn’t practice scales and such 

back in the early ’60s?

No. I didn’t. Everybody has a different 
way of expressing themselves, but, for me, I 
find it really pointless and boring to practice 
scales and things. It’s in the “wanting” to do 
something that makes music come alive for 
me. I was a very excitable, very hyper sort of 
kid, and I just wanted to get things done. It 
was the riffs that motivated me, because a 
good one reminds me of a good backstory 
in a movie. You see a guy walk across the 
screen and trip. You see that, but here’s the 
backstory: Maybe that guy just got divorced. 
Maybe he’s drunk. Maybe he’s unhappy. I like 
to create a backstory with my riffs. Like in 
“Johnny Adams,” for example. An important 
friend had a difficult life, and I pulled that 
information out through only one riff. But 
in that one riff is a whole backstory about 
that one character.

And when the opening riff of “Johnny 

Adams” begins, even before you hear the 

lyrics, you kind of know something is go-

ing to go wrong.

Exactly! There’s a certain amount of 
discomfort in that riff—not in a necessar-
ily violent or destructive way, but in a way 
that should cause a listener to ask, “What 
the hell is going on here?” I’ve always loved 

things like that. And this goes back to what 
I was saying about perfection. Musicians can 
spend so much time looking for perfection, 
that they miss the beauty of the backstory. 
We have this bland, two-dimensional idea 
about perfection, but I think music and art 
are great ways for expressing things that 
we can’t express. I know it sounds like a 

bit of a riddle, but there’s always more than 
what there is. 

What gear did you use during the  

Rippin’ Up Time sessions?

I picked up a Nighthawk over at Gibson. 
I’d never seen one before, and it kind of spoke 
to me. It took me a while to get used to it, 
but it’s really ballsy. For amps, I used a Mesa/
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Boogie Dual Rectifier—which is the amp I 
use onstage—as well as a Roland Cube and a 
20-watt Vox combo. Mostly, it was the small 
amps, but small can sound big, you know. 

Did you record mostly at home? 

I’ve been staying in New Jersey, and I have 
a little demo room upstairs. So I wrote the 
songs here, and recorded the demos with 
Logic. Then, I flew to Los Angeles to work 
with Dave in his home studio. We spent six 
weeks pulling everything apart and putting 
the arrangements together.

I know you usually like to rip through 

the recording process and not worry too 

much over things. Was that process in 

place for this album, a well? 

To be honest, it was really quick. The 
first couple of days were about pulling over 
my files from Logic, giving them to David, 
and then the both of us started rearranging 
the songs. Once we got into the swing of it, 
we built up the tracks real fast. I needed to 
finish some lyrics here and there, and some 

songs that I was going to throw out because 
they didn’t come together quick enough for 
me ended up coming together. There’s some-
thing to be said for working against the clock.

 Did you keep any of the parts that you 

recorded in New Jersey?

Yeah. Most of them. We doubled up 
some guitar parts at David’s and did some 
solos. But there were also songs like “Johnny 
Adams,” where virtually all the guitar parts 
were from my demos. I mean, what consti-
tutes a demo anymore? I tried redoing the 
“Johnny Adams” riff over and over, but noth-
ing had the same impact. So I said, “Ah, f**k 
it! Just use the ones I did in Jersey with that 
funny little Vox amp.”

Your vocals on the album are very 

homey—almost like you were just singing 

them to someone in a living room, rather 

than standing in front of a microphone in 

a studio. 

The more I work on a vocal, the more life 
it loses. I’ll think, “What am I doing? I might 

as well go to a pub or something, because I’m 
just standing here ruining everything.” It’s 
so important to keep the feeling up and the 
humor. David and I had a lot of fun making 
this record—a lot of laughter.  

On one level, someone could listen to 

Rippin’ Up Time and think it’s just a rock 

album. But, although the performances 

may not be classical or jazz or whatever, 

you really go deep into the cinematic ele-

ments of sound, and how those sounds 

can express emotional content.

Absolutely. It’s all connected. The guitar is 
like another limb to me. When I was young, 
I was trying to find a sound that I wasn’t 
hearing. My emotions didn’t have a sound. 
I could scream and swear and cuss and stuff, 
but I couldn’t find a sound for it. And it just 
came out of that roaring guitar sound, and I 
felt complete. I felt like I’d exorcized some 
sort of thing in me by making it real, and 
that’s an important thing about art. Art and 
music are ways to find out who we are.  g
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KING CRIMSON CHANGES LINEUPS

like a hockey team, but the vocalist/
second guitarist chair has remained 
constant since the outset of the ’80s—
until now. Founding guitarist Robert 
Fripp wanted to revisit his early mate-
rial, so he didn’t enlist Adrian Belew—
he called Crimson zealot Jakko Jakszyk. 

“Robert Fripp is the reason I became 
a guitar player,” says Jakszyk. “I saw 
Crimson when I was 11 years old, and 
I had a rather romantic notion that it 
somehow changed my life on a sub-
stantial molecular level.”

Jakszyk has enjoyed success for 
many years in many ways unassoci-
ated with Crimson, including a stint 
in Level 42. But working with the 21st 
Century Schizoid Band—an ensem-
ble of early Crimson alumni dedi-
cated to the seminal progressive rock 
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Cinderella Story
HOW RABID FRIPP FAN JAKKO JAKSZYK 
BECAME A KNIGHT IN KING CRIMSON’S COURT
BY JIMMY LESLIE
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ensemble’s ’60s and ’70s output —sealed 
his fortune. According to Jakszyk, Fripp 
himself had once considered playing with 
the Schizoid Band, and he kept an eye on 
the project and eventually called Jakszyk 
up for a jam. 

That dreamy session evolved into 2011’s 
A Scarcity of Miracles. Tony Levin added 
bass. Mel Collins played reed-y things. 
Gavin Harrison added drums. It became 
a bona fide Crimson “ProjeKt.” Fripp had 

officially retired from the road, but specu-
lation about a new lineup proved founded 
in September 2013 when he announced a 
Fall 2014 Crimson tour including the afore-
mentioned players plus two more drum-
mers—Pat Mastelotto and new recruit Bill 
Rieflin (Nine Inch Nails).

Fripp was unavailable for comment and a 
Belew interview will run next month. Jakko 
invited GP to San Francisco’s Warfield The-
atre where he relayed his Cinderella story, 

and detailed his new touring companion—a 
gorgeous PRS P24 featuring artwork from 
In the Court of the Crimson King. 

What does standing next to Robert Fripp 

onstage with King Crimson feel like? 
It’s unlike anything. We’re right next 

to each other, and we have quite a lot of 
eye contact. It’s amazing to feed off each 
other. There are moments where he’s play-
ing away and I’m thinking, “I’d pay money 

“I like that PRS makes modern guitars with vintage vibe and 

feel. I was playing a Custom 22, and we thought it would be cool 

to create an instrument specifically to play on the King Crim-

son tour. As a statement of intent, I asked PRS how they felt 

about putting the iconic artwork from the first King Crimson 

album on a guitar. A friend of mine got the artwork together, 

and I gave them some specs regarding the neck and the pick-

ups. They were up for it. 

“It looks amazing because the turquoise-blue finish is like por-

celain. It was their suggestion to use clear plastic knobs so you 

could see through to the design. They came up with the lovely 

maple edging and the almost luminescent bird inlays on the 

ebony fingerboard. The moon man design on the back is from 

the inside sleeve of the original album gatefold.

“I went with the P24 because it has higher access and a 

different feel. The 22 feels like a mandolin to me now—the neck 

feels tiny. The body is mahogany. The pickups are kind of basic—

I don’t like overwound, hot-rodded pickups. That’s too much 

fizz for me. I’m after a more old-school PAF sound. But I did ask 

them to put a piezo pickup in the bridge and include a separate 

output that I send to the monitors. 

“I love having the piezo’s additional attack and clarity 

available. It gives the tone a nice high-end presence. I gener-

ally mix it on clean sounds, such as ‘A Scarcity of Miracles,’ but 

lately I’ve started using it with overdriven sounds as well. For 

example, Robert plays a long, angelic melody in ‘Level Five,’ 

and I play the chords behind it using a pretty hefty sound. I’ve 

started bringing in the piezo so it’s not such a mush. Zappa 

used a transducer in the neck for similar purpose—adding 

presence to heavy sounds.” 

JAKKO ON HIS SINGULAR PRS P24
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just to stand here.” 
What parts do you cover—Robert’s over-

dubs from the early recordings? 
Sometimes they’re the overdubs, and 

sometimes they’re his actual parts. Robert 
uses his “new standard tuning” (C, G, D, 
A, E, G, low to high), so some parts he 
originally played in standard tuning are 
now actually physically difficult to achieve. 

Can you cite an example? 
“Larks’ Tongues in Aspic Part 1”—

which Crimson hadn’t played live in for-
ever—has a difficult crosspicked line. I 
wasn’t worried about it at first because, 
well, it’s a famous Fripp part. But he said, 
“This is physically kind of difficult in this 
tuning, but you’re in standard tuning, so 
why don’t you play it?” I thought he was 
kidding, but he wasn’t, so I had to learn 
it. Like a lot of Crimson parts, it sounds 
challenging until you try to play it—and 
then it’s challenging on another level! At 
times I’m playing in alternating bars of 
5 and 6, but everybody else is playing in 
7. I try to hold onto the general beat and 
tempo. When the band started rehearsing, 
there were moments when I wasn’t sure I 
was playing it correctly until we got to the 
bar when everybody hits the downbeat.

How much instruction does Fripp pro-

vide? 

If I play a wrong note, he’ll point it out 
and let me examine it. We have access to 
some guitar-heavy mixes, so I can work 
things out. Occasionally, he’ll offer up a 
specific such as a fingering, but on the 
whole he kind of lets you play the music 
as you see fit. 

What are your favorite songs to play? 

“Schizoid Man” is great because it’s 
iconic and has become a part of my thing. 
I love playing anything from the Islands 
album. We do “Sailor’s Tale,” which fea-
tures Robert’s signature sustain tone on 
the recording. When we play that song, I 
actually do want to sound like him because 
I want to be true to the composition. The 
album has layered overdubs, so we play in 
three-part harmony with the sax. 

What is the most challenging? 

“Larks’ Tongues Part 1” is the hardest.
What’s the key to pulling it off? 

Practice. It’s muscle memory. You have 
to get to a point where you’re not really 
thinking, just playing. 

Do you play any parts that Belew played 

formerly? 

We play “Level Five” and “ConstruKc-
tion of Light.” Adrian may have played 
parts now assigned to me, but Robert 
wrote them. He and I rehearsed them on 
our own. We deconstructed the parts and 
put them back together, so some voicings 
are completely different. Some parts are 
completely different. 

Can you read and write music? 

No, I’m self-taught and my reading is 
very poor. There’s an enormous discrep-
ancy between my theoretical knowledge and 
the level at which I’m actually doing stuff.

Belew was also the sounds guy. Do you 

play that role as well? 

No. This is a new version of Crimson, 
and I don’t want to ape him.

Do fans understand, or do you get a lot 

of, “Hey man, play ‘Elephant Talk’!” 

Actually, I don’t. The band has been rein-
vented in such a way that there are three 
drum kits down front. It’s a complete re-
imagining of the stage setup and the mate-
rial. Had it been a four- or five-piece version 
of Crimson with me in front playing and 
singing Adrian’s stuff, there would inevi-
tably be that direct comparison. But we’ve 
kind of sideswiped everybody because 
I’m at the back and I’m not doing any of  
Adrian’s vocal tunes.

Right, you’re not doing songs he wrote, 

and there’s still a lot material to choose from. 

King Crimson had released something 
like eight albums before Adrian was ever 
involved. Indeed, when they first got together 
they weren’t even called King Crimson—
they were called Discipline. I loved that 
version. It was exciting and original, but to 
me it was not really King Crimson. It felt 
like a different group. And this is no crit-
icism—I remember seeing Adrian for the 
first time and thinking he was absolutely 
extraordinary because of his originality. 

You’re playing a PRS now, but I saw 

pictures of you on your website playing a 

Parker Fly. Did you switch to PRS because 

of the obvious comparison to Belew? 

It was a complete coincidence that I 
was playing a Fly, but yes, it’s so associ-
ated with Adrian that I thought I would 
be good for me and good for the band to 
make a change. 

What is your touring rig? 

My signal runs from my custom PRS 
into a Kemper Profiler head and a PRS 
Stealth 2x12 cabinet. As you can see, right 
now it’s on the JCM 800 Drive preset. I’m 
using a Line 6 Pod HD500X as a MIDI 
controller for the Kemper. I have a bank 
setup for each song. Take “Nightmare.” 
I’ve got my basic heavy sound, one that’s 
slightly louder, and one with a wah on 
it, which I manipulate via the HD500X’s 
footpedal. 

What can you tell me about the Kem-

per’s technology? 

To be honest, I haven’t had it long 
enough to really get into it, but here’s the 
basic premise: Set up your favorite amp 
and get the desired sound. Mic up the amp 
run the cord into the back of the Kemper. 
Hit “Profile,” and it saves a pretty realis-
tic emulation of that amp’s tone. 

Did you profile all your favorite rigs 

at home? 

I started doing it, but I didn’t have 
enough time. I’ve got a Vox Night Train 
that sounds fantastic, so I did that and some 
of the PRS heads. I’ve since been tweaking 
its presets. [Plays.] That’s the Early Fripp 
J-1 preset, and it sounds exactly like big, 
sustain-y, early Fripp. I use that on “Star-
less,” “Sailor’s Tale,” “Pictures of a City,” 
and “Larks’ 1.”

It’s awesome that you use the Early Fripp 

preset to play early Fripp parts onstage 

with the actual Fripp! 

He said to me me during rehearsal, 
“That’s a good sound. It works really 
well with this. What is it?” “It’s a preset 
I found called Early Fripp,” I replied. He 
was highly amused.

What’s the Crimson plan moving for-

ward? 

The plan is to make a new album. 
We’ve already started co-writing mate-
rial. We’re going to keep touring as well. 
I can’t reveal exactly where and when just 
yet—stay tuned. g

guitarplayer.com/january2015

> Watch a clip of Jakko 

playing his custom PRS 

P24.
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Setzer’s Riot inciters—(from left) pianist Kevin McKendree, 

bassist Mark Winchester, and drummer Noah Levy.
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X
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Crash, a tour-de-force album that garnered 
him a feature in the July 2008 issue of GP.

But the connection for Billy Idol and 
Steve Stevens transcended all this, and 
some 33 years and ten albums later, these 
guys still enjoy writing songs and perform-
ing together. Given what is presented on 
the new album, they obviously have no 
plans to change the recipe anytime soon.  

“The thing about the history of Billy 
Idol music is we’ve always liked to com-
bine elements of dance music with rock 
and roll, and this is kind of an updated 
version of that,” says Stevens. “Through-
out the ’90s, we tried to shy away from 
what we had done in the 1980s, because 
it was like, ‘Oh, that’s not cool anymore.’ 
But there’s a whole generation of kids now 
who dig ’80s music and are drawing on 
it. Certainly, a lot of alt bands were influ-
enced by the early Billy Idol stuff, as well 
as Generation X.

“Our previous record, Devil’s Playground, 
was kind of one-dimensional and more in 
hard-rock territory. I know people liked it, 
but I think Billy got lost in that a little bit, 
because of all the powers that be were whis-
pering in our ears to move away from what 
we had done in the past. On this record it 
was great, because we said, ‘Screw it. We’re 
going to do what we do naturally, and find 
a producer who can update it.’ Also, Billy 
financed the record himself, so there wasn’t 
an A&R guy steering us in one direction or 
another. I’m 55 now, and Billy is 58, and we 
feel differently about the world and our-
selves than we did when we were in our 
20s. So, of course, the music is going to be 
a bit different. But we embraced that, and 
just decided to do what comes naturally to 
us at this point in our lives.”

How did this project compare to how you’ve 

made other albums with Billy?

It was done really quickly, and we could 
actually enjoy it, because we didn’t labor 
over it for ten months or more. Trevor 
Horn produced it, so the decision was made 
that we would go to his studio—SARM in 
London. He was going to pull together the 
tracks before we got there, and we were 
going to pack as much work into two and 
a half weeks as possible. Billy and I actu-
ally stayed in an apartment right across 
the street from the studio, and we pretty 

much just lived at the studio for that time. 
Also, having a producer that has his own 
recording studio and his own engineers is 
really a benefit, because everything is ready 
to go when you walk in. 

What did it mean to you to make a 

record with Trevor Horn?

Well, I’m a huge Trevor Horn fan. I even 
saw him front Yes at Madison Square Garden. 
I love the fact that his career has spanned 
so many things, and he even touched on a 
little bit of the prog thing. But I found it 
amazing that we were one of the last acts 
to record at his studio, because it’s going 
to be torn down. Originally, it was Island 
Records’ recording studio, and that’s where 
all the Bob Marley records were done, 
as well as Blind Faith, Traffic, and early 
Genesis. Even “Stairway to Heaven” was 
recorded there. It’s getting fewer and far 
between where you’re actually getting to 
go to these legendary studios, and you def-
initely feel a sense of history when you’re 
in that room. It’s inspiring as hell. Trevor 
has an incredible Neve console and a couple 
of SSL rooms, and, of course, we made full 
use of it. We were recording in the digi-
tal domain, but you try to warm up things 
as much as possible by using vintage mics 
and all that stuff. I have API mic preamps 
in my home studio, and I use a lot of BAE 
stuff, too. So when I went in, I’m one of 
those ridiculous guitar players who goes, 
“We should use a Neve preamp with this 
and an API with that [laughs].”

Give us an overview of how you recorded 

the tracks.

We cut the backing tracks live. Trevor 
had a drummer that he works with, and 
I didn’t realize that Trevor is also a bass 
player. He’s the bassist on the record, and 
he’s incredible. I mean it was like having 
Paul McCartney join your band. I know 
the cliché about the producer being the 
fifth member of the band, but Trevor really 
was. We tracked all of the songs live off the 
floor, and his bass lines were really melodic 
and inventive. 

Had you made demos of the songs?

Yes. I have a home studio, so I sent over 
all the songs in their demo forms. I played 
bass on the demos, and did all the drum 
parts with Superior Drummer [toontrack.
com], which is a great songwriting tool. 
They’re real drum performances—they’re 

not quantized or anything like that—so we 
knew what the drums would actually feel 
like. Some of the demos had electronic ele-
ments on them, and Trevor added some as 
well, so when we cut the tracks live we had 
some sequenced things to play to.

What gear did you bring for the sessions?

I had to really pare down what I was 
going to bring. I sent over my Dave Fried-
man signature amp and cabinet, and the 
guitars I brought were a Knaggs Signature 
prototype of a model that’s coming out next 
year, and a John Suhr S-style guitar that I 
think they made for Scott Henderson. I’d 
gone to Suhr’s shop one day, and this white 
guitar was just laying around. They told me 
Scott didn’t like the neck because it was 
too bulky or something, but I like chunky 
necks so I took it. It has turned out to be my 
go-to guitar for clean stuff. I also brought a 
Pedro de Miguel flamenco guitar, which is 
a really beautiful nylon-string, and a Music 
Man Armada—which is a great rhythm 
guitar, because it’s a neck-through design 
and the tuning and stability on that guitar 
is unreal. I brought a Les Paul, too, which 
is just a 2012 Standard, but it has coil-tap 
and out-of-phase switches, and I thought 
it would be great for covering a lot of dif-
ferent areas. Most of my guitars are loaded 
with Bare Knuckles pickups. For effects, I 
sent over a small pedalboard, and Roland 
sent me a care package of pedals. I also got 
a list of all the gear that was available at 
the studio. Trevor had a Martin D-28 and a 
Collings C3, as well as an old 1961 Gibson 
Barney Kessel that I used on “Ghosts in 
My Guitar.” Trevor Rabin played it on the 
Yes 90215 album, and it was mind-blow-
ingly beautiful. There were some other 
amps at the studio: an Orange Rocker- 
verb 50 that I used on “Postcards from 
the Past,” and a Carr Viceroy. I wanted an 
amp that sounded like an AC30, so I used 
the Viceroy on “Ghosts in My Guitar” and 
“Love & Glory.” 

How did you decide what to play through 

on each track? 

 Well, if it’s a heavy guitar part, I always 
go to my signature Friedman. I designed that 
amp with Dave Friedman, so I pretty much 
know every sound I’m going to be able to 
get out of it. I will say that the engineers 
at SARM were really helpful, because we’d 
put the track up at the end of the day that 



 J A N U A R Y  2 0 1 5 / G U I TA R P L AY E R . C O M  55

A
L

E
X

 A
N

D
R

E
A

 W
IL

L
IA

M
 P

A
N

O
Z

Z
O



Cover Story
STEVE STEVENS

56  G U I TA R P L AY E R . C O M / J A N U A R Y  2 0 1 5   

we were going to work on the next day—
and I also had my guide guitar there from 
my home demos—so we knew what we 
were going to go for. All the engineers there 
played guitar, so they’d get some sounds 
up as a starting point. When I came in the 
next day, they would have something that 
they thought replicated what I was trying 
to do on my demos, and, nine times out of 
ten, it was pretty damn close. So it made 
my job easier, because all I had to do was 
catch the performance. I wasn’t spending 
hours trying to get a good guitar sound.

Do you track your guitars dry or with 

effects?

