Jim Gleason’s GUITAR ENCYCLOPEDIA

Guitar And Amp Tone

By Jim Gleason

Version 1.0
© 1994-2006 Rock Performance Music. All Rights Reserved

www.guitarencyclopedia.com



Pace 2

ALIGNING REFERENCESIN THISMANUAL
TOTHE VIDEO CASSETTE

On your video recorder (or with the remote), set the counter to zero
(0:00:00) exactly at the beginning of the video, exactly where the title
screen snown below first appears. It must beaREAL TIME COUNTER.

GUITAR and AMP
TONE

By Jim Gleason
©1994 RPM
All Rights Reserved

You can then cue sections of the video by refering to the column
on the far right of the Contents pages



CONTENTS

All entriesin italics below are guitar and amp tone setups.

Page Videotape

Preview Of SOUNGS........covii ettt e e eare e e ear e e e enreeeanes onvideotapeonly ~ 0:00:04
Alligning Real Time Contents References To The Video Cassette Tape ........cccoveeeverieeneenenne 2
(O00 011 | 5T OO RUP USRS 3
Introduction

A. The Proceedure Suggested By ThisVideo and BOOK............cccoceeverienennenienenseeene 5

B. VOIUME CONLIOL ...ttt st s see e e 5

(@I I T o 1o o USSP 6

[ 2 I =X @0 11 0] PR R 7

E. Reverb, Echo, Digital Delay and Modulation ............ccoceieriineenenieseeneeee e 8
Chapter 1. The Growth and Decay Envelope

A. ENVElOPE DEMINEG. ...t 9 0:07:20

B. IHlustrations of 10 Basic Envelopes by Amplifier

(see Chapter 2B for Videotape tIMES) ........cocvreereerieriesee st 9 0:07:45

C. Getting the ENVElope Y OU WaNT ..........coeeiiriiiiesieeie e s 11 0:09:20
Chapter 2: Guitar and Pickups

A. Gibson and Fender EIECtriC GUITAIS........cooviiiieeieniesiere e 12

B. SINGIE COll PICKUPS ......ooiiiiiiiienieeie ettt st 12 0:11:00

C. HUMDBUCKING PICKUPS.....ceeiiiiieeee e s 13  0:18:30

D. PIckUP AQJUSIMENTS ......coiiiiiiieieee ettt ses 13 0:20:15

E. ACHVE PICKUDS ...ttt 13

F. Pickup Wiring and POL@rty ........ccccoveoririiiieseee e 14 0:27:00

G. Shielding and POLING ......cccoiieiiiieiiee e e 16

Preview of Amps & Speakers Used in Chapters 3 and 4 (video only)

Chapter 3: Amp and Speakers

A. Fender, Marshall and Vox Tube AMPLITIErS. ... 17
B. Speaker Components and Wattage .........coouveeereriierie e e 18
C. Open-Back versus Closed-Back Speaker Cabinets .........ccocovveeierieneenenieneesiesee e 21
Comparisons of Marshall & Fender amps through various speaker cabinets (videotape only) .
D. Guitar, AMpP and SPEAKEr SELUD ......ooverieriiriesieeie ettt sees 21
E. Distorting the POWEr AMP ......ooiiiieiierieeesee ettt 22
F. Using Power Amp DiStOrtiON ........c.cooeereeiiinienieeie et 22
Chapter 4: Refining Tone with the Pre-Amp
A. Preamp Volume, Bass, Middle, Treble, Presence ..., 23
B. Basic Guitar and AMP TONES.......cccuiiierierieree ettt st s saeeeesneeses 23