It depends on the track, but there’s 
nothing that sounds as good as plugging 
your guitar straight into the front of the 
amp. But if I knew I was going for a spe-
cific effect, we would often track with that 
effect. The song “Postcards from the Past” 
is one example. When I first got Pro Tools, 
I realized how you could do these stutter 
edits and other things that are really cool, 
but you can’t do that stuff live. Then, Boss 
came out with the Slicer pedal, and so what I 
do live is lock that to pedal to a MIDI clock, 
and our drummer is on a click track when 
I use it. “Postcards” is one of these songs 
that we’ve been playing live for a year and 
a half, and I knew I was going to use the 
Slicer on the recording, so I put it in the 
send and return of the amp, and, as I said, 
it’s locked to MIDI, and it gates my guitar, 
so we tracked with that effect. There’s also 
quite a bit of DigiTech Whammy on the 
record that was done live.

“Postcards from the Past” also sounds 

a bit like “Rebel Yell.”

Right. We tried to get back to the ini-
tial idea of what I had done on “Rebel 
Yell,” where if there’s going to be a guitar 
solo, try to get some crazy sound effect—
or do something inventive—rather than 
play a blues-based pentatonic solo. With 
Billy coming from the whole 1977 London 
punk scene, those guys weren’t really into 
guitar solos. And if they did a solo, it was 
kind of a Chuck Berry/Steve Jones thing. 
So when we did “Rebel Yell,” we really tried 
to avoid the clichéd solo by doing some-
thing inventive.

Back then, what drove you guys to start 

combining elements of electronic music 

and hard rock?

I met Billy in early 1982, when he had 
just moved to New York, and the initial idea 
was to build on what he had done as part of 
the original punk-rock scene. He had already 
hooked up with his producer Keith Forsey, 
and Keith had done some Georgio Moroder 
and Donna Summers records, so he was in 
the dance-music world. So the three of us 
thought, “Okay, we’ll combine dance ele-
ments with the energy of punk rock, and 
I’ll update the guitar-hero thing.” Oddly 
enough, the link for me was what a lot of 
the early progressive rock guitar players 
were doing—guys like Steve Howe, Steve 
Hackett, and Robert Fripp. They were using 
effects and sounds and creating sound-
scapes, and Fripp was doing Frippertron-
ics by then. We were trying to figure out 
how to do this thing, and one day, Billy 
put on a record by Siouxsie and the Ban-
shees—who I’d never heard before. The 
guitar player in that band was John McKay, 
and he was so inventive. I thought, “This 
is cool,” and a light bulb went off in my 
head. That was a big influence on how I 
tried to use sound effects in a new way. A 
lot of it was trial and error, but that was 
the original concept.

Was it an advantage to be living in New 

York at that time?

Yeah, I think so. The guitar players in 
Los Angeles were so influenced by Eddie 
Van Halen, and they were all trying to sound 
like him. I was as enamored by Eddie as 
anyone, but I didn’t want to sound like 
him. I was still being influenced by all 
these bands that I used to cut high school 
to go see—like Television and the Talking 
Heads—so I definitely had a New York 
slant. I loved Eddie’s sound, though, and, 
to me, the greatest thing about him wasn’t 
all the flash solos or anything, it was his 
rhythm-guitar work. I remember one day 
I was with Billy when Van Halen’s ver-
sion of “Pretty Woman” came on, and he 
went, “That guitar player is incredible.” 
So even Billy Idol thought Eddie’s rhythm 
stuff was great!

There’s a fair amount of acoustic play-

ing on the new album. Was Trevor Horn a 

factor in that?

Every time we do a record, I always 
have my nylon-string guitar with me, and 
I’m always the first one to go, “Hey what 
about some flamenco here?” And usually 

they’ll say, “Hey, save it for your own record 
[laughs].” But I think having Trevor Horn 
producing allowed me to do that, because 
he has worked with Steve Howe, and has 
a real understanding of how to put nylon- 
string on a song. Every time I would play 
my acoustic on something, he would get on 
the studio talkback and go, “That’s lovely.” 
So it was great to be working with some-
one who is open to that.

It sounds like you’re combining steel-

string and nylon-string guitars.

If I’m going to double a guitar left and 
right, I try to avoid using the same sound, 
because they almost mono themselves 
out. Whenever we tracked with Trevor’s 
Martin, we’d also use his Collings 12-string 
to give that kind of shimmer on the other 
side. And then we’d track my Pedro de 
Miguel nylon-string down the center as 
the solo piece. The nylon guitar is almost 
like a human voice. It’s warm and you can 
really annunciate on it. So that’s basically 
the setup we used on “Eyes Wide Shut” 
and the title track. 

How did you develop your flamenco 

chops?

I was frustrated with guitar teachers as 
a kid because, back then, the local guitar 
teacher was always some old fuddy-duddy 
trying to teach me standards and other 
stuff that I didn’t want to learn. So I went 
to a summer camp in Long Island, and the 
guitar teacher there—who was a Roma-
nian gypsy who had actually escaped the 
Nazis in the second world war—was play-
ing flamenco. I didn’t know what it was, 
but I remember the first day he started to 
play for us, and it was like, “What style is 
that?” He explained to me what flamenco 
was, and the guy had so much passion for 
it—I mean, he lived for his guitar—and I 
couldn’t help but be influenced by him. 
I just thought, “I want to be like this guy 
who’s not just teaching kids and waiting 
for his dinner break.” So he taught me 
some flamenco stuff, and, then, when I 
heard Al Di Meola with Paco de Lucia, I 
went, “Oh, so you can play Spanish-style 
guitar with a pick.” I’m certainly not a tra-
ditional flamenco player, but I try to repli-
cate what I hear.

You also use a Godin Acousticaster 

nylon-string live, right?

Yeah, I hooked up with Godin about 
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them, and when Dave would go out on 
tour with Jane’s Addition, I would fill in 
as the main lead guitar player. And that’s 
where I started to really enjoy having Billy 
as a rhythm guitarist. Billy Idol would occa-
sionally come up and guest with us, and, 
one day after we had done the Devil’s Play-
ground album, I said, “I wonder what it 
would sound like if Billy Morrison came in 
and played guitar with us?” You see, some 
of these songs I had been playing for 30 
years. So I was thinking that maybe this 
would be a way for me to reinvent some of 
the guitar parts. I’ll play the parts I never 
got to play live—because the albums had 
so many guitar overdubs—and Billy will 
cover some of the rhythm stuff. I invited 
him down to a rehearsal, and it worked like 
a charm. It made the band sound fuller, and 
he allowed me to play parts that I wasn’t 
burned out on.

What was the leap to having him involved 

in the songwriting for this album? 

As it turned out, Billy Morrison grew 
up in the same town in England that Idol 
did—which is Bromley—and, as a kid, he 
used to sneak in to see Generation X. So 
the two of them were able to bond over 
this home-town thing. Little by little, as 
we started to write, Billy Morrison came 
in as a writer. The three of us co-wrote 
about seven songs on the record—all of 
the ones that were done at my place. We 
were able to bounce ideas off of each other, 
and that really was the songwriting team 
for the record—with the exception of the 
two songs that Greg Kurstin wrote and pro-
duced with Idol. 

The friendship thing is more impor-
tant than anything when you’re writing. 
Billy Idol and I have been together for 33 
years, and we’ve shared so many experi-
ences. As this record was set to coincide 
with his autobiography, there are a lot of 
personal things in there for him. He knew 
that he could trust me to know where he 
was coming from, and he could trust Billy 
Morrison, because he came from the same 
town. The main thing is it was fun. Those 
guys would show up at noon, and we’d sit 
around and have coffee, and the day would 
usually start with Idol saying, “Alright, I’m 
working on this part of the book, and this 
is what I want to write about.” And even 
if it was just like an outline or a theme of 

something, we were able to riff on it. For 
me, it almost felt like scoring a film more 
than songwriting.

Is that different than the way you and 

Idol have previously written songs?

Yeah. We’ve usually started with a guitar 
riff. A lot of times, we’d go on pure adrena-
line, and put the words on afterwards. But, 
in this case, the lyrics were really impor-
tant. Billy was adamant that we leave space 
for the vocals.

Production-wise, this album has a ton 

of depth and texture. Can you talk about 

how you accomplished that kind of sound?

We knew that Trevor Horn makes glo-
rious-sounding records, and that’s what 
we wanted from him. We’d say things like, 
“Make it sound three dimensional—give 
us Trevor Horn!” I mean, Billy and I were 

together when the first Frankie Goes to 
Hollywood record came out—which Trevor 
produced—and we thought it sounded 
incredible. So, this time, it was really find-
ing the right people, and allowing them to 
be themselves more than anything.

How is your live rig configured these 

days?

Jeez, it’s a lot of gear, but I have to rep-
licate a 30-year career. I’m trying to make 
the guitar sounds as faithful to the records 
as possible. Dave Friedman [of Friedman 
Amplification] started putting my guitar 
system together 14 or so years ago, and, 
basically, I have my Friedman SS amp, and 
I also have a John Suhr PT-100 head—the 
Pete Thorn amp—and I switch between the 
two. The PT-100 is used mostly for my super 
clean stuff—“Flesh for Fantasy” and those 
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kinds of things—and then it goes through 
a rack of effects that’s always changing, but 
there are some T.C. Electronic delays and 
an Eventide 7600. A tap is taken off of that, 
and it goes through two power amps that 
drive speakers offstage. So I have one center 
cabinet behind me, and all the effects cabi-
nets are hidden backstage. A mix of that is 
put through two wedge monitors in front 
of me. All of my acoustics and my guitar 
synth come through there, too, so I’m get-
ting a mix of all my guitars in front of me. 

I always say to Dave before we go on 
tour that we really need to simplify this, 
and we try to, but in order to replicate all 
of these sounds—and that includes some 
Generation X stuff—I have to switch from 
very raggedy organic punk guitar to a “Flesh 
for Fantasy” guitar sound five minutes later. 
There’s no way I can get around the need 
for a versatile system.

Do you get down to the micro level 

of tone chasing with guitar cables and 

things like that?

When I’m recording, yes, because it 
does make a difference. There’s a com-
pany called Intex that makes these mili-
tary-grade cables that I brought to England, 
and Trevor Horn flipped out on them. So I 
used those, and Lava Cable has also built 
a bunch of cables for me. Each of them 
sounds a little different, and I find that if 
I have a guitar with single-coils—like my 
Suhr S-type—I’ll use a Lava cable, or even 
a coil-cord, because it will take some of the 
harshness out of the pickups. 

Are all your distortion sounds gener-

ated by the amp?

Yes. It’s all the Friedman. The only time 
I use a distortion pedal is on the breakdown 
in “Rebel Yell.” Everyone always thought 
that the line behind the vocal there was a 
keyboard, but it’s actually guitar. On the 
original recording, it’s just a DI. We strung 
a bunch of fuzz pedals together, and there’s 
also an octave effect from a Boss OC-2. Now 
I have an Electro-Harmonix fuzz pedal that 
goes through a bunch of filters, and I’m 
using a Source Audio Hot Hand to control 
it with my hand. That signal goes into the 
clean channel of the Suhr amp, and that’s 
where I’m trying to get the Robert Fripp 
fuzz sound—at least that’s what I’m hear-
ing that in my head.

Was the intro to “Rebel Yell” originally 

tracked with one guitar?

Yeah. We tracked it with a DI and an 
amp at the same time, because the amp 
sound had the aggression, but it didn’t 
have the precision I was looking for. I got 
that idea for the intro from years of play-
ing Leo Kottke stuff, and it was an after-
thought to use it on that tune. Billy Idol 
and Keith Forsey would always say, “At 
the beginning of a song, we need some-
thing like a flag raised to let everybody 
know the cavalry’s coming [laughs].” So I 
said, “What about this thing?” They both 
went, “Yeah, that’s what we need.” Same 
idea with the harmonic pick scrape at the 
beginning of “White Wedding.” Even the 
heavy guitar that comes in halfway though 
“Eyes Without a Face”—the only reason that 
occurred is we would always leave 16 or 32 
bars in the middle of a song, because we 
knew we were going to do dance remixes 
and stuff. So we cut the tracks longer than 
they needed to be, and then have break-
downs where we’d just go down to a bass 
or some kind of edit. 

In the case of “Eyes Without a Face,” I 
was thinking we had this ballad, but it can’t 
just be a ballad—this is a Billy Idol song. 
So if I remember correctly, I asked them 
to leave me in the studio for a couple of 
hours to see what I could come up with to 
get some electric guitar in the middle part. 
We knew it wouldn’t fit anywhere else in 
the song, but when we pulled the acoustics, 
out it totally changed the picture. Those 
guys came back, and they went, “Wow, we 
don’t know why, but it works.” Then, Billy 
ended up doing that whole rap thing in the 
middle, and it became one of those light 
and shade things where we both kind of 
shift into another gear.

What sort of influence did the Beatles 

and Queen have on you?

I think it was their ability to branch 
out, and not be afraid to move their musi-
cal horizons further. If you listen to the 
progression from Queen’s first record to 
“Bohemian Rhapsody,” it’s almost like 
how the Beatles progressed. That’s what 
gave us the courage to try things like “Eyes 
Without a Face” and “Flesh for Fantasy.” 
If someone would have told Billy in 1977, 
that his music would sound like that five 
years later, he would have said, “You’re 
crazy!” But you progress as a musician, 

and you try new things. 
What the best thing about playing 

guitar for you?

I always tell people, “Nothing bad ever 
came out of playing guitar.” The business 
side of things can get mucked up some-
times, but the guitar has only brought joy 
to my life. I’m still one of those knuckle-
heads who loves getting a new guitar. You 
open the case and it smells incredible. It’s 
still exciting, and I feel the same way about 
it as I did when I was a kid. I don’t know 
why that is. I’ve talked to other guitarists 
who’ve had long-term careers, and some 
are burned out on it. It becomes the busi-
ness that pays the mortgage and this and 
that, but it has never been that way for me. 
It has always been the love of the instru-
ment. I’m really blessed that way.

Do you still get inspired making records 

with Billy Idol?

I’ve worked with so many incredible 
singers over the course of my career, and 
Billy is certainly the one who makes the 
hair on the back of my neck stand up. I 
know that a lot of it has to do with our 
shared history and all that, but the guy is 
just a great singer and he has gotten better. 
When we’re on the tour bus, and he breaks 
into an Elvis song, it’s like, “Oh my god, if 
people could hear this!” I will also say that 
having a musical partner for 33 years, and 
starting my career with the guy I’m still 
working with is like—well, how do you 
suddenly turn and see your brother or your 
sister, and not feel how much you appre-
ciate them? There’s something to be said 
for that, and how we we’ve been able to 
make it work and continue to make music 
that we like. So few bands have that going 
on, and even when they do, it’s like they 
don’t travel together. One guy has a dress-
ing room down the hall from the other 
guys, and they only see each other onstage. 

That’s not the case with Idol, because 
from the very beginning, he wanted to be 
part of the band. It’s a punk rock thing. 
He loves getting in and rehearsing with 
us, and joking and hanging out with his 
band. Sure, Billy Idol’s name is on there, 
but its not done out of sheer ego. Everyone 
in the band just has so much respect for 
the guy, and we really enjoy being onstage 
with him. You never know what the hell is 
going to happen!   g
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of the lyrics of the album are a bit reflective, 
because I was writing my autobiography at 
the same time we were making this record. 
So the book rubbed off on the songs, and the 
writing of the songs rubbed off on the book.”

Was the songwriting process different from 

how you’ve written tunes in the past? 
Yes. A couple of years ago, we started to 

work on this album as this triumvirate of writ-
ers—me, Steve Stevens, and Billy Morrison. 
We would get together at Steve’s apartment 
in Hollywood, where he can make high-class 
demos. The thing is that, sometimes, even if 
I started a song off on the guitar, Steve would 
go straight to the keyboard, and, for some 
reason or other, it started to give us much 
more of a flowing, cinematic, widescreen kind 
of sound. We not only wrote songs freeform 
and just between us like a little group, but 
we also arranged them on the technological 
grid, as we’ve done in the past. So we were 
using a combination of old-school methods 
and modern-recording technology—which is 
a standard element in all Billy Idol records. 
There’s a techno side to this album, and I 
think it’s realized in the best way possible, 
because everything is working together, and 
it doesn’t sound like things were just added 
on. I guess what I’m trying to get at is that 
we got the rock and roll working really well 
with the technology on this record.

What was the lineup when you started 

recording in England with Trevor Horn?

We did maybe half the album organically 
as a group with Trevor on bass, Ash Soan on 
drums, Steve on guitar, Billy Morrison on 
guitar, and me singing. Then, a number of 
the other songs—say, “Eyes Wide Shut” and 
“One Breath Away”—were done very much 
on a technological grid. So we kind of got 
the best of both worlds, and that was key 
to recording at SARM studios in London—
which is like a return to my former stomp-
ing grounds. It’s very near Portobello Road, 
and that’s where Chelsea and Generation X 
first started rehearsing some 38 years ago. 

Is that what attracted you to SARM in 

the first place?

Well, it’s the studio where Bob Marley 
recorded Exodus. He actually lived above the 
studio—which used to be an old church. A 
bunch of big ’70s records were made there—
including “Stairway to Heaven”—and in the 
1980s, Frankie Goes to Hollywood and the 
Seal records were done at that studio. So it 
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has a lot of musical history, and it was fan-
tastic to be in a place that has all the record-
ing options you could possibly ever dream 
of—not to mention Trevor Horn’s team. One 
of the payoffs for me was when Steve said, 
“Billy, I’ve had the best recording experience 
I’ve ever had.” Just hearing him say that—
well, this album is already successful! 

What do you attribute to being able to 

work together for so many years?

Steve is such a great guy and a great 
guitarist, and he works so hard at what he 
does. He can give me any texture I want. If 
I’m feeling in a flamenco mood, he can do 
it. Or if I’m feeling in a hard rock or punk-
rock mood, he can do that. He never stops 
improving, and he doesn’t leave things to 
chance. I’ve seen him with soldering iron 
and screwdriver in hand, and he’s taking 
the panels off his equipment and working 
on it. I know he has a tech that does a lot of 
that, but I’ve seen Steve get in there doing 
it himself. He’s just an incredible compa-
dre to have in the musical world, and it has 
been wonderful all these years watching him 
create the Steve Stevens sound that we know 
and love. The only person wilder than him 
is Tom Morello [laughs]. 

Back in the day, how much did your guitar 

ideas steer Generation X?

Tony James used to write most of the 
lyrics, and I came up with the music. So I was 
singing the songs, but I was very connected 
to my guitar, as well. Obviously, Tony and I 
would talk about the songs and go through 
them together, but the guitar and my voice 
were very much linked together, and that 
has carried on ever since.

A lot of guitar players cycled through that 

band. Did you have any particular favorites?

John McGeoch was an incredible gui-
tarist, and it’s sad to think he has passed 
away. He really helped to bring that third 
Gen X album to life. He wasn’t on “Danc-
ing with Myself”— Steve Jones played on 
that one—but he was on most of the rest 
of the album. I’ve got to say that Bob Der-
wood Andrews—the main guitar player in 
the early Generation X—was incredible, too. 
I’ve always had a great guitar player as a foil. 
I’ve never worked with a crummy producer, 
either. They’ve always been really top level 
throughout my whole career, going back to 
Phil Weyman from the very first Generation 
X albums to Ian Hunter [who produced Gen-
erations X’s second album Valley of the Dolls] 

to Martin Rushent, and on with Keith Forsey, 
and, now, Trevor Horn.

What made you want to go for a solo 

career?

I loved the energy and the aggression of 
Generation X, but we had a very roller-coaster 
kind of sound. We had a drummer who really 
loved Keith Moon, and he was very much 
throwing in that kind of thing and breaking 
up the groove. So I just started to feel as we 
got near the ’80s that we shouldn’t be break-
ing up the groove so much. So that’s very 
much what I did in my solo career. I got rid 
of the roller-coaster fills, and I streamlined 
the music. I wanted keep the punk kind of 
energy, speed, and aggression, but I wanted 
to hone it and make a little more sexual. If 
it was going to be Billy Idol solo music, I 
wanted it to reflect me personally—espe-
cially given that I was just as much influ-
enced by techno as by rock and roll.

Where did your techno side come from? 

That’s just England for you. We grew up 
very much listening to rock and roll, but there 
was a lot of techno coming out of Germany 
with groups like Kraftwerke and Neu. We 
basically designed “Dancing with Myself” 
thinking of it as the new way to go. It kind 
of broke the group up, really, as two of the 
members didn’t quite get it. And I totally 
understand that. If you don’t want to make 
the music, you don’t! But I really wanted to 
carry on like that, and, in the end, it’s what 
led me into my solo career. I was able to 
follow it onward by writing “White Wed-
ding,” and then with Steve Stevens, writ-
ing “Rebel Yell,” “Eyes Without a Face,” 
and “Prodigal Blues.” We kept pushing the 
boundaries of how the formula had started 
out, and we’ve continued that with the new 
record. Some of the songs have a touch of 
what we’ve done before—like “Can’t Break 
Me Down” and “Postcards from the Past”—
but with “One Breath Away,” “Eyes Wide 
Shut,” and “Kings and Queens of the Under-
ground,” we’re pushing the formula from 
what you’re used to hearing. It was one hell 
of a fun thing to do with this record.

Was it your idea to have more orches-

tration?

It was Trevor Horn’s idea to put strings 
on the album. In the past, we’ve used a lot 
of keyboard pads to achieve a similar effect, 
but it’s very beautiful to hear the organic 
nature of the strings. They’re sampled strings, 
but they’re great samples of an incredible 
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orchestra, and it made it more affordable for 
us to have something like that on the record. 
I think it brought out the anthemic qualities 
of “Love and Glory,” “Eyes Wide Shut,” and 
the title track, and it helped add this sense 
of dimension we haven’t had before. 

How much do you get involved in the 

mixing process?

We really do listen to a lot of mixes, but 
the ones that Trevor and his team did were so 
great that we didn’t have to question them. 
Right from day one, the mixes we got were 
virtually finished mixes. We never left things 
to fix in the mix, so we were always work-
ing with the finished product in a way. The 
touches that Trevor and his team put into 
the mixing were very subtle, but very deep. 
There’s an aural depth in this record, and if 
I play it on big speakers I hear one element 
of the album. If I play it on mid-level speak-
ers—like the Churchill sound system on my 
computer—I hear something else. If I play it 
on my iPad, I hear something different. So I 

think the depth of Trevor’s mixing is really 
high class. I was just so knocked out, and 
there was none of this sending it back to 
ask for bit more of this or bit more of that. 
It was all there. 

Have you always been attracted to the 

sound of British recordings?

Very much so. I know the depth of the 
aural picture that the Beatles achieved 
with [EMI engineer] Geoff Emerick, and 
it was the same with Pink Floyd and Led 
Zeppelin records. Trevor Horn is coming 
from that era—he was young and playing 
during that time—so there are touchstones 
in this album that reach across the span 
of rock and roll. 

Kudos to you for putting the resources in 

place to make King and Queens of the Under-

ground more of an audiophile listening expe-

rience than you normally get these days. 

Well, it’s still great to try and get this kind 
of depth, because there are so many more 
people now going back to vinyl records—or 

going out their way to get the CD, so they 
can hear the music unadulterated and not 
distorted by streaming. I know it’s how 
people listen to music now, but iTunes just 
destroys the depth of the aural picture. 
There will actually be a vinyl release of the 
album coming out. We were just pressing 
it, in fact, but there was some surface noise 
on side one, so we’re re-pressing it. I think 
it’s a very essential part of making records 
that you have these different ways of listen-
ing to them. The person who wants to listen 
to it on vinyl or CD should have that, and if 
they want to stream it, and don’t really care 
how it sounds, well, more power to ’em. We 
came from a time when analog music was 
at its highest, and then we’ve had to put up 
with the changes of transistorization and 
digitalization. And, of course, we’ve gotten 
further away from the best-sounding music. 
It will come right, eventually, but it’s good 
to hold onto what you initially loved about 
those classic albums. g
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Rize guys (from left)—Pete Wernick, Nick Forster, Tim O’Brien, and Bryan Sutton.
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B R Y A N  S U T T O N ’ S  P O W E R - P A C K E D  F L A T P I C K I N G , 

silky-smooth mechanics, and profound tone have earned him eight 
Guitar Player of the Year awards from the International Bluegrass 

Music Association—including the 2014 honors. Sutton’s blue chip 

pedigree dates back to a three-year tenure with Ricky Skaggs’ 

Kentucky Thunder that began in 1995. That led to a progressively 

creative string of solo efforts that thread through to this year’s 

Into My Own [Sugar Hill], and an endless list of high-profile col-

laborations, including a recent resurgence of the band Hot Rize. 

The quartet was founded in ’78 and reigned the newgrass 

scene at the time of its breakup in 1990. Hot Rize did scattered 

reunion gigs until original guitarist Charles Sawtelle passed in 

1999. Sutton entered the fold in 2002, and has been the band’s 

guitarist when it reformulates to play gigs ever since. When Hot 

Rize gathered this year at electric bassist Nick Forster’s base-

ment studio in Boulder, Colorado, it took under a week to knock 

out their first new studio record in nearly a quarter century.

When I’m Free [Thirty Tigers] showcases Tim O’Brien’s majestic 

mandolin and Pete Wernick’s banjo prowess. The instrumental 

barn-blazer “Sky Rider” provides the perfect platform for Sut-

ton’s rapid-fire flatpicking. Sutton’s “I Am the Road” exemplifies 

his mastery of a dreadnought’s low-end capabilities. Hot Rize 



70  G U I TA R P L AY E R . C O M / J A N U A R Y  2 0 1 5   

BRYAN SUTTON

makes songs by Mark Knopfler and Los 

Lobos sound well suited in bluegrass apparel.

Sutton’s songwriting, vocals, and, of 

course, his dreadnought take center stage 

on Into My Own. Sutton’s fourth solo studio 

effort features notable contributions from 

mando maestros Sam Bush and Ronnie 

McCoury, as well as guitarist Bill Frisell, 

who lends his swinging electric to the jazzy 

Sutton composition, “Frisell’s Rag.”

Sutton was on the road with Hot Rize 

when GP caught up with him at the Hardly 

Strictly Bluegrass Festival in San Francis-

co’s Golden Gate Park. 

What makes this the right time for a Hot 

Rize record? 

We’ve seen a bluegrass renaissance 

during the past few years as it branches 

into the Americana and jamband scenes, 

affecting the crowds of acts such as String 

Cheese Incident, Yonder Mountain String 

Band, Leftover Salmon, Old Crow Medicine 

Show, and Mumford & Sons. Hot Rize influ-

enced most of those musicians. It finally 

got to a point where the Hot Rize guys 

felt like we should help people remember 

what this music is about, why longtime 

fans are still listening to Hot Rize songs, 

and supply something to newer fans. It’s 

great that Phish does a cover version of 

“Nellie Kane,” but it’s also important that 

people hear Tim O’Brien sing it and know 

it’s his song.

How did you wind up getting the gig in 

the first place? 

I’m not sure. I was just honored to get 

that call. I was a big Hot Rize fan as a kid. 

The band I was in played four or five Hot 

Rize tunes. I saw them at one of the very 

first bluegrass festivals I ever went to, and 

their show was amazing. It was a pretty 

easy step when I eventually got the call 

because I already knew all the songs. 

Did you know Charles Sawtelle? 

When I was first on the pro bluegrass 

scene with Ricky Skaggs, Charles was start-

ing to get really sick. Sometimes I would see 

him at a festival, but he would be in and out. 

I never really got to be around him much.

Can you provide some insights on his 

guitar style? 

Charles continues to be one of the most 

recognizable bluegrass guitar players. In 

his era, Tony Rice was wowing people with 

his facility, very muscular power, incredible 

note choices, and amazing rhythmic prow-

ess. But Charles was a minimalist. Charles 

could make one note hugely dynamic. He 

would often lay back in the mix of the band, 

and then bring very powerful bass runs. 

Bluegrass rhythm is defined by how you 

walk into specific chords. It dates back to 

the early string band tradition when there 

was no bass, so the guitar’s low end was 

the big rhythmic information leading the 

band into the next chord. Charles milked 

those extremely well-placed and incredible-

sounding low notes for all they were worth.

Do you have insights on his instrument, 

and how his Hot Rize tone informs yours? 

The D-28 herringbone Martin—a “pre-

war” one made between 1935 and 1945—is 

the bluegrass guitar, and Charles played a 

1937 D-28. I’ve been able to use his guitar 

a lot over the past 12 years.

What’s it like? 

The low notes on guitars made during 

that golden era of guitar building are really 

quick—not spongy. It makes sense that early 

bluegrass guitarists favored them. They were 

loud, and the low end punched through. It 

didn’t get lost in the mix of banjos and fid-

dles. There was often only one mic—some-

times no mic—and no monitors. So you 

needed a guitar that projected and had 

a certain definition in the low end. Those 

Martin D-28s do that, and Charles’ guitar is 

a standout for that particular sound. 

How does its construction contribute to 

its standout tone? 

It’s the quintessential approach: Bra-

zilian rosewood back and sides with a red 

spruce top.

Is red spruce the same as Adirondack? 

Yes. And it’s got Martin’s forward X brac-

ing. The theory is that having the X a little 

closer to the soundhole allowed a little more 

of the top’s surface area to be active around 

the bridge plate, and yield more potential 

resonance for the whole thing. When Martin 

moved the X back later, it made the guitar 

sound a little tighter. The forward X is part 

of what signifies the ’30s era. 

They used a wider neck too. Just having 

a bigger neck that’s not necessarily heavier 

seems to help create an acoustic mecha-

nism. From the headstock to the lower bout, 

the whole thing moves a lot as you play—

the guitar is really working for you. When 

you play the right bluegrass guitar it feels 

sort of like a race car. You have everything 

you need, but there’s always an extra gear 

of volume that you don’t have to use. Many 

bluegrassers think they’ve got to play hard 

all the time in order to be heard. When you 

guitarplayer.com/january2015

> Watch video of Bryan 

Sutton burning with Hot Rize 

on “Sky Rider.”
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have the right instrument in your hands—

like Charles’ guitar—you don’t feel like you 

have to play hard. 

How do strings and picks factor into 

that equation? 

Like Charles and most bluegrass play-

ers, I use medium-gauge phosphor bronze 

strings. I’ve found D’Addario EJ17s to be 

real consistent over the years. I usually use 

a thick pick. 1.2mm to 1.5mm is my per-

sonal preference, and I go back and forth 

on brands. BlueChip and Wegen make 

prime picks. Most picks used in bluegrass 

are trying to replicate the sound of actual 

tortoise shell, which is strong and light. 

Did you use Charles’ guitar on the new 

Hot Rize record? 

I was playing a 1948 D-28 a lot at the 

time, and I used that for the majority of 

the record, but Charles’ guitar is on two 

cuts. One is an old cover called “A Cow-

boy’s Life,” and the other is gospel-influ-

enced song I wrote called “I Am the Road.” 

I actually had Charles’ guitar in my hands 

when I came up with that little melody, and 

it just seemed like the music came out of 

the guitar. There’s no bass on either of those 

recordings. “I Am the Road” is just vocals, 

mandolin, and guitar. I really tried to milk 

a lot out of the low E string on that one.

It sounds especially deep. Did you detune 

for “I Am the Road?” 

No. It’s based around an open-ish B 
power chord in standard, and I hope I don’t 

hit the open E strings until we get to the E 
chord [laughs]. I utilize the F#min11 option 

you can get out of that position as well.

Do you always stick to standard tuning? 

I hardly ever do anything altered. Some-

times I’ll do something such as throwing 

the E strings down to D for effect, but I’m 

primarily a standard tuning guy.

How do you achieve the chiming open 

strings in the key of F on “Blue Is Fallin’?” 

I use a McKinney-Elliot capo on the 

first fret, so I’m basically playing in E. It’s 

a bluesy song, so I do a lot of E power 

chords where there’s no thirds—just roots 

and fifths. I like that sound, especially with 

the first and second strings ringing.

You really fly on tunes such as Hot Rize’s 

“Sky Rider” or “Cricket on the Hearth” from 

your new CD. What adjustments do you make 

for the jump to hyperspace? 

A lot of my recent discoveries are about 

learning to relax at faster tempos. My goal is 

to allow my mechanics to settle into some 

kind of repeated movement. I think about 

gears, and about an engine that actually 

works efficiently at faster tempos. If I can 

settle at a faster tempo and be aware of 

what that feels like—as opposed to push-

ing into that tempo and trying to force that 

to happen—I’m better off. It’s a tricky little 

mental trust game, but it works. 

There’s always a struggle in bluegrass 

with volume as well. Playing faster doesn’t 

mean you have to play louder. It’s similar to 

a golfer who thinks he has to swing harder 



“M
y Fluence pickups sound amazing. I haven’t 

changed pickups in 30 years on my favorite HSS 

Strats, but then I heard Fluence. Powerful, dynamic, 

and with dual voices for vintage and modern sounds, 

Fluence does it all for me and my tone.”

– Gary Hoey - Recording artist, producer

“W
OW

! I am blown away by these pickups. 100% 

quiet and 100% pure Stratocaster tone. The clarity 

is to die for and there in none of that spikiness that 

I normally try to dial out. Very dynamic, like steroids 

for a Stratocaster. These have become my ‘go to’ 

pickups for a Stratocaster.” 

– Elwood Francis - Guitar tech for Billy Gibbons

“Fishman Fluence ® is a whole new world for electric 

guitar pickups. The crispness and clarity is incredible, 

unlike anything I’ve experienced before. It feels like 

the guitar plays itself!” 

 – Ryan M
endez, Yellowcard

®

The 1st Real Advancement In Pickup System Design In Over 80 Years. 

EVERYTHING  

YOU HEAR  

IS TRUE
TM
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BRYAN SUTTON

to make the ball go farther when it’s really 

about a relaxed, bigger technique. You have 

to ward off all natural human tendencies 

that go against fast, fluid flatpicking. I try 

to use bigger muscles and reduce tension 

by not forcing things. Tension comes from 

closing off or preventing bigger muscles 

from working, and trying to make smaller 

muscles do the work. Examples include 

gripping the pick too hard, tightening the 

wrist, and playing exclusively from the wrist. 

Take a look at the good metal shredders 

that are really powerful and smooth. You 

see very fluid guitar mechanics. It goes 

by so fast that you often don’t see much 

movement at all.

James Nash of the Waybacks noticed 

that about your flatpicking. He observed 

that your hand and fingers look similar to 

fingerstyle rest strokes, and wondered if 

you have any classical influence in the way 

you use a pick.  

It’s based on the same principle as 

classical rest strokes with the fingertips 

basically up instead of down. The general 

hand position is real similar because I believe 

that there’s an advantage to having your 

wrist farther off the bridge. I don’t mean at 

some unnatural angle. But when the wrist 

is off the bridge, it’s freer to move natu-

rally at the hinge of the wrist—up and down 

and in rotation. You get a lot of accuracy 

and power out of that rotation because 

you’re playing back into the strings. I actu-

ally apply more classical technique to the 

fretting hand and arm. I try to have all the 

fingers readily available, and think more 

about arm technique than finger technique. 

A lot of bluegrassers have an unre-

fined way of approaching the neck—they 

grab it like a baseball bat. That prevents 

the pinky from being in a good position. 

If your fingers are out of position when 

you’re playing fast, then you’re going to 

be fighting tempo with your pick. That’s 

one of the big pitfalls I see in practicing 

bluegrass guitar players—their hands are 

out of sync. There’s a lot of tension in the 

picking hand, the fretting hand is out of 

position, and they’re sort of fighting them-

selves all the time. 

You seem to use the weight of your 

hands and arm more effectively than most— 

gravity instead of muscles. How did you 

come to play that way? 

I was put in the professional position of 

having to sort of put up or shut up. When 

I got with the Skaggs band I was coming 

out of a spell when I hadn’t been flatpick-

ing a lot. I had to get it together pretty 

quickly, and I was also fighting some pain-

ful tendinitis. It led to me figure a better 

way. I got into deeper mechanical con-

cepts about how to play bluegrass guitar 

more effectively and efficiently. It doesn’t 

always work, but I’ve become very aware. 

I feel and listen for any tension, get set-

tled, and try to make sure both hands are 

working for me. g

ACCESSORIES FOR
YOUR NECCESSORIES.

CAPOS. CARE KITS. STRAPS. STRINGS. 

www.kysermusical.com

100% MADE IN THE USA

CONNECT WITH US
KYSER® MUSICAL PRODUCTS



Lyle Lovett
and Collings Guitars

Serious Guitars | www.CollingsGuitars.com | (512) 288-7770 

Lyle Lovett and his 1992 C
ollings CJ41 A
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REVIEW

S M A L L - B O D I E D ,  T R A V E L - R E A D Y 

acoustics are no-brainers for wandering 

guitarists and songwriters. But just because 

a guitar is mobile doesn’t mean it’s inde-

structible, and trekking into the wild like 

flower-child-era Donovan—with only a 

naked flat-top hung around your neck—

could court disaster. That is, if your acous-

tic guitar of choice is made out of wood.

The Composite Acoustics Cargo, how-

ever, is fashioned from carbon materials 

and polymers—including a one-piece 

neck and body—that are as tough as an 

Abrams tank. You could play the Cargo 

in a full downpour (if you’re one of those 

crazy, singing-in-the-rain types), bang it 

around in buses or the overhead com-

partments of airplanes, kick it across a 

hockey rink, or even turn it backside and 

smack a few softballs into the outfield. I’m 

not joking. I brutalized the Cargo during 

testing. Whenever I took the guitar any-

where, I never put it in a case or padded 

gig bag. I knocked it from my SUV onto 

the streets of San Francisco. I tossed it 

rudely into every car and closet, and onto 

every floor, chair, and table. I dropped it 

on its headstock from a height of about 

five feet—ten times! While I may have 

introduced a few scuffs to the Cargo’s 

shiny black finish, it never cracked, split, 

snapped, or betrayed any signs of serious 

damage (even to the tuning pegs). If the 

tuning got a bit sour after a torture test, I 

simply retuned and played as if the Cargo 

had been nestled safely in a case. In fact, 

tuning integrity and intonation appeared 

fine. I didn’t have to continuously tweak 

the tuning to keep the guitar in pitch after 

it was knocked around.

Although the Cargo has the grit of a 

Navy Seal when out in the cruel world, 

it becomes like a warm, happy puppy 

when you play it. It’s a light guitar, and 

the body contours melt comfortably into 

COMPOSITE ACOUSTICS CARGO
TESTED BY MICHAEL MOLENDA
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your playing position—whether you are 

sitting or standing. It just feels so right 

that playing it becomes almost an out-

of-body experience. No impediments. No 

discomfort. The neck invites chording, fin-

gerpicking, and flat-picking, and all with 

the greatest of ease. The only ergonomic 

bummer is reaching somewhat awkwardly 

into the soundhole to detach the pickup 

system’s battery pouch from its tightly 

Velcro-ed seal. Happily, you won’t need 

to change the battery for hundreds of 

hours of use.

Close your eyes, and the Cargo tones 

are nothing like what you might envision 

a non-wood acoustic guitar to sound like. 

There’s a smooth warmth to the midrange 

that retains articulation for sounding out 

notes, but never gets bright or thin. By 

comparison, I’ve definitely played some 

full-sized, lovely looking all-wood acous-

tics that sounded rather shrill and clang-y. 

The high-midrange frequencies breathe 

nicely, but you don’t get a lot of air or 

shimmer. Strum aggressively, and some 

compression is audible, but, for the most 

part, the Cargo speaks clearly and ele-

gantly across its low-midrange to high-

midrange spectrum. 

The Cargo was one of those guitars 

that the entire GP staff constantly picked 

up and loved playing. It’s on the expen-

sive side if you’re looking solely for a 

mini-traveling chum, but mobility isn’t 

the whole story here. I see the Cargo as a 

comfy, easy-playing guitar that produces 

fabulous tones in both live and recording-

studio situations that also happens to be a 

small-bodied acoustic. That’s an all-around 

“win” in my book.  g 

Cargo
CONTACT  caguitars.com

PRICE  $1,099 street (carbon burst)

NUT WIDTH  1 11/16”

NECK  Carbon fiber

FRETBOARD  Proprietary reinforced polymer, 22.75” scale

FRETS  21 medium jumbo

TUNERS  Gotoh, 18:1 ratio

BODY  Proprietary carbon composite

BRIDGE  Proprietary carbon composite

WEIGHT  4.16 lbs

FACTORY STRINGS  Elixir Nanoweb, .012-.053

PICKUP  L.R. Baggs Active Element System

BUILT  U.S.A.

KUDOS  Tough as nails. Easy to play. Warm, yet articulate sound.   

CONCERNS  Battery somewhat hard to get to.
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GEAR INTEL

QUICK GUIDE TO SIGNATURE ACOUSTICS
SELECTED BY THE GP  STAFF

Gretsch
G9520 Jim Dandy Flat Top
Bronze burst flat-top made of select 

guitar woods and fully lined and 

braced. The G9520 offers warm and 

pleasing tones, with a comfortable 

24" scale. 

$239 retail
gretschguitars.com

It’s always a blast to hold the similar model of guitar played by 

one of your heroes. Of course, neither the wood nor the frets 

are magic talismans that radiate his or her talent into your fin-

gers, but playing such guitars is often good enough to feel the 

same mojo, and perhaps do a bit of surreptitious hero worship. 

Signature instruments take that experience one huge step fur-

ther by involving the artist’s direction and/or preferences into a 

production guitar. In some cases, you may get the same setup 

and materials found on a musician’s prized acoustic. Other sig-

nature models might simply impart the joy of a beloved instru-

ment—such as Taylor Swift’s memory of writing songs on a 

Baby Taylor. Whatever the case, wielding a signature model is 

a great way to pay homage to a player who inspired you.  

–Michael Molenda

Carvin
Craig Chaquico Signature 
CC275
Thinline, chambered mahogany body 

and neck. 4A flame maple top, 25" 

scale length. LR Baggs ribbon acous-

tic pickup. Available from Carvin’s 

USA Custom Shop.

$1,269 retail
carvin.com

Fender
Tom Petty Kingman
AA Sitka spruce top, mahogany back and sides, maple neck, 

Indian rosewood fretboard, and a Fishman VT-2 pickup/preamp 

system. Black hardshell case included. 