C. Increased Distortion for Hard Rock and Metal ..........oooovioooeioi e 31

0:31:30

0:34:30
0:35:35
0:40:40
0:43:00
0:45:20

0:52:30
1:00:30



Pace 4

Page Videotape
Chapter 5. Equalization: Shaping the Tonal Character
A. The Harmonic Content Of aNOLE .........cccooeeiiieriinesee e 33  1:.02:25
B. Equalization and Frequency Bands ...........coeoieeriieieniieneesee e 34 1.04:15
C. EQUAlIZALTON DEVICES .....ccueeiieieeieesieeie sttt sttt st nbe e nes 35 1.07:20
D. Guitar& AmMp ToNeSWIth EQ ......coouiiiiieiiieeee e 36 1.21:40
Chapter 6: Miking and Noise Reduction
A. Microphone PlaCeMENLt ..........coiiiiieee e 43
B. The Microphone Preamp .........cooieiiieieee e s 43
C. Noise Reduction, Expansion and COMPreSSION.........coeererieneenerieeseeesieseeseeseesesses 43
Chapter 7: New Technology
A. Rack-mount GUItAr PrEamPS .......cccoeeiieiieeee ettt see e s sae e e 45 1:24:05
B. SPEAKEr EMUIGLOIS.....c..eiieeeieciie ettt nes 53
C. The ADA Ampulator: Accurately Simulating Power Amp and Speakers. ................ 53
Audio/Video Library of Vintage Amps and Speakers (Videotape only)
N = 00 (S =0 1 RSP RSPRR 1:30:00
1. 1953 TWEEH DEIUXE......oeiiieeiee ettt ettt nre e sr e e e 1:31:15
2. LOBB DEIUXE.....eeeeeie ettt ettt a e e e p e e e neeanee s 1:34:05
G R G b 0 =SS 0 7= S 1:37:00
4. 1961 Bassman (IX127 Cal) ...ccocceeieriiiiesieee e 1:39:40
5. 1963 Pro (15", tUDE FECHITIEN) ..cveeeeieieieee e e 1:42:30
6. 1968 Super Reverh (1X12” CabINEL) ......ccooeeiiieceeeee e 1:45:25
7. Circal1970 Fender TWIN REVED ... 1:48:00
B. Vox Amp
I O o= T LG B O 0 OSSR 1:50:35
C. Marshall
1. 1959 4x10" Bassman thru 2x12” open back
Marshall/Celestion Greenback SPEaKErS.........ccooiiiiieereniese e 1:54:55
2. 1969 Model 1987 50 watt Marshall thru 2x12” open back
Marshall/Celestion Greenback SPEaKErS.........ccooiiiieeriniese e 1:56:05



INTRODUCTION

A. THE ProceEDURE SUGGESTED By THISVIDEO AND Book

The signal chain (or signal path) includes every wire, cable, plug, switch, and other device that passes
the signal from your guitar pickup to the speaker (or microphone). Asan electric guitarist, it isyour job to be
aware of the effect of every component inyour signal chain. Concentrate on basicsfirst. Get agood sound with
just aguitar and amp, before adding effects and other devices. Hereisageneral order of procedures.

» check your microphone placement, if recording or sending to a PA or monitor (Chapter 6)

» choose a guitar, pickup, amp and speaker combination (Chapters 2 and 3)

 find the power amp distortion reference setting (Chapter 3) and listen to the envel ope (Chapter 1)
» adjust the input gain and tone on the amp (Chapter 4)

* if desired, add an equalization device to the signal chain and adjust it (Chapter 5)

 recheck your microphone placement and setup the mike preamp and noise reduction (Chap. 6)

» play through the system, make necessary adjustments to components or to your technique

B. VoLuME CONTROL

Passive and Active Volume Controls.

A passive volume control does not increase amplification of the signal whenitisturned up. Instead, it
allowsall of thesignal to passthrough whenitisturned all theway up. It grounds out increasingly more of the
signal asyou turn it down. When asignal is connected to ground, it loses power.

An active volume control employsatransistor pre-amplifying circuit so that when you turn the knob to
increase the volume, itisamplified. With the passive volume control, turning the volume knob to increase the
volume doesn’t amplify the signal, but makesit louder by reducing the amount of the signal that is connected
to ground.

Volume Control On the Guitar.

Itispreferabletoturn passivevolumecontrolsfully clockwisesothefull volumeof thepickupisallowed
to passthrough to the amplifier. The more apassive volume control on aguitar isturned counterclockwise, the
more of the harmonic content of the guitar isnot heard. Some of my electric guitars have no volume controls.
They are wired “direct” to minimize hum and bring out the full tone of the pickups.

Crescendowith no-attack. A useful effect commonto pedal steel guitar playingisproduced ontheguitar
by playing anote with the volume off and “ swelling” the volume up gradually by turning the volume knob with
your littlefinger. Thereisno audible attack with thiseffect (you can’t hear the note being picked). Instead, the
note seems to “sneak in from nowhere.”

Volume Control On the Amplifier.
Adjust your volume as much as you can on the amplifier instead of on the guitar so harmonic content is
preserved (as discussed above).

Volume pedal.

V olume pedal swith potentiometers are noisy and bothersometo maintain. The best volume pedalsuse
alight-sensitive resistor (you might specify that when you buy one). Volume pedals seem to detract from the
harmonic content of the notes on aguitar lessthan the volume control ontheguitar. A crescendo with no attack
can be performed with the volume pedal with more ease than with the volume knob on the guitar (see above).
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C. DISTORTION.

Inthiscontext itismore correctly called harmonic distortion. Thistypeof distortion producesagrating,
raspy sound by adding greatly to the harmonic content of the guitar tone.

Pickups.

The most common mistake Rock guitarists make isto use a pickup with too high an output (too hot). It
iscool that distortion increases sustain, but you don’t haveto get all of the distortion from the pickup. Most of
the distortion should happen in the preamp section of the amplifier (or distortion box), not the pickup. When
apickup istoo hot, it lacks tone character.

Some pickups have so high an output that they distort without any distortion devices. Stock pickups
usually don’t distort much. Most pickup manufacturers now include many high-output, distortion-producing
pickupsin their product line. When selecting a new pickup for your guitar, play aguitar similar (or identical)
to yours with the new pickup installed on it.

Humbucking pickups are always double-coiled. They produce much less hum than single coil pickups,
especially with distortion.

Distortion boxes.

Overdrives, fuzz boxes, sustainers, and distortion boxes are basically the same thing. They imitate the
harmonic distortion that occursin tubeamplifiers, usually in amore exaggerated manner and with more control.
Sustainers usually have compression and distortion (see Chapter ).

Don’'t always use maximum distortion. Create the appropriate tone for the song you are playing.

Tube Versus Solid-State Guitar Amplifiers.

Tubeamplifiersproduce awarmer sound, morelikethat of acousticinstruments. They havemore*bite’
or “crunch” and are generally much-preferred for electric guitar.

Solid-state (“ transistor” or “ transistorized” ) amplifiers have more of a dry “punch.” They sound
somewhat synthetic. Usually solid-state amplifiers are preferred for bass, keyboard or PA applications.

Overdrive preamps.

Tube amplifiers equipped with overdrive channels usually produce the best sounding distortion. They
usually involve amaster volume control and a“lead drive,” “gain” or “tubevoice” control which adjusts output
in the preamp stage. To produce distortion, the preamp stage is turned up to where the signal is distorted; then
the main output stage (controlled by the master volume knaob) is turned down so the volume coming out of the
Speaker is not too great.

D. ToNE CoNTROL

Passive Tone Control

Passivetonecontrol diminishesthetrebleastheknobisturned counterclockwise(or asthesliderispulled
toward you on amixer) by “grounding out” the treble. The further you turn the control counterclockwise, the
more of the treble part of the signal is cancelled out by running part of the signal (1) through a capacitor, (2)
throughthetonecontrol, andfinaly (3), to“commonground.” All ground connectionsareconnected and usually
contact the chassis or massive metal parts of the instrument.
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A higher value capacitor cuts less treble and produces a more bassy tone. Capacitors are rated in
“microfarads.” Single coil pickupsusually usea.02 microfarad capacitor in their tone circuit (Fender uses .05
through .1). Double coil (“humbucking”) pickups commonly use a.05 microfad capacitor (Gibson often uses
.02). Electric basses use .05 through .08.