$5,500 retail
fender.com

PRS Guitars
Private Stock Alex Lifeson Thinline
Select European bearclaw spruce top. Koa back and sides. 25.25" 

scale length. Peruvian mahogany wide neck. Ebony fretboard 

and bridge. MOP/Paua “Birds in Flight” inlay and headstock 

eagle. L.R. Baggs Lyric pickup system. Ameritage hardshell case.

$8,999 retail
prsguitars.com
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Oscar Schmidt
Ukulele Mike Signature 
Model OUUM200K
Tenor 4-string ukulele. Solid cedar top. 

Mahogany back and sides. Includes 

a hardshell case and a limited life-

time warranty.

$599 retail
oscarschmidt.com Gibson

Donovan 1965 J-45
Sitka spruce top, mahogany back and sides, ’60s-style radiused 

body, mahogany neck, rosewood fretboard, L.R. Baggs Lyric 

pickup.

$3,049 street
gibson.com

Taylor
Taylor Swift Baby Taylor
Sitka spruce top, sapele laminate back and sides, tropical Amer-

ican mahogany neck, ebony fretboard.

$299 street
taylorguitars.com

Takamine
JJ325SRC John Jorgenson 
Signature
Sitka spruce top, bubinga back and 

sides, mahogany neck, rosewood fret-

board, CT4B II preamp/tuner system, 

Palathetic under-saddle pickup.

$1,649 street
takamine.com

Dean
Michael Schenker Performer
Spruce top, mahogany back and sides, mahogany neck, rose-

wood fretboard, custom Dean electronics.

$369 street
deanguitars.com

Washburn
Forrest Lee Bender
Forrest Lee B-bender system, solid 

cedar top, rosewood back and sides, 

mahogany neck, rosewood fretboard, 

Fishman Isys+ preamp/tuner.

$799 street
washburn.com
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VINTAGE EXCERPT  From the original Frets, October 1982
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Under Investigation

Nile Rodgers

“ T H E  H I T M A K E R ”

Many of Rodgers’ chart-toppers were recorded with a well-worn, one-
of-a-kind white 1980 Fender Stratocaster retrofitted with a 1959 maple 
neck. Appropriately nicknamed “The Hitmaker,” Rodgers acquired the 
guitar from a small shop in Miami, Florida, after Chic bassist and part-
ner Bernard Edwards urged him to trade in his Gibson Barney Kessel 
at a time when Rodgers was transitioning genres. The guitar, which 
Rodgers claims sounds like no other Strat (though the Fender Custom 
Shop began offering a limited-edition Nile Rodgers Hitmaker Strato-
caster in 2014), was pivotal in the almost overnight development of his 
now-signature funky style. Immediately after acquiring the Hitmaker, 
Rodgers immersed himself in the art of funk rhythm guitar, which he 

learned from Edwards, who called it “chucking.” Within a few days, 
he had the technique down pat. According to Rodgers, Edwards, who 
originally played guitar, showed him how to keep a steady stream of 
alternate-picked sixteenth-notes flowing with his right hand while 
accenting single-notes or chords with his left hand. This is achieved 
by applying left-hand pressure to sound notes or chords, or by par-
tially releasing pressure to create muted string “chucks.”

“ L E  F R E A K ”

Atlantic Records’ only triple-platinum single, “Le Freak” was the song 
that put Chic on the map, both as artists and as an organization. It’s 
also one of many textbook examples of fragmented “chucking” and a 

BY JESSE GRESS

Lessons

FROM CHIC, SISTER SLEDGE, DIANA ROSS, DAVID BOWIE, DURAN DURAN, MADONNA, AND INXS TO DAFT PUNK, PHARRELL 

Williams, Avicii, Disclosure, and Sam Smith, international superstar Nile Rodgers’ list of credits as a producer, composer, arranger, and 
guitarist reads like a virtual Who’s Who of four decades of dance music and funk.

Rodgers began his extraordinary career as a successful session guitarist in his hometown of New York City. Though not a jazz gui-
tarist per se, working in the studios required a heightened awareness of harmony, which Rodgers embraced. His advanced knowledge 
of jazz chord inversions gave Rodgers a significant harmonic edge over many of his R&B counterparts, and he soon became one of the 
most in-demand rhythm guitar players and producers in pop music.

You can also count Rodgers among the handful of guitarists who rely on only a clean amp tone—no pedals (except for the occasional 
delay), boosters, or overdrives—with all tonal variants emanating from the guitar itself and, of course, the hands of a master funka-
teer. Join me as we investigate some of Earth’s mightiest guitar grooves courtesy of the man and the instrument that created them.
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great example of how to create an infectious 
funk figure out of essentially one chord. Ex. 1 
illustrates Rodgers’ main two-bar intro and 
verse rhythm figure.

Dial in a sparkly-clean Strat tone, clamp 
into fifth position, and lock into the tempo 
by strumming four sixteenth-notes per beat 
on muted strings. This produces down-picked 
eighth-notes with up-picked sixteenths 
between each one, a strategy we’ll continue 
to employ (but not notate) throughout this 
lesson. The parenthesized pick notations in 

Ex. 1 are silent “follow through” strokes that 
allow you to maintain the sixteenth-note 
groove during eighth-notes and rests. We 
begin with an eighth-note pickup followed 
on beat one of bar 2 by an eighth and two 
sixteenths, all using a first-inversion Am voic-
ing on the top three strings. (Note the stac-
cato phrasing on those eighths.) Beat two 
begins with an eighth rest “played” silently 
and ends with a down-picked double-stop 
(C-over-G) and single-note, b7-to-root ham-
mer-on. This Hendrix-y move functions as a 

pickup to the b3, root, and b7 that make up 
the single-note lick during beats three and 
four. Rodgers suspends the Am chord and 
implies D/A in the first half of bar 2, and 
then completes the measure using the exact 
same rhythm motif to re-establish Am. Note 
the muted “chucks” on the and of beats one 
and three. Granted, all this jumping around 
between single notes and different string 
groups requires a lot more accuracy than 
simply playing full chords. Want something 
a little easier?  



Lessons
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“ G O O D  T I M E S ”

This 1979 #1 hit for Chic is a much more 
straight-ahead affair that reveals Rodgers’ 
command of sophisticated chord voicings. 
His four-bar “Good Times”’ rhythm figure, 
transcribed in Ex. 2a, utilizes four full-chord 
shapes and identical rhythms in bars 1 and 
3, and 2 and 4, respectively. Check it out: 
Bar 1 contains three staccato Em7 hits on 
beats one, two, and three with a pair of 
muted sixteenth-note “chucks” starting on 
the and of each beat, followed by downbeat 
“chuck” and a fourth Em7 hit syncopated on 
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NILE RODGERS

Ex. 2a
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the second sixteenth (the “e”) of beat four. 
Bar 2 shifts to Bm7/E (a.k.a. E7sus4) for four 
beats of staccato eighths without any chucks 
until the last two sixteenths. The A9sus4/E 
in bar 3 utilizes the same rhythmic hits and 
misses as bar 1, while the jazzy A13 in bar 
4 shares its motif with bar 2. The grids in 
Ex. 2b offer ways to embellish the Em7 and 
Asus9/E voicings with additional motion 
within each chord. Try hammering-on to 
or pulling-off from the notes in parentheti-
cal dot markers. You can also substitute the 
A7sus4 for A9sus4/E. (Fact: “Good Times” 

helped foment the hip hop movement in 
1980 when bass and string parts sampled 
from it were interpolated on the first multi-
platinum hip hop single, “Rapper’s Delight” 
by the Sugarhill Gang.)

“ C H I C  C H E E R ”

 The aptly-named “Chic Cheer” provides 
a perfect example of one of Rodgers’ infa-
mous single-note funk figures. Ex. 3 depicts 
the basic two-bar riff—a syncopated and 
arpeggiated Em7 lick (root, b3, b7, b3, and 
b7) followed by a half-rest in bar 1, and 

the same lick with the last note lowered 
a half-step to C#, the 6, in bar 2 to imply 
A7, the IV chord. Examples 4a through 4d 
show how Rodgers changes up beats three 
and four in bar 2 of the figure with various 
A9, A7, and A6 voicings on the and of beat 
three and the second sixteenth of beat four. 
Another variation appears in Ex. 5, where 
Rodgers adds an extra sixteenth-note hit 
to the end of both bars of the original lick, 
and then fills every space around the same 
syncopated hits in beats three and four with 
muted string “chucks.”  
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Ex. 4a Ex. 4b

Ex. 4c Ex. 4d

Ex. 5

“Le Freak”

By Bernard Edwards and Nile Rodgers
© Bernard’s Other Music and Sony ATV 
Songs LLC.
All Rights Reserved.

“Good Times”

By Bernard Edwards and Nile Rodgers
© Bernard’s Other Music and Sony ATV 
Songs LLC.
All Rights Reserved.

“Chic Cheer”

By Bernard Edwards and Nile Rodgers
© Bernard’s Other Music and Sony ATV 
Songs LLC.
All Rights Reserved.

“Let’s Dance”

Written by David Bowie
© 1983 Jones Music America (ASCAP) 
Administered by ARZO Publishing.
All Rights Reserved. 
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“ L E T ’ S  DA N C E ”

This 1983 David Bowie hit was a win-
win situation for everyone involved: Nile 
Rodgers produced and played on Bow-
ie’s comeback album of the same name, 
which also introduced to the masses a 
budding Texas bluesman named Stevie 
Ray Vaughan, who peppered the track 
with fiery Albert King-style licks in con-
trast to Rodgers’ funky rhythms and Bow-
ie’s stark vocals. Examples 6a and 6b map 
out the song’s clever bass line (arranged 
8va for guitar) in two parts, so you’ll have 
to construct the full eight-bar figure as 
follows: Play both examples as notated, 
and then tack on the first two bars of Ex. 
6a, sans repeat.

Rodgers’ rhythm guitar part is actu-
ally much simpler than it sounds, and 
consists of just three accents per bar—
staccato eighth-note on beats one and 
three, separated by a hit on the fourth 
sixteenth of beat one—followed by a full 
bar of rest, as depicted in Ex. 7a. Graft 
each of the four chord voicings shown in 
Ex. 7b one at a time to four rounds of this 
rhythm to form the full eight-bar verse 
progression. But why when you listen to 
the original recording does it appear that 
Rodgers is hitting each chord more than 
three times per measure? The trickery lies 
in the use of a delayed echo timed to play 
a single eighth-note repeat. Ex. 8 shows 
how each hit from Ex. 7a is echoed a half 
beat later to produce the illusion of six 
hits per bar, and thus, a more complex 
rhythm. Cool, huh?

Though he’s primarily known for his 
rhythm work, Rodgers can certainly throw 
down a mean solo or whip out tasty fills 
with the best of them. Search the web 
and you can hear his recent live perfor-
mances of “Let’s Dance” where, in addi-
tion to his original rhythm part, Rodgers 
assumes SRV’s role and drops Bb minor-
based blues licks similar to the ones in 
Examples 9a through 9d into every other 
bar of the verse progression (i.e., the bars 
of rest). They’re presented here in order 
of appearance (Ex. 9a for Bb7sus4; Ex. 9b 
for Bbm6; Ex. 9c for Gb6[Ebm7]; and Ex. 
9d for Bbm7), but these licks are all inter-
changeable and can be reordered at will.

NILE RODGERS
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Ex. 9b
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NILE RODGERS

F E E L I N G  LU C K Y,  P U N K ?

Our last excerpt, based on one of Rodgers’ more recent collabora-
tions, is a D.I.Y. deal that requires some assembly. You’ll first need 
to get familiar with the Bm, D, F#m, and E chords in Ex. 10a. Played in 
this order for one bar each, these four chords form one of those cool 
harmonic progressions that imply perpetual forward motion with-
out ever resolving. The next step is to graft these grips to the slash 
rhythm figure notated in Ex. 10b. Like “Good Times,” this four-bar 
rhythm figure features the same motif in bars 1 and 3 (Do you sense 
a formula at work here?), but here bars 2 and 4 are not rhythmically 
identical. Finally, to further approximate Rodgers’ actual performance, 
you can alternate chord tones with the parenthesized dot markers on 
the grids in Ex. 10c to add movement to the otherwise static chord 
shapes. Play it right and you’re bound to get lucky!  g
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Rodgers and his Hitmaker get lucky with Pharrell and Daft Punk.
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WE’VE DEVOTED A LOT OF SPACE HERE 
in the Rhythm Workshop to exploring rhyth-
mic groupings of twos and threes, but did 
you know that these two basic metric build-
ing blocks actually exist simultaneously? 
Any time you set up a 3/4 meter, there’s 
a 2/4 and 4/4 sub-meter lurking within, 
and vice versa. Here’s how four, three, and 
two become one.

Ex. 1 is designed to take you there and 
back over the course of eight rhythmic con-
versions. Staff 1 begins in 3/4 with three 
quarter-notes per bar. Establish a tempo 
circa 150 bpm and tap it out with your 
right hand while keeping time with your 
foot. Staff 2 sub-divides each measure into 
two equal beats by switching the eighth-
note groupings from 2+2+2 to 3+3, and 
Staff 3 presents the same rhythm written 
without ties. Maintain the same tempo and 
tap these dotted-quarter notes with your 
left hand on beat one and the and of beat 
two. Your hands should be playing a both-
right-left-right pattern using a quarter-
eighth-eighth-quarter-note rhythm. (Tip: 
Think “Ting-ting-a-ling” from a popular 
Christmas song.) Now, observe how your 
right hand is playing threes while your left 
is simultaneously playing twos, and how 
these two interchangeable rhythms mesh, 
albeit at different tempos. Slow it down 
and speed it up. Staff 4 converts the left-
hand dotted-quarter twos to a two-beat 
quarter-note pulse in 2/4. Try switching 
between threes and twos using only one 
hand. Staff 5 maintains the same quarter-
note pulse and combines two bars of 2/4 
into a single measure of 4/4, which can 
now be further subdivided into eighth-
notes (Staff 6), eighth-note triplets (Staff 
7), sixteenth-notes (not notated), or in any 
combination. Still in 4/4, Staff 8’s quarter-
note triplets—which utilize every other 
note of the eighth-note triplets—bring us 
full circle by recreating the exact rhythm 
from Staff 1 in a different meter. This is 

confirmed in Staff 9, where we shift meters 
by re-designating each quarter-note trip-
let as a trio of quarter-notes in 3/4, thus 
completing the cycle.

The idea is to become familiar and com-
fortable enough with superimposed meters 

to shift in and out of them at will. It’s a 
common technique in jazz improvisation, 
and soloists often use it to lead rhythm 
sections through metric variations such 
as morphing from a 3/4 or 6/8 jazz waltz 
to fast 4/4 swing and back again within a 
single song. It’s also applicable to other 
genres, and is particularly useful in blues 
and rock. (Tip: Listen to Cream’s “Sleepy 
Time Time” and ZZ Top’s “La Grange.”)

Speaking of jazz waltzes, Staff 1 in Ex. 2 
codifies the essence of the 3/4 jazz-waltz 
rhythm with its eighth-quarter-eighth-quar-
ter-note motif. (Tip: Accent the quarter-
notes in each measure—“do-DA-do-DA.”) 

Rhythm Workshop  
WHEN METERS COLLIDE 
BY JESSE GRESS
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Staff 2 re-illustrates the superimposition 
of two-against-three, while Staff 3 shows 
the “dotted-quarter equals quarter-note” 
metric conversion to 2/4. (Note how 
we’re actually changing tempo.) Try shift-
ing back and forth between these figures 
for, say, two bars each while improvising 
using single-note lines or chords. You can 
also apply any or all of the remaining sub-
divisions from Ex. 1, as well as the myriad 
variations we’ve encountered in the past 
few months. (See Rhythm Motif Redux 
Pts. 1 & 2, GP November and Holiday 

2014.) Another way to notate a jazz waltz 
is in 6/8. The quarter-equals-eighth-note 
tempo conversion in Ex. 3 sounds identi-
cal to Ex. 2, but is notated in double-time 
by halving the value of each note.

Now let’s put this stuff to work. The 
rhythms in Ex. 4, which is based on the 
chord progression to Toots Theilmans’ 
“Bluesette,” a 12-bar, 6/8  (or 24-bar, 
3/4) jazz waltz in F, flow freely between 
Ex. 3’s metric subdivisions. The 6/8 jazz-
waltz measures (1, 5, 7, 9, and the first 
half of 10) break each chord shape into a 

hybrid-picked bass-chord-bass-chord figure 
again with the do-DA-do-DA accents. 
(Note the staccato phrasing on the first 
and third eighth-note hits.) The remain-
ing measures utilize strummed dotted-
eighth-notes to superimpose four equally 
spaced hits—two per chord in this case—
over the 6/8 pulse. Of course, this is but 
one of many possible strategies—the tip 
of the iceberg, so to speak. Discover and 
then mix and match your own subdivisions 
and have a blast exploring your newfound 
rhythmic freedom! g
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N O T  E V E R Y  S C A L E  C O N TA I N S  T H E 

same number of notes. As its name implies, 
the pentatonic scale consists of five differ-
ent notes per octave. Diminished scales 
use eight notes, while the whole-tone and 
blues scales are six-note or hexatonic scales 
(we’ll cover these in future columns). This 
month we dissect the pentatonic major scale.

P E N TATO N I C  M A J O R  S C A L E

D e g r e e s :  Ro o t ,  2 ,  3 ,  5 ,  6 ,  Ro o t
Step Formula: 1, 1, 1½, 1, 1½

Home Base: Revised Major Scale Fingering 
Patterns 5 & 1                    

The pentatonic scale is one of the ear-
liest known scales, and is widespread 
in both Western and non-Western cul-
tures. It may have originated as a row of 
perfect-fifth intervals—C, G, D, A, E—
rearranged in alphabetical order. The 
pentatonic major scale is identical to 
its parallel major scale with the 4th and 
7th scale degrees omitted. These are the 

active tones in a major scale—the tones 
that produce natural melodic tension. The 
tendency of the 4 is to resolve down one 
half-step to the 3, while the 7 wants to 
resolve up one half-step to the I-tonic, 
or root note. Omit these notes from 
the scale and the need for resolution is 
eliminated. Unlike the major scale, any 
note of the pentatonic major scale pro-
vides a satisfactory melodic target, or 
point of arrival.

Fig. 1 breaks down the formula for the 
C pentatonic major scale, which shares 
a key signature with its parallel major 
scale. To form five connecting penta-
tonic major fingering patterns, remove 
all 4s and 7s from the five parallel major 
scale patterns.

As with major scales, the amount of 
scale steps in a pentatonic scale deter-
mines how many modes it generates. Fig. 

2 illustrates the five modes that reside 
within the C pentatonic major scale.

We’ll home in on the all-important 
pentatonic minor scale (mode 5) next 
month. Meanwhile, get to know your 
five major pentatonic scale patterns in 
all keys and try to recognize their usage 
in your favorite licks. I’m guessing you’ll 
find plenty! g

Jesse Gress is the author of The Guitar Cook-
book: The Complete Guide to Rhythm, 
Melody, Harmony, Technique & Impro-
visation [Backbeat].

Fretboard Recipes Pentatonic Scales Pt. 1
BY JESSE GRESS
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RANKING HIGH ON THE “HOW’D HE DO 
that?” roster is Mick Ralphs’ rhythm guitar 
part to Bad Company’s 1974 smash hit, 
“Can’t Get Enough.” Sure, the song only 
features half a dozen basic chords, but the 
secret lies in how Ralphs actually played 
them, both live and in the studio.

Instead of utilizing garden-variety voic-
ings in standard tuning, Ralphs restrung 
a Fender Telecaster and Stratocaster with 
very light strings and retuned to a very taut 
open C chord—C, C, G, E, C, C, low-to-high-
-which imparted an open-string roar not 
achievable any other way. (Tip: I believe the 
two Cs on the bottom are tuned in unison 
and the first string is tuned down to C, not 
up.) Ex. 1 depicts the song’s clanglorious 
four-bar C-Bb/F-F-Bb/F-F intro. Marvel at 
its simplicity (and observe those rests).

The first eight bars of Ralphs’ verse 

rhythm figure consist of four passes 
of bar 2 from Ex. 1 (minus the open-
ing tie), each of which is injected with 
a bar of shuffled eighth-notes that alter-
nate between the F5 and F6 IV-chords in  
Ex. 2a for one beat apiece. The second half 
of the verse is a four-bar pre-chorus figure 
that utilizes the four chord shapes shown 
in Ex. 2b as follows: G and G6 played as 
shuffle eighths for one beat each during 
bars 1 and 2; a full measure of Bb in bar 
3; two sustained beats of F followed by 
two accented staccato quarter-note hits 
on Eb in bar 4.

This transitions to the eight-bar 
chorus, where Ralphs employs the C5-to-
C6, I-chord moves illustrated in Ex. 3a 
(either as written or 12 frets higher), 
again played as shuffle eighths for one 
beat each during bar 1, followed by a bar 

of the same rhythm applied to Ex. 2a’s 
F5-to-F6 IV-chords. Repeat this two-bar 
figure three times to cover the first six 
measures, and then tack on the chords in 
Ex. 3b for two bars as follows: Play G as 
a dotted-quarter-note in bar 1, play C/G 
on the and of beats two and three, play G 
again on the and of beat four and sustain 
it for four beats throughout bar 2 before 
returning to the intro.       

Of course, committing to this tuning 
for live performances of the song meant 
that Ralphs also had to play his half of the 
harmonized solo on super-taut strings, and 
avoid the slackened first string. (Paul Rod-
gers covered the other half of the harmony 
in standard tuning.) Not unlike Keith Rich-
ards’ open-G, this tuning can be addictive 
when it comes to creating powerful rhythm 
figures. Use it at your own risk! g

Ex. 1

Ex. 2a Ex. 3a

YOU’RE PLAYING IT WRONG 

“Can’t Get Enough” by Bad Company
BY JESSE GRESS
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ROUNDUP

Gear
New PAF Clones 
BY AMALFITANO, DIMARZIO, RON ELLIS,  
STEPHENS DESIGN & WIZZ 

TESTED BY DAVE HUNTER

N O  SO O N E R  D O  YO U  U N D E RTA K E  A  RO U N D U P  O F  L I K E -

minded pickups than another batch of worthy contenders comes knock-

ing on your door. The test subjects here are all either new issues or highly 

respected small-shop pickups that came to light after GP’s PAF Roundup 

in the May 2014 issue—pickups with reputations and/or specs that 

demanded a swift revisit of the format. The term “PAF” is slapped around 

widely, and frequently rather inaccurately. Short for Patent Applied For—

the phrase on the decal that Gibson put on the bottoms of its original 

humbuckers made from 1957 to early ’62—the label is often applied to 

any full-size, roughly vintage-spec humbucker. Strictly speaking, however, 

PAF should probably be reserved for products seeking dead-nuts-accu-

rate reproduction of original PAF specs, materials, sound, appearance, or 

all of the above. But especially, perhaps, that sound, which has brought 

grown men to tears: rich yet clear, compressed yet biting, three-dimen-

sional and loaded with harmonics, yet punchy and thumping both clean 

and overdriven. It’s a difficult tone to describe, yet utterly magical when 

you experience the real thing.

With all this in mind, the title of this roundup itself might not be entirely 

representative, but it’s the best we can do—and hell, it got you this far, 

right? Each of the sets included here represents a pickup maker’s efforts 

to achieve one or another element of that elusive vintage-PAF mojo. 

A couple of the builders admit they have bent the formula to achieve 

slightly modified ends. Another, while doing everything humanly possible 

to enact the second coming of the storied Gibson humbucker circa 1959, 

tells us that some materials simply aren’t available today. Some aim for 

fully aged, fool-the-collector looks, others for an entirely accurate tone 

in a new package. In short, all are different, but all worship in one way or 

another at the Temple of the PAF.

With that in mind, this test of pickup sets from Amalfitano, DiMar-

zio, Ron Ellis, Stephens Design, and Wizz is not a “shootout” per se, but a 

roundup in the truest sense of the word. No two sets here start out seek-

ing to do exactly the same thing in every detail and nuance—although 

all do aim to capture some facet of the PAF mystique. It’s worth remem-

bering throughout, too, that original PAFs can vary widely—both in basic 

specs and in sound—so players and makers alike will often have differ-

ent concepts of the ideal PAF tone. 

All of the featured makers give their own DC resistance readings for 

their individual models in their product literature. Such readings can vary 

from meter to meter, however, so those listed here were taken with my 

own digital multi-meter and may therefore show slight variations from 

the specs listed on the manufacturer’s own pages. To provide some set 

reference points, all the pickups were tested hot on the heels of two of 

Gibson’s best-ever repro PAFs: a Memphis Historic Spec set from the Mem-

phis Division, and a Custom Bucker set from the Custom Division (each of 

which might be the best vintage-spec humbuckers Gibson has produced 

since the mid ’60s), as well as with a constant mental reference to great 

original PAFs that I have played and owned in the past. A 2013 Gibson 

Custom Shop 1959 Les Paul Reissue (aka R9) was used for all testing, 

played through Dr. Z Remedy and Komet Aero 33 heads, through a selec-

tion of cabs with Celestion and Scumback speakers.
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BARRYBUCKERS

CONTACT  amalfitanopickups.com

PRICE  $350 per pair, including covers 

MAGNET  Both Alnico V

DC RESISTANCE  7.86k  neck, 8.6k  bridge

COVERS  Chrome supplied (gold, nickel, 

and aged-nickel available)

LEAD WIRE  Traditional braided shield/

one-conductor supplied, 

four-conductor available 

BOBBINS  Black, cream or 

zebra available

KUDOS  Great PAF-flavored rock 

tones in particular, at a 

good price for this  market.

CONCERNS  None.

M O D E L

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

AMALFITANO BARRYBUCKERS
Based in Keller, Texas, Jerry Amalfitano has earned a reputation for crafting a diverse range of 

consistently good-sounding pickups that he sells at prices well below those demanded by many 

small shops in the upper tier of the industry. His low-wind PAF set has earned raves from many 

players, who often pair a PAF neck with a fatter Fullbucker in the bridge. The Barrybuckers on 

review, however, seek to kick it all up a notch in a somewhat higher-wind set for the high-gain lead 

player, while still retaining vintage-inspired tone and remaining within the upper end of original 

PAF specs. Named for the client who first commissioned them, Barrybuckers are now in custom 

Echo Park guitars played by both Joe Perry and Brad Whitford of Aerosmith, and Amalfitano tells 

us that Paul Crook, presently with Meat Loaf, has at least 15 sets of Barrybuckers fitted into vari-

ous guitars that he uses on stage.

They are made with short, unpolished Alnico V magnets to enhance the goals of plentiful sus-

tain and good punching power. The bridge is wound to a reading of 8.6k  while the neck reads 

7.86k . Workmanship is neat and entirely professional, and the test units came supplied with 

chrome covers and traditional single-core leads with braided shield, although other covers and 

four-conductor leads are available (along with all traditional combinations of bobbin colors). 

In use, the Barrybucker in the neck position proved extremely succulent for edge-of-breakup 

clean playing, and was thick and rich, yet very clear, with a defined attack and great dynamics. 

The bridge pickup had more of a nasal honk, and while also good for clean tones, it really excelled 

at cranked-up lead playing for the higher-gain side of classic rock, and even some heavier styles 

beyond that. Both pickups exhibited great cutting power with the amp cranked up for natural tube 

overdrive, and proved themselves entirely successful in achieving Amalfitano’s goals of a hard-

rocking pickup with vintage-PAF underpinnings.
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PAF MASTER DP260  
& DP261 

CONTACT  DiMarzio.com

PRICE  $208 per pair street 

MAGNET  Alnico V neck, Alnico IV bridge

DC RESISTANCE  7.34k  neck, 7.47k  bridge

COVERS  Aged nickel cover on neck, 

no cover on bridge 

LEAD WIRE  Traditional braided shield/

one-conductor supplied, 

four-conductor available 

BOBBINS  Double cream

KUDOS  A fast attack and a cutting 

edge in pickups that still rock 

out, but retain good clarity.

CONCERNS  Perhaps just the slight-

est bit of fatiguing treble 

at some settings.

M O D E L

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

DIMARZIO PAF MASTER DP260 AND DP261
A new humbucker from one of the world’s most successful replacement-pickup manufacturers, 

the PAF Masters represent DiMarzio’s effort to “create a pickup that pays tribute to the original 

sound, rather than trying to clone it.” As such, the design aims at traditional vintage-PAF depth 

and dynamics, with a little extra brightness and cutting power, and a distinctly quick attack suit-

able to today’s speedy pickers. Each of the pickups in this set has a relatively low wind count, with 

correspondingly low resistance readings (7.34k  DP260 neck, 7.47k  DP261 bridge), but I found 

they still had some grunt in them when you hit the strings hard. An Alnico V magnet (that uses 

DiMarzio’s patented “Air-Gap” to reduce magnetic field strength to the same level as Alnico II or 

III magnets) in the neck aims to keep that potentially muddy position clear and bright, while, in 

the bridge position Alnico IV’s “high iron content”—DiMarzio relates—contributes more body and 

punch to that pickup. DiMarzio sent the neck pickup with a nicely aged nickel cover, but left the 

double-cream bridge unit uncovered, the way they prefer it.

I found the PAF Master DP261 was great when I wanted some real snarl from the bridge position 

while retaining plenty of high-end to slice through the mix, the way a good single-coil might. Both 

were surprisingly saturated sounding for low-wind pickups—which is to say, they weren’t entirely 

clean and clear at edge-of-breakup settings, but without the full-on mid-assault of high-output 

humbuckers. The neck sounded plumby and vocal, with a real vowel-like warmth to it, along with 

decent clarity, if not the harmonic depth and shimmer of some high-end neck options. The bridge 

pickup had great bite to it when played clean, with maybe just a touch of high-end ear assault when 

hit hard. These pickups definitely excelled at the fast response that DiMarzio was seeking from the 

design, which translated to an eviscerating lead tone, with individual strings still ringing clearly within 

chords. Both pickups had kind of a snarky attack to them, and maybe just a little bit of hyped “sonic-

enhancer” texture to the overall tone. While delivering, at least to my ears, less of the elusive com-

pressed-yet-forward front edge heard in a genuine PAF, the DiMarzios dished out a lot of PAF-like 

characteristics nonetheless.
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LRPS
CONTACT  facebook.com/ronellispickups

PRICE  $600 per pair, including covers

MAGNET  Alnico II neck, Alnico III bridge

DC RESISTANCE  6.77k  neck, 7.75k  bridge

COVERS  Aged nickel

LEAD WIRE  traditional braided 

shield/one-conductor 

BOBBINS  Black, cream or 

zebra available

KUDOS  Great for swirly, 3-D harmon- 

ics and full-bodied PAF 

tones with excellent clarity.

CONCERNS  None, if you’re pre-

pared to pay the price.

M O D E L

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

RON ELLIS LRP SET
Ron Ellis, an engineer at General Atomics in San Diego by day, has achieved high acclaim for sev-

eral years now for the Fender S- and T-style single-coil pickups he was winding in his spare time. In 

the course of moving this manufacturing venture toward a full-time gig, he also got more and more 

into unlocking the nuances of great vintage PAF humbuckers, and recently collaborated with Lee 

Roy Parnell to develop the pickups for that artist’s signature ’57 Goldtop from the Gibson Custom 

Shop. Having access to his day job’s highly tuned spectrometers for testing vintage pickup materi-

als from the ’50s and ’60s (and discovering, as a result, how different much of this was from sup-

plies used by the same makers today) also provided a boost to the venture. The results—carefully 

modeled after Parnell’s desire to capture the bright, articulate, three-dimensional, yet full-throated 

tones of the PAFs in Duane Allman’s original goldtop and sunburst Les Pauls (which Parnell has 

frequently played)—are now available separately, direct from Ellis, as the LRP Set. The LRP bridge 

pickup uses an Alnico III magnet and coils wound to somewhere around the middle of the vintage 

range at 7.75k . The neck pickup is made with a slightly softer, rounder-toned Alnico II magnet, and 

significantly lower winds to keep it clear and articulate (Ellis specs 7.2k  for this unit, although the 

test sample read at 6.77k —pretty low indeed, but don’t let that fool you). Ellis’s set arrived with 

gently-aged nickel covers, but other options are available, as well as other PAF-style humbuckers 

wound to a variety of tastes and strengths.

As per the Ellis/Parnell objective, I found the LRP set extremely detailed and delectably bright with-

out any hint of harshness. Both pickups exhibited lots of harmonic swirl in the upper end, but without 

the hyped fidelity you sometimes get in bright modern humbuckers, and with plenty of juicy, rich PAF 

characteristics there to back it all up. With my Komet amp set just to the edge of breakup, the LRP 

in the bridge position helped the R9 pull off convincing trad-country licks, with a tone much like that 

of a great Tele pickup in its thick snap and harmonic complexity, but with the girth and depth you’d 

expect from a great vintage humbucker. With some overdrive dialed in, though, it easily jumped into 

stinging rock’n’roll and gnarly roots blues—whatever I demanded, really, and was superbly dynamic 

in the process. The neck pickup was a pure delight in its shimmer and clarity, whether cranked or 

clean, and still had all the depth and warmth I wanted for moodier blues or smoky jazz runs, with 

the power to get things singing for electrifying blues riffs. In short, really tasty stuff, and worthy of an 

Editors’ Pick Award for their convincing achievements at the lower-wind end of the PAF spectrum.
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59 HD/PG HD SET 

CONTACT  sdpickups.com

PRICE  $785 per pair, including covers

MAGNET  Alnico V PG neck, 

Alnico II 59 bridge

DC RESISTANCE  8.03k  neck, 8.92k  bridge

COVERS  Aged nickel

LEAD WIRE  Traditional braided 

shield/one-conductor 

BOBBINS  black, cream or zebra available

KUDOS  Big, juicy, addictively authen-

tic PAF tone both clean and 

overdriven, with impres-

sive articulation for higher-

wound vintage pickups.

CONCERNS  None, if you’re will-

ing to pay the price.

M O D E L

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

STEPHENS DESIGN PG HD/59 HD SET
With this Stephens Design repro-PAF set we have now arrived at the “make ’em as much like the 

originals” as is humanly possible today. Following an obsession with the sonic splendors of classic 

rock and blues-rock in general and the “Beano” tone in particular, Seattle’s Dave Stephens spent 

14 years researching winding patterns, metallurgical analysis of the metal components, and other 

deep-dive explorations of several sets of genuine PAF pickups. As a result, he now machines and 

plates all the steel among the 14 parts in the magnetic circuit to produce the closest equivalent 

response that the vintage PAF delivers. In addition, Stephens built his own automated winders 

(noting that Gibsons PAFs were machine wound, not hand wound) to accurately replicate actual 

coil-wind patterns, and attains the closest thing to vintage-spec wire that’s available. Ultimately, 

80 percent of all parts are made in house, and the rest sourced from as close to vintage-correct 

materials as can be found. The set under review includes his PG HD neck pickup (8.08k , short 

Alnico V magnet), which is a replication of the neck PAF in Peter Green’s Les Paul, and a hotter 59 

HD bridge pickup (8.92k , short Alnico II magnet), spec’d to attain the hotter lead tones of the rock 

gods of the ’60s. For all that they’re pricey, no surprise, at $785 for the pair, including aged nickel 

covers and aged polepieces (NOS looks available). In the hand, the Stephens Design set reveals 

neat workmanship and an authentic vintage feel, a thorough reproduction that’s only given away 

by the etched signature on the pickups’ bases.

Through either of the test amps, set clean, mean, or somewhere in between, the Stephens set—

in all three positions—cut straight to the heart of what I find so delightful, and so unforgettable, 

about genuine PAF pickups. Fans of these tones are constantly struggling for words to describe 

them, but they are sure unmistakable when you hear and feel them. Taking a stab at it, I’ll call them 

rich, lush, and velvety in their depths, yet with plenty of that bite and edge and very slightly metal-

lic thunk at the front of each note that keeps everything clear and distinct. The neck position was 

warm and chocolatey through a clean amp, and not at all woofy like you’d expect a higher-wound 

neck pickup to be. And, for a more heavily wound bridge PAF, the 59 HD was clear and bright, yet 

mega thick and meaty, with boatloads of harmonic texture and a silvery top end that tended almost 

toward twang in a clean amp, while lending real sting to overdrive tones. I could go on, but let’s just 

say these are Editors’ Pick Award material for the way they deliver to the player wanting to go all-

out for real deal ’59 tone, and leave it at that.
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WIZZ PREMIUM CLONE SET
Unboxing this Wizz Premium Clone set crafted by Aleksandar Vrhovec in Croatia provided per-

haps the best “look what I found in the attic!” experience of this bunch. Given their carefully aged 

nickel covers and polepieces, Wizz’s own aged mounting rings (included), and an accurate Patent 

Applied For decal on the bottom—in addition to a very authentic look to the pickups as a whole—

these make a great option for the completist seeking circa-’59 looks as well as tone. The inclusion 

of a reprint of Gibson’s original literature on correct adjustment of PAF humbuckers only enhanced 

the fantasy. Vrhovec makes his own base plates, slugs, and many other parts out of metals that 

he has deemed to be correctly formulated to match vintage specs, while also molding bobbins 

and cutting keeper bars to match both materials and markings of those in and on original PAFs. 

In short, he goes all out.

Fired up in the Les Paul, the Wizz set exhibited great bite and some juicy PAF-like depths in both 

positions. The bridge pickup offered a dose of that slightly nasal honk heard in some vintage hum-

buckers, and which can really help your leads cut through overdriven tones in particular. A slightly 

raw, jagged edge made this a fun pickup for gnarly rock riffs, while it cleaned up well, too, if show-

ing a little more low-end softness and a little less boing on clean low-string runs than some other 

high-end units. The neck pickup impressed me with its round, creamy character which, even in an 

overdriven amp, retained good definition in the attack of the note, resisting a muddy wash in full 

chords. Overall, I found these to be a very good middle-spec repro set sonically, and rendered with 

impressive workmanship. Well done!g

. 

PREMIUM CLONES 

CONTACT  wizz-pickups.com

PRICE  $425 per pair, includ-

ing covers and aged rings

MAGNET  Both Alnico IV 

DC RESISTANCE  7.79k  neck, 8.49k  bridge

COVERS  Aged nickel

LEAD WIRE  Traditional braided 

shield/one-conductor 

BOBBINS  Black, cream or 

zebra available

KUDOS  Great middle-reading PAF-

like tones with a slightly raw 

edge that excels at rock.

CONCERNS  None.

M O D E L

S P E C I F I C A T I O N S
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S2 Custom 22 Semi-Hollow

S2 Singlecut Semi-Hollow
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PRS S2 Custom 22 Semi-Hollow, S2 Mira 
Semi-Hollow, and S2 Singlecut Semi-Hollow
TESTED BY ART THOMPSON

THE S2 SERIES FROM PRS COMPRISES 

12 models, which are all built in the company’s 

Stevensville, Maryland, factory, yet come in at 

prices that are more affordable than their stan-

dard U.S.-made guitars. A visit to the PRS web-

site details the full range of the S2 line, but for 

this review we are focusing on three recently 

added models, all of which are semi-hollow 

designs. Despite the fact that these S2s have 

S2 Mira Semi-Hollow
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PRS

very different personalities, they do share some 

common features including mahogany necks with 

25" scale rosewood fretboards, PRS S2 hum-

buckers (uncovered versions on the S2 Mira), 

PRS S2 Locking tuners, and mahogany body 

construction with maple tops—the exception 

being the S2 Custom 22 Semi-Hollow, which 

has an all-mahogany body. 

S 2  C U S TO M  2 2  S E M I - H O L LO W

Designed for the player who needs a trem bridge, 

this model features a modestly figured maple 

top with an f-hole, Bird inlays on the fretboard, 

Volume and Tone controls—the latter with push-

pull coil-split—and a 3-way pickup selector. The 

neck shape is very comfy (as it is on all the S2s), 

the setup gets high marks for playability, and 

the intonation is sweet in all regions of the fret-

board. Kudos also to the excellent trem, which 

has a very positive feel and does a great job of 

keeping the strings in tune when you work out 

on the wiggle stick. The press-in arm on this 

bridge (which also features six adjustable alu-

minum saddles) fits just tightly enough to stay 

. 

M O D E L

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

CUSTOM 22 SEMI-HOLLOW
CONTACT  prsguitars.com

PRICE  $1,579 street

NUT WIDTH   1 21/32"

NECK  Mahogany

FRETBOARD  Rosewood, 25" scale

FRETS  22 Medium-jumbo

TUNERS  PRS S2 Locking

BODY  Maple top, mahogany back

BRIDGE  PRS Designed Tremolo

PICKUPS  PRS S2 #7 Bass, PRS S2 #7 Treble 

CONTROLS  Volume, Push-Pull Tone,  

3-way selector

FACTORY STRINGS  PRS, .010-.046 

WEIGHT  6.26 lbs

BUILT  USA

KUDOS  Well made. Plays great. Stays in 

tune well.

CONCERNS  Trem arm tends to get in the 

way of the pickup selector.

. 

M O D E L

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

S2 MIRA SEMI-HOLLOW
CONTACT  prsguitars.com

PRICE  $1,269 street

NUT WIDTH   1 21/32"

NECK  Mahogany

FRETBOARD  Rosewood, 25" scale

FRETS  22 Medium-jumbo

TUNERS  PRS S2 Locking

BODY  Mahogany

BRIDGE  PRS Stoptail

PICKUPS  PRS S2 Mira Bass, PRS S2  

Mira Treble 

CONTROLS  Volume, Push-Pull Tone,  

3-way selector

FACTORY STRINGS  PRS, .010-.046 

WEIGHT  5.58 lbs

BUILT  USA

KUDOS  Well made. Very light and  

resonant. Plays excellent.

CONCERNS  None.
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where you want it, while also being able to be 

quickly swung out of the way for easier access 

to the 3-way selector, which is situated between 

the controls. The tension of the system is spot 

on: The vibrato action is smooth and touch 

sensitive, yet the sound doesn’t warble when 

bending strings with your fingers. 

On the whole, the Custom 22 Semi-Hollow 

is a delight. The guitar’s svelte weight makes 

it easy to hold for three or more sets, and the 

hollow part of the deal gives it an effusive sound 

that you can instantly appreciate when strum-

ming acoustically. The reasons for considering 

a semi-hollow guitar in the first place are gen-

erally the reduced weight and increased reso-

nance that turning the body into an acoustic 

chamber affords. I also think the floating bridge, 

which can be adjusted to seat on the body if 

desired, adds its own harmonic components 

to the brew, sounding like natural reverb when 

you listen closely. 