Another name for a volume control is a potentiometer (or “pot”). A passive tone control is a
potentiometer with a capacitor as described above. The weak point of passive tone controls is that as they
relatively increasebass, they cut thetreble. Anactivetonecontrol canleavethetreblepart of thesignal unaltered
and boost the bass.

Active Tone Control

Activetonecontrol issuperior, but moreexpensive. It employsamplifying circuitstoboost thetreble, bass
or selected frequency bands (aselected “band” or range of tone anywhere between trebleand bass). Someguitars
are equipped with active tone controls, but it is generally better to rely on rack mount equalization. For studio
use, an electricguitar can bewired without any toneor volumecontrols, to assurethe purest signal totheamplifier.

Active treble tone controls are called high passfilters. Active bass controls are called low passfilters
and active selective frequency band tone controls are called band passfilters. Band-reect filters (or “notch”
filters) allow all frequencies to pass except those within a given frequency band.

Trebleishigh frequency. Bassislow frequency. Bandwidth isthe range of frequency: it defines how
high and low the frequency band to be affected is.

Boosts and Cuts (attenuators).

Boost and cut switches are tone controlswith stationary ratings (adding or diminishing a set amount of
treble or bass). Cut switches on amixer are usually called “pads.”

Tone Control On the Guitar and Amplifier.

First, turn the tone controlson the guitar fully clockwise, so thefull tone of the pickupisallowed to pass
through to the amplifier. Then adjust your tone as much as you can on the amplifier, before adjusting the tone
onthequitar. Start with a“flat” tone on the amp: with all of the tone controls turned half way up. Asyou add
tone, you add thickness also. If you want to add treble without adding thickness, turn the bass down and the
volume up slightly. If you want to add bass without adding thickness, turn the treble down and the volume up
dightly.

Presence Control.

The presence control adjusts the bite (or edge). Increasing the presence adds bite. Decreasing the
presence smooths out the tone and mutesit. An alternative to the above method of adding tone without adding
thicknessisto add treble or bass and turn the presence control down.

Wah-wah pedal.

A wah-wah pedal isaband passfilter (see“Active Tone Control” on the previous page). It can be used
as atone control by leaving it in one position or as an effect by moving it from one position to another.

Pressing thewah-wah pedal downwith your toesincreasesthetreble. Pressing thewah-wah pedal down
with your heel (allowing the “toe end” of the pedal to rise) increases the bass. When using the wah-wah asan
effect, you usually would keep the beat with your foot. Pressthetoe end of the pedal down on the beat and press
the heel end of the pedal down between the beats. Occasionally the pedal isused for every noteinstead of every
beat when special emphasisis desired.
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E. Revers, EcHo, DiciTAL DELAY AND M ODULATION

Reverb

Reverbisamultitude of echoesin an enclosed space which cause asound to continuefor sometime after
the source has been cut off. Reverb occurs naturally in any confined area.

Artificial reverb unitsarecommonly used to givemusica“live” sound. Theleast expensivereverb units
are spring reverb. Spring reverb units delay part of the signal by running it through long springs so the signal
takes longer to pass through. Therest of the signal isrun directly to the output.

Reverb units amost always have a depth control to adjust the volume of the delayed signal in relation
totheoriginal signal. Natural reverberation isgreater where sound bounces off hard, sound-reflective surfaces
and lesser where sound is absorbed by soft dense materials (such asrugs, drapesand bodies). The better reverb
unitsalso haveacontrol for delay time. Adjusting theunit for greater delay time simulates natural reverberation
occurring at a greater distance from the sound-reflective surface.

Echo and Digital Delay

Acoustic echoisoccasionally produced in an acousti c echo chamber inwhich the echo effect isproduced
by the acoustical design of the chamber which allows sound to bounce around. The sound is pumped into the
chamber through a speaker and a microphone picks it up with the added echo.

Tape loop echo produces an echo by recording the signal at one point on the moving recording tape and
playing it back from another point on the tape. Thisdelaysthe signal. The delayed signal isthen mixed with
theoriginal signal for the desired intensity of echo. The duration of the echo can be adjusted with a control that
changes the distance between the recording and playback heads. Tape loop echo is now all but extinct, since
innovations in analog and digital delay have so greatly improved on the capabilities of artificial echo.