All of the above in concert with the set-

neck and maple top gives the Custom 22 Semi-

Hollow a firmness to the lows that allows it to 

chunk well on hard-rock and heavier styles, 

while yielding more chime and shimmer than 

you’d typically expect from a two-’bucker axe. 

Plugged into a Carr Skylark 1x12 combo or a 

Fender Deluxe Reverb reissue with hand-wired 

circuitry by George Alessandro, the Custom 22 

Semi-Hollow proved vibrant and responsive, 

providing yards of fullness and clarity from the 

neck pickup and a bold tone with a nice balance 

of ballsiness and slice from the bridge setting. 

In split-coil mode the output takes a slight dive, 

but, particularly in the dual-pickup setting, the 

tones come closer toward Strat-like sparkle, 

adding versatility to what is already a guitar that 

can cover pretty much anything you throw at it.

S 2  M I R A  S E M I - H O L LO W

This model tuned out to be my favorite of the 

bunch, and the reasons are that it is incredibly 

light, its aluminum PRS stoptail bridge with 

brass studs is exemplary, and the exposed-coil 

S2 Mira humbuckers are a bit softer and perhaps 

more vintage sounding due to having a little 

less output compared to the covered #7 pick-

ups on the other S2s. I’m also a sucker for the 

ivory finish on this instrument, although other 

color options are available.

The S2 Mira Semi-Hollow plays every bit 

as beautifully as its siblings, and the low, buzz-

free action, finely cut synthetic nut, and tune-

ful intonation give it the welcome feeling of 

all components working in harmony. The big-

gest deal with this model, however, is its all-

mahogany body construction. For reasons that 

make mahogany flat-tops so endearing, the 

Mira Semi-hollow has a natural burnish to its 

voice that, when pushed through a good amp, 

blossoms into rich, juicy tones with chiming 

harmonics to spare. The set neck, super-solid 

bridge, and 25" scale provide a certain rigidity 

that pairs very well with a semi-hollow body—

and at the risk of overstating this, the all-mahog-

any construction lends a warmth to it all that 

doesn’t seem to quite be achieved when you 

bring maple into the mix.

It may not be the sound that everyone wants—

hard rock and metal players might prefer the 

tighter/brighter response of the maple-topped 

S2 Semi-Hollows—but it’s a great tone never-

theless, and one that happens to work very well 

for roots-rock, alt-country, blues, and jazz. I’ve 

used the S2 Mira Semi-Hollow on some pretty 

different kinds of gigs and it always delivered 

exactly what I wanted, with perhaps—depend-

ing on the amp—a slight downward twist of the 

Tone control to make the higher-gain sounds 

more buttery. For jazzier textures especially, the 

neck pickup has the right balance of roundness, 

depth, and top-end silkiness. And when com-

bined with the bridge pickup, it’s very easy to 

get shimmering, open-sounding textures that 

are on the money for ES-335-style rhythm play-

ing, or slinky funk vibes when you pull the Tone 

knob to put the pickups into split mode. The 

bridge pickup also chews it up for heavier tones, 

delivering the top-end slice, midrange presence, 

. 

M O D E L

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

S2 SINGLECUT 
SEMI-HOLLOW 
CONTACT  prsguitars.com

PRICE  $1,579 street

NUT WIDTH  1 21/32"

NECK  Mahogany

FRETBOARD  Rosewood, 25" scale

FRETS  22 Medium-jumbo

TUNERS  PRS S2 Locking

BODY  Maple top, mahogany back

BRIDGE  PRS Stoptail

PICKUPS  PRS S2 #7 Bass, PRS S2 #7 Treble 

CONTROLS  Two Volume, Two Tone (both 

push-pull), 3-way selector

FACTORY STRINGS  PRS, .010-.046 

WEIGHT  6.16 lbs

BUILT  USA

KUDOS  Well made. Plays great. Lots of 

tonal range.

CONCERNS  None.
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and chunking bottom needed for badass lead 

and rhythm tones. It’s an incredibly fun pack-

age, and the S2 Mira Semi-Hollow’s versatility 

and hip sounds earn it an Editors’ Pick Award. 

S 2  S I N G L E C U T  S E M I - H O L LO W

The concept of for a single-cutaway, dual hum-

bucker guitar with a semi-hollow body was proba-

bly being kicked around soon after Gibson launched 

the Les Paul back in the mid ’50s. Many guitarists 

who rushed out and bought Gibson’s first solid-

body electric were probably so smitten by its 

super coolness that they overlooked how heavy 

it was … until a few gigs later, when they discov-

ered the downside of slinging a Les Paul all night! 

It’s been said that many players simply dumped 

their ’Pauls for half or less of what they paid for 

them, and, well, the rest is history.

While by no means the only company to bring 

some semi-hollow sensibility to the mahogany/

maple/dual-humbucker formula (for starters, 

Gibson and Epiphone both have hollowed-out 

Les Pauls in their lineups), PRS has gone about 

it by creating a lightweight and toneful guitar that 

will appeal especially to players who like having 

independent Volume and Tone controls. This 

gives the S2 Singlecut Semi-Hollow more sonic 

range than a two-knob setup—especially when 

you get into the exponential number of timbres 

achievable in the dual-pickup setting when you 

start dialing in different settings on the four con-

trols. Even better, the Tone knobs feature push-pull 

coil split functions that provide quasi-single-coil 
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PRS

sounds when needed. A quad control setup can 

be tricky sometimes in live situations, but if you 

want options galore, this guitar has them.

The guitar’s playing feel is similar to PRS’ much 

more expensive SC 245, although with its lighter 

weight the S2 definitely feels more nimble. It may 

lack some of the natural sustain of its solidbody 

sibling, but the S2 Singlecut Semi-Hollow has its 

own highly resonant thing going on, and can abso-

lutely cover the needs of players who seek more 

openness and shimmer, but still like the fatness 

and girth that two humbuckers on a mahogany/

maple platform provide.

True to form, the S2 Singlecut Semi-Hollow 

has a clear, mids-forward tone that embodies 

the warmth of mahogany set-neck construc-

tion, along with the crisp attack that the maple 

top and Stoptail bridge contribute. If you want 

stinging blues tones, this guitar does it. The S2 

#7 humbuckers are strong in output, and they 

deliver excellent clean sounds that transition 

effortlessly into searing rhythm and lead tones 

though an overdriven amp or OD pedal. The bridge 

pickup Tone control is very useful for dialing back 

some of the bite when playing though brighter 

speakers, and rolling the neck pickup’s Tone knob 

down a bit puts a nice brownness on blues and 

jazz tones. Both of the Tone knobs offer useful 

shadings throughout their range, and, as on all 

the S2s, they don’t muddy the sound even when 

turned all the way down. All considered, the S2 

Singlecut Semi-Hollow is a superior instrument 

for a very attractive price, and well worth con-

sidering if you’re into classic-style, dual hum-

bucker guitars. g     
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Fender 
American Standard Stratocaster and Telecaster
TESTED BY MATT BLACKETT

IT WOULD BE EASY TO LOOK AT THESE 

guitars and say to yourself, “Just what the 

world needs: another Strat and another Tele-

caster.” But if you dismiss these instruments 

so cavalierly, you do so at your own peril, be-

cause they are not exactly what they appear 

to be. Allow me to explain…

A M E R I C A N  S TA N DA R D 

S T R AT O C A S T E R 

Anyone who has ever studied Led Zeppelin 

Presence (and that would be a lot of us) has 

a soft spot in their heart for blue Strats. That 

is, after all, what Jimmy Page played on all the 

whammy bar tunes on that album. Although it 

is admittedly a different shade of blue, this offer-

ing from the folks at Fender instantly made me 

want to play “For Your Life,” which I did.

This Strat feels broken in and comfortable 

right out of the box. The fretboard has what 

Fender calls “hand-rolled edges.” (Remember 

when Gary Brawer told you about the luxurious 
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comfort of rolled fretboard edges?) It adds up 

to a guitar that feels much more like a vintage 

instrument even when it’s brand new. All the 

care that Fender took in selecting the various 

bridge components seems to have paid off in 

the form of a big acoustic ring and sustain. First 

position chords sound huge and middle of the 

neck riffs come off loud and punchy. Because of 

the fairly curved radius, big bends high on the E 

and B strings exhibit some acoustic fretting out, 

but it didn’t bug me through an amp.

The amplified tones possess everything 

you want in a Stratocaster. The Fat ’50s pick-

ups sound big but still have the ability to cut 

and jangle, with the neck pickup being particu-

larly delicious. The trick that this Strat has up its 

sleeve, though, has to do with the bridge pickup 

and specifically the bridge pickup’s Tone control. 

You read that right: Addressing what I consider 

one of the almighty Strat’s few blind spots, this 

guitar’s rear-most Tone knob works on not just 
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the middle pickup but the bridge pickup as well. 

Hallelujah! The one pickup that really needs some 

high-end roll off now has it. And because it’s the 

Delta Tone No-Load pot, there is a detent when 

the Tone knob is all the way open and that takes 

it completely out of the circuit, so you have all the 

zing and brightness you could want. But rolling it 

back to even 7 or 8 makes for a much fuller and 

more rock-approved bridge pickup tone. Like-

wise with the bridge/middle combination. If you 

want “Sultans of Swing” snap and pop, it’s there, 

but if you want a more Beck-ish level of girth to 

that tone, you can access it easily. I had my Strat 

modded to include a bridge Tone knob decades 

ago and for my money it makes for a much more 

flexible, practical instrument. Kudos to Fender for 

offering that option here. 

Aside from the Delta Tone, there aren’t too 

many surprises here. The whammy is smooth, has 

plenty of range, and was reasonably easy to keep 

in tune. The frets are clean and polished, and the 

playability is great overall. I tend to favor a slightly 

chunkier neck, but that’s a personal preference. 

When you combine the tone and feel with the 

beautiful cosmetics, you’ve got a surefire winner 

here. Well played, Fender!

AMERICAN STANDARD TELECASTER 

Let’s be honest: On the one hand, this is just 

Fender improved the trem system’s bridge block for increased sustain and resonance.

. 

M O D E L

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

STRATOCASTER
CONTACT  fender.com

PRICE  $1,299 street

NUT WIDTH  1.685”

NECK  Maple

FRETBOARD  Rosewood, 25 1/2” scale,  

9.5" radius

FRETS 22  Medium jumbo nickel silver

TUNERS  Deluxe staggered cast/sealed

BODY  Alder

BRIDGE  2-Point Synchronized Tremolo 

with bent steel saddles, elon-

gated string slots, and copper-

infused high-mass 100 percent 

metal bridge block

PICKUPS  Three Custom Shop Fat ’50s  

single-coils with Delta-Tone  

No-Load circuit

CONTROLS  Master Volume, Delta Tone  

(bridge and middle pickups), 

Tone (neck pickup) 5-way switch

FACTORY STRINGS  Fender Bullets 3250L  

NPS, .009-.042

WEIGHT  7.48 lbs

BUILT USA

KUDOS  Excellent Strat tones. Flexible 

electronics. Sweet cosmetics.

CONCERNS  None.
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another Tele. And that’s a good thing. You want 

your country-approved twang and Led Zeppelin 

I bark? It’ll do that—with a great feel to boot—

and if that were all that it did, this would still 

be a killer guitar. But a closer look reveals a 

couple of less obvious features that are worth 

delving into. 

First the ergonomics. This Tele rocks a newly 

contoured body that is super comfortable to play. 

If you’ve ever had your ribs bruised on a three-

set gig, you will instantly get why this is a beauti-

ful thing. It hugs your body in a warm and natural 

way, allowing all the acoustic resonance to trans-

fer. The neck has a gorgeous C-shaped profile that 

fits your hand nicely without being too big, and like 

its Stratty sibling, has those hand-rolled edges. It’s 

a little bit like you picked up a grizzled veteran’s 

workhorse Tele that he has done a thousand gigs 

on. It feels like how a Tele should feel, and isn’t that 

what we all want?

Then there’s the tone. As noted, this guitar can 

do the pre-reqs of any Tele worth its salt. Coun-

try double-stops feel silky smooth and chicken-

pickin’ licks have everything short of salmonella. 

On the rock side, the Broadcaster bridge pickup 

brings a heaping helping of top-end bite to the 

party, lending great detail to arpeggiated chords 

and superb cutting ability to single-note lines. 

The neck pickup is warm and full and will do the 

The rear Tone knob works on both the bridge and middle pickups.

. 

M O D E L

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

TELECASTER
CONTACT  fender.com

PRICE  $1,299 street

NUT WIDTH  1.685”

NECK  Maple

FRETBOARD  Rosewood, 25 1/2" scale,  

9.5" radius

FRETS  22 medium jumbo nickel silver

TUNERS  Deluxe staggered cast/sealed

BODY  Alder

BRIDGE  6-saddle Tele-style with bent 

steel saddles (with elongated 

string slots for increased reso-

nance and sustain) and stamped 

5-screw mounted brass plate

PICKUPS  Custom Shop Twisted Tele (neck) 

and Custom Shop Broadcaster 

(bridge) with Delta-Tone  

No-Load circuit

CONTROLS  Master Volume, master Delta 

Tone, 3-way switch

FACTORY STRINGS  Fender 250L NPS, .009-.042

WEIGHT  7.38 lbs

BUILT  USA

KUDOS  Classic look. Updated feel.  

Clear, punchy tones.

CONCERNS  Bridge pickup may be overly 

bright for some applications. 
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Tom Morello funk-rock thing through a crunchy 

amp as well as the Ed Bickert jazz trip through a 

clean one. The middle position is super versatile, 

working for pop clean tones, bluesy riffs, and a 

lot more. Both pickups benefit from the Delta-

Tone No-Load Tone circuit. Fender says bypass-

ing the Tone control provides greater midrange 

and output but to my ears it really brought out 

the treble response in this guitar. That can be 

a great thing when you set up an amp specifi-

cally for it, because there is an incredible clar-

ity to the tone, adding snap to the low notes 

and zing to the highs. I did find it a little tricky to 

switch between this guitar and my P-90 or hum-

bucker-loaded guitars because of the Tele’s pro-

nounced top end. Rolling the Tone knob back just 

a touch was enough to mitigate this, however. 

There’s a reason Telecasters have been on so 

many famous recordings and stages. This one, 

with its comfy feel and sparkly tones will defi-

nitely remind you why. If you haven’t checked out 

a Tele in a while, this might be a good time. g     The American Standard Telecaster’s controured body promises super-comfortable playing.



tcelectronic.com/polytune-2-mini

The new PolyTune 2 Mini is the tiniest big thing 

to hit your pedalboard!  

With its ultra-bright display, groundbreaking 

polyphonic tuning mode, insanely fast and 

accurate strobe tuner and unfathomably small 

enclosure, this pedal will serve as a massive 

upgrade for your rig. Pure PolyTune Win!

STRUM ROCKTUNE

POCKET-SIZED
PERFECTION

(Actual size)
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Gretsch Electromatic Pro Jet 
TESTED BY PAUL “TFO” ALLEN

THE ELECTROMATIC COLLECTION BY 

Gretsch has been offering affordable guitars for 

quite some time now, but the Pro Jet on review 

here brings a newfound “A game” to what could 

be considered entry-level instruments. 

The Pro Jet’s comfortable C-shaped neck 

plays excellently, and the dark rosewood ’board 

wears 22 finely finished frets that lend a silky 

feel to bends, while providing sweet sounding 

intonation across the 24.6” span. Along with 

traditional hump inlays, the Pro Jet is dolled up 

in classic Gretsch style with cream binding on 

the body and neck, a silver sparkle top, G-Arrow 

knobs, and a pearloid pickguard. 

Bigsby-style tailpieces tend to make me ner-

vous about how well a guitar will hold a tuning, 

but the Pro Jet’s B50 tailpiece proved me wrong. 

Even under levels of extreme vibrato abuse, the 

guitar stayed solidly in tune. The string tension 

felt very smooth and stable, and part of this is 

due to the break angle behind the bridge being 

steeper on the Pro Jet’s tailpiece than it is on a 

BC3 Bigsby found on the Professional Collection 

Jets. A small detail that I appreciate about the 

Pro Jet is the absence of the recessed output 

jack found on many other Gretsches. Instead, 

the jack and plate sit outside the body, so there 

is no issue with a 90-degree plug being able to 

click firmly into position. Also, instead of the 

Gretsch 3-way Tone selector, the Pro Jet has 

a Tone knob that affords smooth treble rolloff, 

although it does cut more volume than usual 

when you turn it more than halfway down.
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The Pro Jet’s Black Top Filter’Trons fea-

ture alnico V magnets, and they deliver a tone 

that leans toward mini-humbucker territory. 

Through my ’67 Fender Bassman and a hand-

wired Vox AC15, they stayed full sounding on 

clean settings and rocked out with authority 

when turned up. Gretsch purists looking for 

that thumpy twang and slicey attack of tradi-

tional Filter’Trons may not be the biggest fans 

of the Pro Jet’s pickups, but I like what the Black 

Tops do, and that rounder attack is certainly 

welcome for overdriven tones. 

My main frustration with the Pro Jet is this: 

It’s too good! I own the much more expensive 

version of this guitar—the Professional Collec-

tion G6129-T—and I didn’t find myself want-

ing to go back to it after playing the Pro Jet. 

So if you need a wallet-friendly Gretsch that 

stays in tune, delivers pro tones, and will hold 

its own against its more expensive counter-

part, the Pro Jet might be exactly what you’re 

searching for. g

. 

M O D E L

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

ELECTROMATIC PRO JET 

CONTACT  gretschguitars.com

PRICE  $499 street

NUT WIDTH  1.6875” synthetic bone

NECK  Maple

FRETBOARD  Rosewood, 24.6” scale

FRETS  22 medium-jumbo

TUNERS  Vintage-style

BODY  Chambered basswood body 

with arched maple  top

BRIDGE  Anchored adjusto-matic 

bridge with Bigsby licensed 

B50 vibrato tailpiece

PICKUPS  Black Top Filter’Trons

CONTROLS  Master Volume, master 

Tone, neck Volume, bridge 

Volume, 3-way selector

FACTORY STRINGS  D’Addario XL110 Regu-

lar Light NPS, .010-.046

WEIGHT  8.14 lbs

BUILT  China

KUDOS  Well made. Plays great. 

Stays in tune.

CONCERNS  Tone control cuts volume 

when turned down.
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RedPlate Magica 
TESTED BY DAVE HUNTER

THE QUEST FOR THE TONALLY PURE, 

yet ultra-versatile and multi-functioned, amp has 

proved a sort of elusive Holy Grail for decades. 

Many players might have concluded, rightly or 

otherwise, that this has long been proven a one-

or-the-other deal: Opt for the purity of a simple 

amp, or compromise in tone for the flexibility 

of footswitchable channels and bonus func-

tions. Henry Heistand believes, however, that 

the twain shall indeed meet, packing myriad 

functions into amps that have earned plaudits 

for the superb playing feel. Heistand’s RedPlate 

brand, founded in 2006, is a relative newcomer 

to the boutique scene, but his career of mod-

ding, repairing, and building and playing tube 

amps spans more than four decades, and he 

brings that broad experience into his designs. 

RedPlate established its name by linking 

delectable blackface Fender-style clean chan-

nels to creamy, smooth Dumble-style OD stages, 

most often through a 6L6 or 6V6-based back 

end. The 50-watt, dual-EL34 Magica changes 

all that. Acknowledging that blackface is still 

king of clean for many players, this new model 

retains that option while pairing up a foot-

switchable British-style lead channel with two 

selectable levels of gain. These are cascaded 

together when Gain 2 is activated, which has 

its own independent Treble, Middle, and Bass 

controls. A plethora of added features enable 

fine tuning of each channel’s voice and feel (see 

the specs box for the full run-down), along with 

RedPlate’s famously functional tube-buffered 

effects loop, an interesting Master circuit that 

actually adds gain as you turn it up, a 50/18-watt 

switch on the back panel, and handy external 

bias adjustment points. The included footswitch 

allows you to select between the clean and the 

two lead channels, as well as a preset Boost 
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function that works on all of them. The latter 

is a partial tone stack-lift function, the amount 

of which can be adjusted via individual internal 

trim-pots for each channel. Behind the no-non-

sense, Brit-influenced styling, the amp boasts a 

hand-wired chassis exhibiting quality compo-

nents and tidy workmanship, along with a Celes-

tion Vintage 30 speaker in a partially open-back 

cab with a Dumble-style oval rear port. 

I played the Magica with a Gibson 1959 Les 

Paul Reissue and a Danocaster S-type, with a 

selection of overdrives in front. The amp did 

indeed offer bold cleans, which were somewhat 

firmer and perhaps not as succulent as those on 

a RedPlate BlackVerb I sampled some months 

ago. Think Hiwatt more than blackface Fender, 

a robust tone with its own thing going on. This 

first channel made a great sonic platform nev-

ertheless, and it ate up both a J. Rockett Archer 

overdrive pedal and a Providence Stampede 

DT distortion, translating each pedal’s particu-

lar shade of dirt into a trenchant, dynamic lead 

voice. Lead One proved great for semi-cranked 

cleans to mid crunch, putting me in mind of mid-

’60s JTM-45 tones, but I really started to enjoy 

myself with Gain Two engaged. The range of 

gain available in this channel made it easy to roll 

from singing ’80s lead tones almost all the way 

to chugging low-string death-metal riffage, with 

a broad palette to explore in between. 

The Magica dealt out truly bovine low-end 

girth for a relatively compact open-back combo, 

with a weighty midrange besides, all of which 

promised meaty tones on just about any stage. 

The EQ and related features provided all the sonic 

versatility you could desire for either channel, and 

the loop worked extremely well with a range of 

delay units. The 18-watt setting also proved a 

cool feature: looser and more raw, and with sub-

stantially less headroom, it presented a differ-

ent playing feel, along with its reduced volume 

levels. I’ve never been a fan of the Vintage 30, 

and again found it rather blunt and barky in this 

amp, issuing piercing highs on many clean set-

tings in particular. I ran the Magica through two 

1x12 extension cabs, individually, with Celestion 

G12-65 and Scumback M75 speakers respec-

tively, and preferred the amp’s performance in 

both. That said, the V30 does make this a pow-

erful and punchy package for rock in particu-

lar, and it ably handles the amp’s full output. 

(RedPlate also offers the Celestion G12-65 or 

Creamback 75 speaker as a no charge option.)

All in all, I found the Magica an impressive 

design, and a great amp for a wide range of 

rock-leaning genres. g

. 

M O D E L

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

MAGICA
CONTACT  redplateamps.com

PRICE  $2,699 street;  

head $2,499 street

CHANNELS  2 (with two gain 

levels in Lead)

CONTROLS  Clean channel: 3-way Mids 

switch, Volume (pull Bright), 

Treble, Middle (pull deep), 

Bass. Lead channel: Volume 

1, Gain 1, Volume 2, Gain 2, 

Treble, Middle, Bass; Global 

Master. Back panel: Pres-

ence (bypassable), Depth 

(sets Presence control range), 

independent 3-way Sin-

gle-Coil/Humbucker/Fat 

switches for each channel. 

POWER  50 watts, switch-

able to 18 watts

TUBES  Five 12AX7s, two EL34s

EXTRAS  Three-button footswitch 

for channel select and 

boost. FX Send/Return. 

Main and Ext speaker outs 

with 4/8/16  switch. Bias 

test and adjustment points. 

50/18-watt switch.

SPEAKER  12” Celestion Vintage 30

WEIGHT  64 lbs 

BUILT  USA

KUDOS  Bold cleans and power-

ful British-voiced lead tones. 

Outstanding build qual-

ity. Impressive versatility.

CONCERNS  Slightly piercing highs from 

the Vintage 30 speaker.
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THE CHALLENGE OF RECORDING FERAL 

tube-amp tones without shaking the rafters 

of every abode within striking distance of my 

home studio was solved for me in the ’90s with 

the PS Systems Power Tool and the Marshall 

SE100 Speaker Emulation System. These hard-

ware speaker simulators/internal-load boxes 

let me audition raging guitar tones at quiet-

as-a-mouse volume levels through my studio 

monitors and headphones. No mics. No blaring 

speakers. No pissed off neighbors. 

So it was with a hint of nostalgia that I started 

testing the Mesa Engineering CabClone ($299 

street), as it had been ages since I’d dragged tube 

combos up to my home studio. Software amp 

simulators had long been my weapons of choice 

for recording guitars without bothering the dogs 

(well, and my wife). Now, I could “silently” track 

my Vox AC30, Mesa/Boogie Stiletto, and Marshall 

JCM900 by routing their speaker outputs into the 

CabClone, and sending the signals to a Focus-

rite interface and directly to Apple Logic. Then, I 

could choose one of three speaker emulations—

Closed-Back, Open-Back, and Vintage—and listen 

to everything through my CAD MH510 Sessions 

headphones. No one was the wiser that a sonic 

apocalypse was going down just across the hall.  

The CabClone is passive (you don’t plug it 

in), handles amps rated up to 150 watts, and 

comes in 8-, 4-, and 16  versions for proper 

impedance matching. A rotary D.I. knob lets you 

tailor signal levels to Mic (-30dB), Instrument 

(-10dB), Line (+4dB), or anywhere in between. 

A Phase Flip switch cures any signal phasing 

issues, but I often activate it when I want thin, 

out-of-phase guitar tones.

Obviously, Mesa Engineering made choices 

when voicing the CabClone’s trio of speaker 

emulations, and their ideal sounds may not 

be yours. That’s the caveat. Having said that, I 

loved them all. The Closed Back simulation is 

designed to produce scooped-midrange frequen-

cies, so you don’t get all the low-mid chunk of 

a real 4x12, but you do get a lot of impact and 

presence. The Open Back setting brings up the 

mids for more punch, while adding some high-

end shimmer for dimension. Mesa voiced their 

Vintage setting to be dark and compressed, 

and it’s indeed warm, full, and articulate with-

out being too bright in those “attack” mids 

around 3kHz-5kHz. Each emulation is also very 

dynamic—you can hear hard attacks, soft pick-

ing, and variations in strumming. Throughout 

the tests, it always sounded and felt like I had 

miked an amp, and every guitar tone packed a 

visceral wallop.

A bonus for sound sculpting is the Cab-

Clone’s Thru mode. Here, you get a non-

speaker-emulated output that you can send 

to a speaker cabinet if volume isn’t an issue 

(such as in a big studio or rehearsal space) 

and mic it. You also have the speaker-emu-

lated direct output, of course, so now you can 

blend the two tones, process each one differ-

ently, or mix them any way your heart desires. 

And think about how cool it can be when 

you’re performing live to send the emulated 

CabClone signal to the house mix (for pristine 

impact), and the unprocessed output to your 

stage rig for a comfy roar from the backline. 

Best of both worlds, baby!

I have nothing against digital amp models, 

but I sometimes crave the immediacy, dimen-

sion, and familiarity of recording my favorite 

tube combos in my home studio. The Cab-

Clone makes that craving a reality with a com-

pact, super-easy-to-use, light (2.4 lbs with tilt 

stand), and fierce-sounding wonder box. For 

me, it’s way more fun tracking guitars at home 

with the CabClone in my tonal arsenal.   

mesaboogie.com g

RECORDING TOOLS
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Mesa Engineering CabClone 
TESTED BY MICHAEL MOLENDADAVE HUNTER



Our Customers Think So.

Can a music program create professional,
real-sounding arrangements and solos for your

songs from only a chord progression?

for Windows® & Mac® 

with RealTracks
Type in the chords to any song using standard chord
symbols like C, Fm7 or Gm7b5/Db; choose a style and
Band-in-a-Box does the rest… Generating a professional
sounding arrangement of bass, drums, piano, guitar,
strings and more. NOW using RealTracks—actual
recordings of professional studio musicians!

PG Music Inc. • www.pgmusic.com • 1-888-PG-MUSIC

Download Now
from $129 USD



124  G U I TA R P L AY E R . C O M / J A N U A R Y  2 0 1 5   

FOUNDED IN 2006 BY FORMER STUDIO 

musicians J. Rockett and Chris Van Tassel, J. 

Rockett Audio Designs (JRAD for short) has 

earned a great reputation on the back of sev-

eral creative, professional-grade pedals that 

have wormed their way toward the top of the 

boutique pool. In this review, we check out 

JRAD’s two new offerings from either end of 

the stompbox spectrum—overdrive and mod-

ulation—which ably represent what this Ten-

nessee-based maker is capable of.

A R C H E R

Billed as “a sort of two-in-one pedal” capable of 

both clean boost and medium-gain overdrive, 

the Archer ($179) has far more storied origins, 

which are hinted at by the Centaur archer logo 

and oxblood-colored pointer knobs. After retiring 

his hand-wired original rendition of the famed 

Klon Centaur a few years back, Bill Finnegan 

first hired JRAD to undertake a mass-produc-

tion unit. The venture fell through after signifi-

cant investment and R&D from Rockett and Van 

Tassel, and the Archer has arrived in its wake, a 

pedal JRAD describes as a detail-perfect “klone”.

Before plugging in, let’s note that, while the 

Output knob is straightforward and packs a lot 

of clean gain, and the Treble does what you’d 

expect, the Gain control is dual-function: Fully 

off, it’s out of circuit, but as you turn it up it acts 

as a mixer of sorts, reducing the amount of clean 

boost in the output while increasing the amount 

of grind. Also, props for the build quality, which 

is stellar right from the compact, folded-steel 

exterior to the pristine circuitry within. A trans-

parent buffer allows for long cable runs with 

no signal loss.  

Tested with a Les Paul, a Stratocaster, and 

a Telecaster through a RedPlate Magica’s clean 

channel and a semi-cranked Komet Aero 33, the 

Archer quickly proved to be one of the sweet-

est overdrives I’ve played in a long while, both 

in function and in character of tone. With the 

Output knob at 10 o’clock, Gain at minimum, 

and Treble at noon, the Archer was right around 

unity gain and sounded virtually identical to my 

straight guitar-to-amp tone, other than per-

haps just a hint of subtle sonic enhancement. 

Rolling Output up to noon induced a superbly 

clear, dynamic clean boost. Winding up the 

Gain slathered on more and more harmonic 

STOMPBOX FEVER

Gear

J. Rockett Audio Designs Archer Overdrive 
& Mark Sampson Revolver Stereo Vibrato
TESTED BY DAVE HUNTER
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overdrive, but it all remained outstandingly trans-

parent and delightfully touch sensitive. This is 

riff-all-day lead guitar goodness, and really hard 

to put down. I didn’t have an original Klon Cen-

taur on hand, but have played them in the past, 

and the Archer certainly took me straight into 

that rarified zone. Maximum cool and an easy  

Editors’ Pick Award.

KUDOS Sweet, transparent, and surprisingly  

versatile boost and overdrive tones.

CONCERNS None.

CONTACT rockettpedals.com

M A R K  SA M PS O N  R E VO LV E R

A sturdy brick of a pedal, yet impressively compact, 

the Revolver ($289) hides a stunning wealth of 

aural variety. This new member of JRAD’s Signa-

ture Series is a recreation of a stereo amp designed 

by Matchless founder Mark Sampson—and cre-

ated in conjunction with him—with a few added 

bonus features. To give it its full description, the 

Revolver is a “stereo splitter boost/EQ with vibe 

and tremolo effects,” and you can use several 

of those features independently, or in combi-

nation. Stomping the on/off switch brings in the 

boost/EQ section, while Effect on/off engages the  

tremolo/vibe, according to whether one mini-toggle 

is set to Std or Pitch, respectively. A second mini- 

toggle selects Odd/Even (aka ping-pong or same-

both-sides), and there are knobs for Volume, Tone, 

Speed, and Depth. You can engage the preamp 

without the vibe/trem effect, but not vice-versa. 

Extra coolness: In stereo/vibe mode, output “A” 

delivers a pitch/wah based vibe, while output “B” 

provides a standard vibe with slight pitch modu-

lation. Choose one output or the other for either 

version in mono.

Tested with a Les Paul, a Stratocaster, and 

a Telecaster through a RedPlate Magica combo 

and a Komet Aero 33 with 1x12" cab for the full 

stereo effect, the Revolver proved a nifty box of 

tricks. Engaging just the preamp and tweaking the 

Volume and Tone controls to suit issued a thick 

yet jangly boost that did indeed put me in mind of 

Sampson’s class-A amp creations. Bringing in the 

modulation effect really expanded the sonic hori-

zons, though, from a subtle, trenchant wobble at 

lower Depth settings, to a swirling, ping-ponging, 

sea-sickening throb with max stereo mayhem at 

advanced Depth settings. The stereo bounce of this 

thing really envelopes you and sends you spinning, 

and it proved an outstanding effect for anything 

from gentle texture to broad, multi-dimensional 

atmospherics to faux-Leslie tones, and more. Set 

to Std, it gives up a solid traditional tremolo, too. 

I could see some players wanting to access the 

effect without the boost, but the Revolver is a 

rich-sounding and cleverly conceived pedal, with 

near-boundless creative possibilities.

KUDOS Superb multi-dimensional vibe and trem 

sounds, and a juicy boost.

CONCERNS Would be cool to achieve boost and 

vibe/trem independently.

CONTACT rockettpedals.com g
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FOCAL IS KNOWN FOR MAKING SOME 

of the best studio monitors around at prices 

that are very affordable for the home record-

ing market. The new Alpha 65 speakers—which 

are part of a series that includes the Alpha 50 

and Alpha 80—hold up this tradition in a sleek 

design that offers extended frequency response 

and a potent bi-amp section that pumps 70 

watts into a 6.5" polyglass cone woofer and 35 

watts into a 1" aluminum inverted dome tweeter. 

The Alphas have been designed with several 

things in mind: low directivity (which enables 

the sound to remain consistent throughout the 

room), low sensitivity to wall effects, and the 

ability to maintain consistent tonal balance at 

low and high volumes.

The Alpha 65 pair that I tested proved 

these qualities by delivering 3D sound at 

whisper volumes, in which every detail in 

the music was presented with stunning clar-

ity. Impressive too was the stereo imaging, 

which sounded as breathtaking in environ-

ments where the walls were just a few feet 

apart as it was in larger spaces where you’d 

expect speakers of this size to be less able 

to maintain that feeling of intimacy in the 

music. I left the Shelving controls in their 

center (flat) settings and kept the Sensi-

tivity switch at 0dB throughout these tests, 

as nothing in the Alphas performance in the 

environments they were tested in suggested 

that any adjustment was needed. 

Quite compact at 13.5" high x 10" wide x 

11.25" deep, and weighing in at around 20.3 lbs 

each, the Alpha 65s definitely sound bigger 

than their footprint suggests, and that’s where 

the magic lies. Of course, it’s all about a well-

integrated system of cabinet design, drivers, 

and power amps that work in concert to deliver 

supreme sound, and, once again, Focal deliv-

ers a price/performance winner that earns an 

Editors’ Pick Award. g

RECORDING TOOLS

Gear

Focal Alpha 65 Monitors
TESTED BY ART THOMPSON

. 

ALPHA 65
CONTACT  focal.com

PRICE  $399 street (each)

DRIVERS  6.5" polyglass cone 

woofer; 1" aluminum 

inverted dome tweeter

POWER  Class AB amplifica-

tion: LF stage: 70 watts. 

HF stage: 35 watts

FREQUENCY RESPONSE  40Hz-22kHz (+/- 3dB)

CONNECTIONS  XLR and unbal-

anced phono inputs

EXTRAS  LF and HF Shelving con-

trols. Sensitivity switch 

(0dB/+6 dB). Automatic 

standby mode cuts power 

after 30 minutes of inactivity. 

BUILT  China

KUDOS  Exceptionally clear sounding.

CONCERNS  None.

M O D E L

S P E C I F I C A T I O N S
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I ’ V E  A LWAYS  B E E N  V E R Y 
appreciative and respectful of 
the crew on tour. A road crew 
for a big rock and roll produc-
tion is divided into various 
teams. A stage manager, a pro-
duction manager, and a tour 
manager direct these teams to 
make sure the sound crew, light-
ing crew, truck and bus drivers, 
limo drivers, pilots, electricians, 
carpenters, and all band person-
nel work together to make the 
show happen each night in a 
different city.

The lighting team includes 
riggers and spotlight operators, 
plus a lighting designer who runs 
the light show. They are the first 

into the hall to wire the lights 
onto the trusses and “fly” them 
over the stage before anything 
else can be set up. A video crew 
operates cameras and runs films. 
The stage crew handles setup of 
the stage itself—including carpet, 
risers, and power. The sound 
crew handles the P.A. system, 
front of house sound, and mon-
itors. Backstage, there’s a pro-
duction team that advances the 
next show and a tour accoun-
tant who settles the money and 
deals with the tour’s operating 
costs—including providing per 
diem funds for the band and 
crew.  A catering staff provides 
three meals a day for the entire 

crew, including dinner and after-
show food for the band.

Then there are the techs who 
handle our instruments before, 
during, and after the show. Many 
famous guitar players have their 
techs switch amp channels, hit 
pedals, and even route their signals 
to different amps—all the while 
tuning a guitar for the next song 
in the show. I’ve always preferred 
to do the sonic changes myself, 
instead of being tied to the same 
tones every night, but I can see 
the advantages of having a tech 
script out and handle the guitar 
sounds for guitarists who run 
all around the stage.

A big production with semi 

trucks, busses, and a sizeable 
crew can run upwards of $80,000 
a day. On a smaller tour, like with 
my own three-piece group, the 
crew is stripped down to two 
or three people, but it works 
much the same way a big tour 
works. Everyone has a specific 
responsibility to ensure a great 
show each night. As the tour 
rolls on, the efficiency of the 
crew tightens up, allowing me 
to focus on how to present the 
music at the highest artistic and 
entertainment level. 

As we rely on house sound 
systems, we don’t need a crew 
to construct a huge P.A. system 
every night—just a front of house 
mixer who can also handle mon-
itors. The guitar tech also takes 
care of the bass rig and helps set 
up the drums. The tour man-
ager can direct the venue’s con-
tractually provided loaders to 
move the gear and uncase it. 
The tour manager can double 
as our “merchandise engineer,” 
as well as handle the account-
ing at the end of the show, and 
then advance the next show. 

A good crew pulls off a show 
like clockwork. They’re prob-
lem solvers who know music 
and gear and can fix anything 
and everything from a bad tube 
or cable to a bus breakdown. 
The show will go on!

Carl Verheyen is a crtically acclaimed, 
Grammy-nominated guitarist, vocal-
ist, songwriter, arranger, producer, 
clinician, educator, and tone master 
with 12 CDs, two live DVDs, and 
two books released worldwide. g

Carl Verheyen on Performance
All Hail the Road Crew!

GetSmart                    

Carl with guitar tech Stan Lamendola. Stan is currently out with Fleetwood Mac.
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I ’ V E  H E A R D  I T  SA I D  T H AT 
many guitarists are high strung. 
I am here to defend every last 
one of them, as that can be a 
very cool thing! As long as it is 
the guitar that is high strung—
as opposed to the player—you 
will likely agree with me on this. 

The common term for a 
high-strung guitar—“Nashville 
tuning”—came to be because 
Nashville session players and 
producers were early adopters of 
layering different guitar sounds. 
Now, Nashville tuning isn’t 
actually an alternate tuning—
you simply swap out your third, 
fourth, fifth, and sixth strings 
with the octave strings typically 
used on a 12-string guitar, and 
tune them an octave up from 
standard tuning (the high-E and 
B strings remain unchanged). 
Some string manufacturers, such 
as D’Addario, even offer dedi-
cated high-strung sets.

Therefore, a 6-string elec-
tric or acoustic guitar would 
use gauges such as:

E (first): .010 to .012
B (second): .013 to .017
G (third): .008 to .010
D (fourth): .013 to .017
A (fifth): .017 - .024
E (sixth): .025 - .032
Sometimes, I will use the same 

gauge on the sixth string as I do 
on the first for a little more top 
end. The effect of these high-
octave strings makes for a chim-
ing, bright, and shiny sound that 
is unreal when blended in with 
other standard-gauge guitars. 

Don’t think for a moment that 
this technique is only applicable 
to country music. Pink Floyd’s 
“Hey You” uses a high-strung 
acoustic, as does the Rolling 
Stones’ “Wild Horses” (on which 
Keith Richards played a 12-string 

acoustic, and Mick Taylor picked 
a high-strung acoustic). I began 
using this technique on record-
ings 40 years ago, and have 
always made sure we have at 
least one acoustic and electric 
high-strung guitar in the studio 
at all times.

G O  ACO U S T I C

For acoustic high-strung parts, 
I favor small and thin-bodied 
flat-tops. The resonance from 
the lighter wood helps the high 
register sing like a bird. I started 
out with pawnshop acoustics 
that were practically made out of 
balsa wood or cheap laminates. 
Early Stellas were a good match. 
The problem with some cheaper 
guitars, of course, is the intona-
tion. The boxes may sound great, 

but they can be quite challeng-
ing in the tuning department. 
So you don’t want the hassle, 
go for something like a Baby 
Taylor or a Yamaha Mini Folk. 
I must admit that my favorite 
guitar for acoustic high-strung 
parts is a 1957 Maccaferri—an 
entirely plastic guitar.

G E T  E L E C T R I F I E D

The sound of electric guitars 
strung with light gauges is equally 
stunning. The color they add to 
a track is very different than a 
12-string or traditional 6-string, 
as they cut through with loads of 
jingle jangle. Many Fender guitars 
work well for this job, as they are 
naturally bright. I often use a ’62 
DuoSonic that just sounds killer 
strung up this way, but newer, 

low-cost Squier Telecasters can 
do the trick as well. You really 
don’t have to spend much on a 
guitar that will provide that great 
Nashville strung sound.

As with all my suggestions, 
these are ideas to experiment with. 
See what you come up with on 
your own, because for the price 
of a set of guitar strings, you 
may find something that adds 
huge value to your recorded and 
live sound. 

Scott Mathews is a record pro-
ducer, composer, vocalist, and multi- 
instrumentalist whose music has 
sold in excess of 40 million units, 
and has generated more than 30 
RIAA Gold and Platinum Awards 
in the pop, alternative rock, R&B, 
country, blues and dance genres. g 
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Scott Mathews on Producing 
Texturizing Guitar Parts with Nashville Tuning

Laid back and high strung—Mick Taylor with the Stones.
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T H E R E  A R E  A  B U N C H  O F

minor guitar repairs I have 
seen a lot over the years. I can 
fix them, but most likely so can 
you. Here are a few that you can 
do at home.