Analog delay units produce echo. They are commonly noisier than digital delay units (which aso
produce echo) but can usually produce higher frequencies and are less expensive.

Digital delay is “state-of-the-art” for artificial echo. Digital delay units can produce delay timesfrom
1 millisecond up to one second or more (1 ms = 1/1000 of a second). Most digital delay units are capable of
doubling, chorusing, flanging and phasing in addition to echo. Doubling producesthe effect of two instruments
playing the same part that one instrument played. See chorus, flange, and phasing below.

M odulation.

Modulation causes a swirling or swishing effect. It is produced by altering a signal in a continuous,
pulsing way.

Phasing is produced by slightly but continuously decreasing and increasing the delay time of asignal.
Theresultisa*“swishing” tona sweep. It generally sounds best on notes or chords of long duration.

Flanging isthe sameasphasing, but withawider variationin delay time. Phasingisamore subtleeffect,
not as easy to recognize asflanging. Flanging soundslikeyou’ re®stuck inaspacewarp” or experiencing some
kind of altered state. Delay timefor flanging isusually about 1 to 20 milliseconds (1/1000 to 20/1000 seconds).

Chorusing, likedoubling, producestheeffect of morethan one sound from asingle source by combining
the original sound source with adelayed signal of about 20 to 80 milliseconds (20/1000 to 80/1000 seconds).
Thedelayed signal ismodulated to produce aswirling effect. Thisswirling effect makesthetwo signal sources
(the original and delayed signals) sound slightly out of tune as they would if there were two instruments.



CHAPTER 1:
THE GROWTH AND DECAY ENVELOPE

A. ENVELOPE DEFINED

The volume of anote or chord aways changes during itssustain. It usually increases (or grows) to its
loudest level, then decreases (decay) to silence. Theincreaseat thebeginning of anoteor chordiscalled growth.
The decrease of volumetoward theend iscalled decay. The combined growth and decay iscalled an envel ope.

Tographically represent theenvel ope, timeproceedsfromleft toright. A horizontal linerepresentszero
volume (silence). Increasein volumeisindicated by linesof equal length drawn above and bel ow the horizontal
line. Viewing the graphic representation below from left to right, you can see the envelope fatten, sustain
(hopefully), then thin out, as the sound grows and decays.

The Growth and Decay Envelope of a Note

Theenvelopemainly showsyou changesinvolume. Thegrowthand decay envel opeshowsyou changes
involume. I'll discuss al the characteristics of tone later.

B. ILLusTrATIONS OF 10 BAasic ENVELOPES BY AMPLIFIER

Hereisademonstration of the different envel opes created by ten different amplifiers. Y ou canseeand
listen to all of these amplifiersin the audio/video library at the end of the video cassette. Each amplifier was
set to areference setting as described in Chapter 3, then decreased in volumeto amoderately clean level. The
same guitar and pickup was used in each example. Three notes were played for each example: fifth string,
seventh fret “E”; fourth string, fourteenth fret “E”; and first string twelfth fret “E” played with second string,
fifteenth fret “D” bent to “E.”
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Amplifier

1. 1953 Fender Deluxe

2. 1964 Vox AC30, 2X12" Blue“Bulldog” speakers (15 watt), open-back

3. 1968 Fender Super Reverb, 4X10" speakers, open back

4. 1970 Fender Twin Reverb, 2X12" Greenback speakers, open back

5. 1969 Marshall Model 1987 50 watt, 2x12" Greenback speakers, open-back

6. 1991 Marshall JCM900 100 watt. 2x12" Greenback speakers, open back

7. Marshall IMP-1 preamp, Overdrive 2, all tone set to zero, Marshall 100 watt tube
power amp, 2x12” Greenback speakers, open back

8. ADA MP-2 preamp, Warm Hi-Gain, all tone set to zero, Marshall 100 watt tube
power amp, 2x12” Greenback speakers, open back

— A P fomottam.—
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9. ADA MP-2 preamp, Warm Hi-Gain, al tone set to zero, Ampulator (in place of
power amp and speakers)

- mata——— YN

10. ADA MP-2 preamp, Warm Hi-Gain, all tone set to zero, 60% to Marshall 100 watt
tube power amp, 2x12” Greenback speakers; 40% to Ampulator

Preferred Characteristics Of An Envelope

A Good Envelope SwellsUp To Full Volume, 1t Doesn’t Explode. The preferred tonesusually beginwith
agradual volume increase during the first tenth of a second or so. Thisisvery similar to the beginning of notes
produced on mouthpiece instruments like trumpet and on the blues harmonica. The note swellsup to full volume,
instead of exploding.

A Gradual Decay. Itisusually preferredthat notesdecay gradually (sustain), solong notescan beplayed
whendesired. Most ampswill dothisat higher volumelevels, but themost favored ampswill produce sustained
notes a moderate volumes, as well.

Vintage Marshall and Vox amps produce some of the roundest growth sections in their envelopes,
especially at higher volumes. At lower volumes, Fender ampstypically produce envel opeswith afairly abrupt
beginning and a quick decay (decrease in volume).

The ADA Ampulator produces an envelope with a somewhat abrupt beginning, but follows with an
excellent sustain. | particularly like sending about 60% of a preamps output to a tube power amp, and 40% to
the Ampulator. The Ampulator adds sweetness and sustain to the mid-range and really fills out the tone. 1I'm
spoiled. | find it hard to use a tube power amp without accompanying it with the Ampulator.

C. GETTING THE ENVELOPE YOU WANT

Y ou may want to copy an envelope from what you heard on arecording, in alive concert or even on
another instrument (blues harmonica makes a good model for blues guitar). Follow this general procedure, as
elaborated in the following chapters and on the videotape:

1. Makeyour best guess at agood guitar, amp and speaker combination (if you have choices).

2. Get agood sound from the power amp section of your amplifier with moderate preamp levels, no
effects and little or no equalization. After working on it for awhile, try changing the guitar and
speakers to make sure you have the combination you want.

Adjust the preamp section to further define the envelope.

If more sustain is desired, add a compression device between the guitar and the amp.

Add equalization (if available) between the guitar and the amp (after the compressor, if any).
Mike the speakers and monitor the sound from another room or on tape.

o g bk~ w



CHAPTER 2: GUITAR AND PICKUPS

A. GiBsoN AND FENDER ELECTRIC GUITARS

Most electric guitars used in Rock, Bluesand Metal can betraced in their design and sound to a Gibson
or Fender guitar (usually asolid body model). Fenders have much morerounded edges, dueto thewood tooling
capabilitiesin their early production years. Modern derivations have added new pickup designs, active tone
control, floating tremol o systems, sustain systems and drastic changes in body design.

The most popular Gibson for Rock, Blues and Metal has been the Les Paul. Patented in 1953, it had a
heavy solid body and low profile frets, nicknamed the Fretless Wonder.

The Gibson 335, athin hollow body with asolid block of wood running from the neck through the body,
isanother very useful guitar. B.B. King playsa Gibson 345, astereo version of the 335. Clapton often used a
335inthestudio with Cream, illustrating its similarity in sound to the Les Paul. The Seymour Duncan Custom
and Pearly Gates models of pickups are great versions of the Les Paul type humbucking pickups.

The Stratocaster isthe most popular Fender model used in Rock, Blues, Metal, Surf Music. See more
information on the Stratocaster below. Jmmy Page used Fender Telecasters on many early Led Zeppelin
recordings, and occasionally used Danelectros. The Telecaster is usually associated with country music, but
Jmmy redefineditabit for us. Steve Cropper, who played on many of the classic songsonthe Stax |abel (Wilson
Pickett, OtisRedding, Booker T. & theM G’ s) defined yet another great tonewith aTelecaster (hewasthewhite
guitar player in the Blues Brothers movie).

B. SINGLE CoiL Pickups

Vintage Fender Type Pickups.