LO OS E  K N O B S , 

T I G H T  K N O B S 

This is aimed at knobs that 
press onto split-shaft pots. If 
the knob is spinning because it’s 
too loose, resist the impulse to 
pry the shaft apart. This makes 
the knob wobble and can break 
it. The fix is simple. Take a 
1/2" piece of tape (cloth tape 
like medical tape is great but 
masking tape will also work) 
and put it over the top of the 
shaft following the opening of 
the split and over the sides. 
Then press the knob back on. 
If it is still too loose, just add 
another piece.

Knobs can also be too tight 
to fit on the shaft. Rather than 
push down so hard you break 
the pot, put a drill bit that is 
slightly bigger than the hole 
in in a vise or something sta-
tionary and then turn the knob 
on it until you hit the end. If it 
still doesn’t fit, go up a size. For 
starters, try bits sized 13/64", 
7/32", and 15/64".

T I G H T E N I N G  LO OS E 

JAC KS  A N D  P OT S

I can’t tell you how many jacks 
and pots I have to fix that 
have been spun around a mil-
lion times by people trying to 
tighten them but instead ripped 
the wires clean off. Here’s the 
tip: Use an open-end wrench 
to tighten the nut while find-
ing a flathead screwdriver that 
fits the jack to keep it from 
turning. Or, check out the 

Stewart-MacDonald “Jack the 
Gripper.” If you’re tightening 
a pot, be sure to turn the post 
counterclockwise and hold it 
there while tightening. 

S T R AT-S T Y L E  S W I TC H 

T I PS  T H AT  FA L L  O F F

Use a drop of rubber cement 
or contact cement to secure 
the switch tip. Another thing 
you can try is take a pair of wire 
cutters and cut a small notch in 
the metal blade of the switch. 
That will bite into the plastic 
just enough to grip the switch.

C L E A N  A  D I R T Y  P OT 

F R O M  T H E  TO P

You can’t always get to the 
inside opening of a scratchy pot 
to clean it out. Stewart-Mac-
Donald makes a special adapter 
that screws onto the exposed 
thread on top and allows you 

to force cleaner in from the top. 
In a pinch, you can use a towel 
to surround the pot shaft and 
try spraying cleaner down the 
slight opening on top. It works 
for sealed pots as well. It may 
take a few sprays but it usually 
does the trick.

A DJ U S T I N G  T H E  

T R U SS R O D  O N  A  

V I N TAG E  F E N D E R

More often than not you cannot 
get to the trussrod on these 
types of guitars. Even if you 
can, it’s easy to damage your 
pickguard in the process. Here 
are the steps I take:

Put a capo on at the 1st fret 
to keep the strings in place. 
Slacken the strings. With the 
guitar on your lap facing away 
from you, hold it from the front 
with your left hand. Loosen the 
neck screws, but keep them in 
place with your right hand. It’s 
a bit of a balancing act, but you 
can then use your left hand to 
tilt the neck straight out and 
over so you can adjust the truss-
rod. Be sure to hold the strings 
in place while holding the neck 
as you pull it off. Put the neck 
back on and if the capo did its 
job, the strings will all be in 
the correct place.

Hopefully these tips can 
help you out and maybe just 
save you a trip to the shop.

Gary Brawer is bald, he’s bad, and 
he gives a sh*t about your guitar. 
His many clients include Joe Satri-
ani, Metallica, and Neal Schon. g
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Gary Brawer on Maintenance
Everyday Fixes
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W H E N  I  WAS  1 6 ,  I  S E N T  A

demo cassette tape to Mike 
Varney of Shrapnel Records, 
hoping to be featured in Guitar 
Player’s Spotlight column. (He 
never did put me in, that punk!) 
He told me that the recording 
quality was sloppy and that I 
should re-record it with more 
care, and in the meantime, I 
should go meet Marty Fried-
man. I had no attitude at all. I 
was so happy and grateful to 
get specific instructions from 
someone who knew about great 
guitarists. 

My dad drove me to down-
town San Francisco to meet 
Marty. I took the rickety old 
elevator up to the third floor 
on Taylor Street, holding my 
hardshell Strat case and Fender 

Champ practice amp. I walked 
down a narrow, dingy hallway 
to his door. He was very polite 
and we liked each other imme-
diately. Varney had sent him my 
demo, which he complimented. 
He asked me how I had done 
one of the techniques (a Van 
Halen “Cathedral”-style delay 
thing). I showed him and I was 
feeling pretty good about myself. 

He then took out his zebra 
Jackson Kelly and we started to 
jam without amps. (All through-
out our Cacophony days, we 
almost never practiced with 
amps. I highly recommend prac-
ticing that way, because you can 
hear what you really sound like, 
without relying on distortion or 
sustain.) Because I was a Strat 
snob, I thought, “He can’t be 

that good!” But when Marty 
started to play, his bending, 
phrasing, and Japanese-music 
note choices were brand new to 
me. I started to sweat, knowing 
that he was better than I was, 
already having his own distinc-
tive style. All my life I had been 
the best around on guitar. I had 
to instantly change my whole 
outlook. I decided I wanted to 
learn from this guy. 

We fast became best friends. 
We had as much fun just hang-
ing out as we did jamming. He 
would come over to my place 
and I would record his songs on 
my 4-track. He would show me 
the harmonies and counterpoint 
parts so we could play together. 
I never thought about record-
ing with him until he asked me 

to be on his album, and by that 
time I had gotten a lot better. 
Without giving me lessons, he 
had made me more creative. 

We would listen to weird 
music that guitar players usu-
ally don’t listen to. Stravin-
sky and Philip Glass were our 
main inspirations for a while. 
I didn’t start playing arpeg-
gios from listening to Yngwie, 
although he was a big influence. 
Besides jamming with Marty, a 
lot of my arpeggio knowledge 
came from listening to Philip 
Glass, and that’s why I didn’t 
play them like any other gui-
tarist. He used beautiful and 
uncommon chord progressions. 

I would constantly record 
classical radio, hoping to dis-
cover something out of the ordi-
nary. I was so excited to find 
fascinating pieces by Debussy, 
Vaughan Williams, Malcolm 
Arnold, Alan Hovhaness, Hector 
Berlioz, and Schoenberg. If you 
really want to develop your 
own style, it is very helpful 
to listen to unfamiliar music 
without guitar. That’s all part 
of keeping an open mind. If I 
hadn’t been open to learning 
from Marty, my life would be 
totally different today. You can 
learn from anyone.

Jason Becker is a composer and 
guitarist whose work can be heard 
on his solo albums, and with 
Cacophony and David Lee Roth. 
Check out this sexy man’s story in 
the award-winning documentary 
Jason Becker: Not Dead Yet. g
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Jason Becker on Creativity
Hanging with Marty, Pt. 1
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MUSICIANS ARE DISCOVER-
ing that guitars are great for 
EDM (Electronic Dance Music). 
With much EDM based on syn-
thetic sound, adding a guitar’s 
organic quality introduces vari-
ety and interest you can’t get 
any other way. I record a fair 
amount of EDM, and, for me, 
the cut isn’t done until the 
guitar parts go on.

But it helps to meet the 
genre half way, like giving 
the guitar rhythmic qualities 
it might not have otherwise. 
Processing the guitar with 
effects synchronized to a 
track (or other instruments) 
makes the guitar fit tracks 
like a glove, and there are 
many ways to do this.

FOR LIVE PERFORMANCE 

Roger Linn’s AdrenaLinn. 
This was my first ticket to 
live EDM performance with 
Germany’s Dr. Walker. We 
patched a MIDI output from 
his MPC beat box to the 
AdrenaLinn’s MIDI In, and 
all the AdrenaLinn’s cool 
sync effects tied right in 
with the song tempo. There 
are even some AdrenaLinn 
presets that lend themselves 
well to creating percus-
sive—as opposed to me-
lodic—sounds, so you can 
contribute to the percus-
sion breaks.

Tap tempo. Many ef-
fects—particularly delay—of-
fer tap tempo. As you’re not 
synched electronically, you’ll 
have to tap periodically to re-
sync to the song tempo, but 
this works in a pinch. 

Gates with external in-
puts. Feed electronic drums 
into a noise gate’s external 
input, and you can “chop” a 
rhythm guitar part based on 
the tempo set by the drums. 
Synching guitar to bass parts 
can also be effective.

Drumcoding. This was 
covered in my September 
2013 column. You feed the 
guitar into a vocoder’s car-
rier input, but instead of con-
trolling the vocoder’s modu-
lation input with a mic for 
“talking instrument” effects, 
you control it with drums or 
another percussive instru-
ment. 

I N  T H E  S T U D I O

The live-performances tech-
niques will also work in the 
studio, but you have even 
more options with comput-
er-based recording.

Plug-in effect sync-to-
tempo. Many time-oriented 
plug-ins (tremolo, delay, etc.) 
supplement a rate control 
with a sync-to-tempo option. 
For example, trigger delays 
at dotted eighth-note inter-
vals, or sync the tremolo to 
quarter-notes. Polyrhythms 
work well, too. Send a track 
to two buses, insert the 
same time-based effect but 
set to different rhythmic val-
ues in each track, pan them 
oppositely, and then sit back 
and enjoy the cool effects 
bouncing between the left 
and right channels. 

Effects automation. Many 
plug-in parameters are con-
trollable with a DAW’s auto-

mation, and external effects 
can be controlled by MIDI 
data. You can draw freehand 
automation, then copy and 
paste for repetitive effects, 
but many programs simplify 
the process. For example, 
MOTU’s Digital Performer 
can insert MIDI controller 
data over a specific range 
with a particular curve, 
which you can copy and 
paste as needed (Fig. 1). 
Some programs (e.g., Avid 
Pro Tools, Cakewalk SO-
NAR, and Steinberg Cubase) 
let you draw in continuous, 
periodic waveforms (Fig. 2). 

Audio automation. Auto-
mating volume, EQ, pan, mute, 
and other mixer parameters 
can also provide rhythmic 
effects. As with MIDI auto-
mation, although you can 
simply draw this in freehand, 
sometimes you can automate 
drawing waveforms to pro-
vide the equivalent of a peri-
odic LFO.

Craig Anderton has played on or 
produced more than 20 major label 
releases, mastered hundreds of tracks, 
and written dozens of books. Check 
out some of his latest music at you-
tube.com/thecraiganderton. g

GetSmart                    

Craig Anderton on Technology
Guitars Meet EDM

Fig. 1—MOTU’s Digital Performer can insert continuous control-

lers that cover a particular range of values and have convex or 

concave curves.

Fig. 2—Cakewalk SONAR allows drawing periodic waveforms 

(sine, triangle, square, random, ramp); here automation is chang-

ing the distortion parameter for Native Instruments’ Driver plug-in. 
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GUITARS, GUITAR SUPPORTS, PEDALBOARDS, AMPLIFIERS...

www.aclamguitars.cat 

Meet us at: Hall E Booth 1741

Follow us!
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Three of the BEST guitar 
makers on the planet. 
And we have ‘em ALL!

309 South Avenue West, Westfield, NJ 07090

goldenageguitars.com
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The Empire
J. Kaufman Empire
Available Now

Combining art, engineering and fine craftsmanship to 
create unique instruments with great tone and style.

The Retro Futuristic Empire is hand made, 
using the finest tone woods. American 
made hardware. Custom pickup options. 
Available in an array of colors and 
natural wood nitrocellulose finish. 
Made in the USA.

Direct: Starting at $2400 
JKaufmanguitars.com
JoeKaufmanguitars.com 

JH-3 Johnny Hiland Overdrive-Distortion Pedal
Metal Pedals
Available Now

JH-3 provides a wide palet of tone options it sports 3 bands of active EQ, Volume, Gain 
and our proprietary Noise Reduction for high-gain players. Low-gain to high-gain we got it 
covered. Handwired and Made In USA.
Retail $235.00
www.MetalPedals.com 
Contact: davepantal@gmail.com
609-915-5452

Gnarly Knobs
Gnarly Knobs
Available Now

Our silicone custom tuning peg covers come in 5 different colors with 20 great designs. 
Bands and Dealers can customize them as well, and they fit most Strat and Gibson style 
pegs. So give your Guitar a brand new look and feel at www.GnarlyKnobs.com! Dealers 
and Bands, call for pricing.
MSRP: 14.99 per set 
www.gnarlyknobs.com
jeffm@gnarlyknobs.com
call Jeff at 732-921-3778

Contemporary Guitar Improvisation 
(Utilizing the Entire Fingerboard) Book & CD
by Marc Silver
Available Now 

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

Rock-Tips Liquid Callus Formula
Rock-Tips LLP
Available Now

A specially formulated, non-toxic application for use 
in protecting sensitive fingertips while playing a 
stringed instrument. When applied to your fingertips, 
Rock-Tips creates a protective membrane that is 
extremely tough, allowing you to play longer.
MSRP: $12.95
www.Rock-Tips.com

Custom Guitar Picks 
InTune
Available Now

For over 14 years InTune Guitar Picks, Inc. has been 
manufacturing and custom printing guitar picks. 
Choose from a variety of materials, thicknesses and 
shapes. Every guitar player should have custom 
guitar picks and every guitar player can. Use what the 
pros use and get your own InTuneGP custom guitar 
picks today.
Starting at $35 (100 picks) 
Quantity pricing available
www.InTuneGP.com
www.FB.com/InTuneGPfans
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VintageVibrato™
MannMade USA
Available Now 

Fits vintage style Strat® guitars with no modifications.
Steel block for authentic Strat® sound, with increased tone and sustain. Push in Arm. Patented 
mounting system guaranteed to stay in tune! Smooth silky feel, less string breakage!
Comes complete with hardware. Made in USA.
MSRP: $160.00
www.MannMadeUSA.com
(603)488-1912 
info@MannMadeUSA.com

$25 Rebate on System 10 Stompbox Digital Wireless
Audio-Technica
Available Now

Get a $25 rebate on all System 10 Stompbox and Stack-Mount digital wireless systems 
purchased October 1-December 31, 2014.  See audio-technica.com for rebate details.
MAP $279.95-$379.95 
www.audio-technica.com

TuskBuffer Mammoth Ivory Guitar Picks
TuskBuffer
Available Now

Made from legal and ethical fossil Woolly Mammoth Ivory, TuskBuffer picks offer outstanding 
tone, superior grip, unbelievable accuracy and lightning fast leads.  Young or old, beginner 
or pro, every player should have at least one TuskBuffer pick in their bag of tricks.  Besides, 
it’s Mammoth Ivory... and that’s just plain cool!
MSRP:  $22.00 – 37.50
www.TuskBuffer.net
No sales to NY or NJ

Tattoo Series
Santo Angelo USA
Available Now 

More than just its unique design, Santo Angelo’s inked series was built to fit your style and 
passion for ink culture.
Santo Angelo’s tattoo Series offers four types of special cables for your pickup tone, which should 
fit your unique sense of style. Old School is designed for pickups with a low output resistance. 
Our Asian Series is designed for a medium output resistance and the Maori series is for those 
interested in a premium base sound to complement guitars with 7 to 8 string guitars. The African 
GB matches with treble instruments like the mandolin.
Try it and listen for yourself or visit us during NAMM 2015 Booth #3584

www.santoangelocables.com
SANTO ANGELO USA
201 S. Biscayne Blvd., Miami, FL 33131
887-284-2930
info@santoangelocables.com

Vapor Shield Guitar Strings
La Bella Strings
Available Now 

The future of coated strings...are not coated!
Guitar players no longer have to sacrifice tone using a conventionally coated string. Our Vapor 
shield technology mutates the molecules of the string, creating a slick, low friction surface 
resistant to grime and oil. No peeling or flaking after extended play! Available for Acoustic, 
Electric guitar, and bass. Contact www.labella.com to purchase these strings. Hand wound 
and treated in the U.S.A. 
SRP: $10.95
www.labella.com

Mojotone Two Face Strat Pickups
Mojotone
Available Now 

“Two-Face” Strat pickups are unlike any other Strat pickups ever made.  Like P-90s, they use 
adjustable polepieces and bar magnets for the wound bass strings.  On the treble side, they use 
Alnico rod magnets.  The result is a snappy and clear bell tone with scooped mids on the treble 
side, and smooth upper midrange growl with super tight low end on the bass side.
MSRP: $63.65/ea
www.mojotone.com/two-face-strat
Mojotone
513 South Dudley St.
Burgaw NC 28425
(910)259-7291
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Mag-Lok Tremolo Anti-Deflection Device
The Super-Vee
Available Now 

The revolutionary Mag-Lok design uses Rare Earth super magnets to securely hold your 
tremolo’s zero position during hard finger string bends, but transparently releases when 
using the whammy bar. It is truly the holy grail for the ultimate in tuning stability on all 
tone block style tremolo systems - including Floyd Rose.  Installs in minutes with just a 
screw driver. Patent pending.
Price: $59.95
www.super-vee.com

Wishbass JJK Guitars
Wishbass
Available Now 

The JJK model is based on JJ Cale’s backless rat guitar. Designed to resonate like an 
acoustic, giving great response and tone, with an open back that prevents uncontrolled 
feedback. Make it scream like a Marshall stack with a tiny amp, or back up one step to 
sound like a fat archtop. Also in Basses.
$300+
www.wishbass.com
wishbass@bellsouth.net

Lil Luber/Groove Luber/Bench Luber
Big Bends LLC 
Available Now

Big Bends LLC is proud to introduce the complete line of Nut Sauce™ tuning lubricant 
applicators:  the 0.5cc Lil Luber – for the guitar hobbyist; the 1.5cc Groove Luber – for 
the serious player; and the 6cc Bench Luber – for the guitar tech or repair shop.  Accept 
no imitation!  
MSRP: Lil Luber $12.45, Groove Luber $24.95, Bench Luber 59.95
www.bigbends.com
1(888)788-BEND

The Super-Vee BladeRunner
Super-Vee Tremolo Systems
Available Now

The BladeRunner with patented technology gives your Stratocaster superior tuning 
stability, improved clarity, and a marked boost in sustain. Unlike any other tremolo, 
the BladeRunner delivers.  Crafted in multiple finishes - six screw, two-post and lefty.
MAP Price - $169.95 - $199.95
www.super-vee.com
887-TREMOLO

Virtual Guitar Amp II
Studio Devil
Available Now

Studio Devil Virtual Guitar Amp II combines breakthrough tube amp realism with cabinet 
models from the world-renown Red Wires impulse library into the most straightforward 
amp modeling plug-in available. 18 amplifier models, 20 cabinets, tone-shaping EQ, studio 
effects, and a built-in tuner let you dial in the professional guitar tone you expect into 
your next recording project for VST, Audio Units, ProTools RTAS, and now standalone live 
applications too! Download a demo from studiodevil.com today!
SRP: $79
www.studiodevil.com

The String Cleaner
ToneGear
Available Now

NAMM “Best in Show” Winner - Cleans 360 degrees of all strings simultaneously - Makes 
your strings last approximately 10 times longer - Not a disposable item! - No chemicals or 
solutions - “Cleaning strings has never been this easy....” - Gibson Guitar
MSRP: $9.99
Available now online and at all Guitar Center and Sam Ash locations.
www.thestringcleaner.com
info@tonegear.com
(310) 699-8519
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GUITAR BUILDING AND REPAIR SCHOOL. 
Comprehensive courses in acoustic, electric, and 

bass guitar construction, repair, finishing, and guitar 

electronics. For occupational training, since 1974. 

Accredited member ACCSC. Financial aid available 

for those who qualify. Contact: Roberto-Venn 
School of Luthiery, 4011 S. 16th St., Phoenix, AZ 

85040. (602) 243-1179 · www.roberto-venn.com
———————————————————————

Summit School. Archtop, Acoustic, Electric 

and Repairs. 3:1 student-teacher ratio in pristine 

British Columbia. New courses: Recording and live 

sound. Box 9, Goodyear Rd., Qualicum Beach, BC,  

Canada V9K 2A3. Phone/Fax: (250) 757-8807   

(888) 901-9903 · luthiersintl@bcsupernet.com
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SCHOOLS

ACOUSTIC MATERIALS

EDUCATION AND TUTORIAL

PARTS/ACCESSORIES

INSTRUMENTS

S C H O O L S

A C O U S T I C  M AT E R I A L S

Design and Construction 
of Tube Guitar Amplifiers

“this book is incredible”

www.translucidamps.com

guitarplayer.com

TM

FREE INFO:

BRAND NEW online 
practical training in
Multi-track Recording. 
Join our successful 
working graduates or 
build your own studio. 
Diploma / Career guidance. 

Accredited School

from San Francisco, USA

ONLINE COURSE

www.AudioInstitute.com

from

Established 
      1986

Audio Institute
of America

BE
A RECORDING ENGINEER

Small ads work, too!
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Classic Column

IN THIS STUDIO LOG FROM THE NOVEMBER 1978 ISSUE, TOMMY TEDESCO DISCUSSES HIS FIRST ENCOUNTER 

with direct-to-disc recording .  —ART THOMPON





NOW AVAILABLE IN SIX STANDARD SETS AND OVER 70 INDIVIDUAL STRINGS

Build a custom set 

with gauges from 

.007" to .080" at 

nyxlcustom.com