L eo Fender wasfirst to use pickups with an individual magnet or polepiece for each string. He started
usingthedesigninthe1930’s. Original Stratocaster al nico staggered-pol e pi ckupshaveabeautiful vintagetone,
which canbeheardinthelessdistorted guitar partsby Jmi Hendrix and Stevie Ray Vaughan. Alnicoisanalloy
made from aluminum, nickel and cobalt.

Larry Van Zandt makes great hand-wound vintage Strat-type pickups. Hewound pickupsat the Fender
factory intheold days. My favoriteishisBluesmodel. It isagood ideato get the middle of the three pickups
on a Strat-type guitar reverse-wound, reverse-polarity, so when used with the neck or bridge pickups, you get
hum cancellation.

Staggered-pol e pickups are somewhat of a hassle when it comes to getting an equal volume from each
string. Thefirst and second stringsare usually not loud enough unlessyou usethelarger gauge stringsthe pickup
was designed for. Also, there is some decrease in volume when bending a string between the pole pieces.
However, it’s worth the disadvantages to hear that great vintage tone!

Other Single Coil Pickups.

Danelectro “Lipstick Tube” Pickups. In addition to Strat pickups, Stevie Ray used Danelectro “lip
stick tube” pickups, which sound similar to thevintage Strat pickups, but haveagutsier sound with awider tonal
range (more lows and highs).

So-Called “Vintage’ Single Coil Pickups. Many manufacturers sell single-coil, Strat type pickups
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labeled “vintage.” They often don’'t have the authentic sound. If you've ever heard an authentic vintage
Stratocaster alnico pickup or aVVan Zandt Stratocaster alnico pickup, you'll know the difference.

“Hot” Single Coil Pickups. In most cases, when | want a hot pickup, | use a humbucking pickup. Hot
single-coil pickupsdo haveauniquetone, however. Try aDuncan“Hot - Model STL-2T” with Alnico magnets
for afat, full vintagetone. Itistapped (seethelast section of thischapter), so you havetwo choicesof power level.
Another tapped pickup is the Duncan “Quarter Pound - Model SSLAT,” with huge, quarter-inch wide magnets.

C. HumBuckING Pickups

Oneof the coilsin ahumbucking pickup isreversewound, reverse polarity to cancel hum. Thecoilsare
usually wired in series, but can be wired in parallel, as described in the last section of this chapter.

Vintage Gibson Pickups.

The original humbucking PAF pickups used in the Les Paul still have some of the finest tonal
characteristicsavailable. The name comesfrom Patent Applied For, which was used to label the pickupswhen
Gibson applied for their patent in 1957. They were used on Gibsons from 1957 through 1959. Many Gibson
humbuckers made since 1959 can sound as good as the PAF's, but the PAF' s have a special reputation.

Some successful pickups based on the vintage Gibson humbucker are the Duncan Custom, Duncan
Pearly Gates (my current favorite), DiMarzio PAF Pro, and DiMarzio “Fred.”

“Hot” Humbucking Pickups.

Metal and Hard Rock styles often require the use of a high output humbucking pickup. These are easy
tofind, sinceso many have beendevel oped sincethemid-* 70’ s. Vintage pickupswill oftenwork aswell or better
for aMetal or Hard Rock sound by adding distortion in the preamp and preserving more of the guitar tone.

Stacked Humbucking Pickups (fit in single coil cutout).

These humbucking pickupshaveonesinglecoil ontop of another, sothey will fitinto asinglecoil cutout.
TheDuncan“VintageRails” pickup hasanice*kind-of-vintage” tone, ishumbucking, and uses bladesinstead
of polepieces. The blades allow you to bend strings without volume dropouts between the pickup pol epieces.

D. Pickup ADJUSTMENTS

Listen to the output of each string played at the same fret and adjust thetilt of each pickup individually
so each string hasapproximately thesamevolume. Becareful to pick each string withthesameforce, at thesame
angle, and at thesameplaceonthelength of thestring. Generally keepthe pol epieces(or blades, on somemodels)
at least 1/16” away from the strings. 1/8” is a safer minimum, to avoid touching the pickup with the pick.

Itisuseful to mikethe guitar and look at the comparative volumes on ameter, such ason amixer or tape
recorder. Many brands of pickups, such and DiMarzio and Gibson have individually adjustable pole pieces so
you can adjust the volume separately for each string.

E. AcTive Pickups

I’m sorry, but | just don’t like active pickups. I’ ve tried many of them, but they usually sound lifeless
and sterile. Duncan Livewires were the least offensive.
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F. Pickup WIRING AND POLARITY

Phase and Hum Cancelling.

Coail Polarity. Normally, the positive (hot) wire from each pickup is attached to the positive wire going
to theamplifier (thetip connection on your guitar plug) And normally, the negative pickup wireis attached to
the ground wire going to the amplifier (the shield connection on your guitar plug).

When two or more pickups are used together where one of them has its positive and negative leads
reversed (positiveto negative and negativeto positive), the pickups are out-of-phase. Thelower frequenciesare
cancelled with out-of-phase pickups, resulting in less output and more treble. A double pole, double throw
switch (DPDT) can beinstalled as shown below to allow choice of phase.

switched switched
in-phase out-of-phase

=\ end of coil
- ! to hot | W ]
b f coil
( ) eginning of coi ] lead (plug tip) I I
N\ end of coil _. > I I
( ) beginning of coil . .
> 4

A\

I

to ground

Magnetic Polarity. When both pickups have the north magnetic polarity or both have south magnetic
polarity, they aresaidto bein-phase. Phase can be changed with magnetic polarity, aswell aswith coil polarity.
When two or more pickups are used together with opposite magnetic polarity, they are said to be out-of-phase.

Changing Phase By Magnetic Polarity

out-of-phase in-phase in-phase

( north polarity ) ( north polarity ) ( south polarity )
( south polarity ) ( north polarity ) ( south polarity )

HumCancelling. If cail polarity and magneticpolarity areoppositeonapair of pickupsthey will operate
inphase (normal) withhumcancelling. HIP TIP: Toget thissituation onaguitar whichhasasinglecoil pickups
in the middle position, buy the middle pickup in a“reverse wound/reverse polarity” configuration.

Reverse Coil Windings, Reverse Magnetic Polarity on Center Pickup To Cancel Hum

end of coil

TN
( north polarity ) beginning of coil

4

reverse polarity ~,__Peginning of coil reverse coil windings
_p south polarity ) end of coil 4

end of coil

( north polarity ) beginning of coil
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Coail Splitting and Coil Tapping.
Coail Splitting. Toget asinglecoil sound withahumbucking pickup, it canbewiredtoaswitch providing

the option of one coil or both. The pickup must have 4 wires, one for the beginning and end of each coil. With
asingle pole, double throw switch, you can choose single or double coils, but cannot choose which single cail .

Coail SplittingaHumbucking Pickupto Choose Oneor Both CoilsWith a Single Pole, Double Throw Switch

to hot
lead (plug tip)

i both coils top coil only
~ end of coil
( ) beginning of coil . .
> 4
N\ end of coil =. o ground I
( ) beginning of coil -‘.— _> .
),

Usingadoublepole, doublethrow switch (DPDT) whichhasacenter-off position, you can chooseeither single
coil or choose both coils. Thisgivesyou three possible sounds, however the single coilswill sound almost identical.

Coail SplittingaHumbucking Pickupto Choose Oneor Both CoilsWith a DoublePole, Double Throw Switch

to hot
lead (plug tip)

) ) DPDT in
top coil bottofln coil center (off) position
end of coil only only both coilson

01l o

N

C ) beginning of coil \\ . o groun: I I
< end of coil \\ . t g>d

C ) ——Xd o o e
4

beginning of coil

Coil Tapping. To get two sounds out of a single coil pickup, it can be purchased with a“tap” wire,
connecting near the middle of the coil wire. Thisprovidesalower output sound with the wire tapped to part of
thecoil and full output withthe end-of-coil wire. A singlepole, doublethrow switchisemployedtoallow choice
between full output or tapped (reduced) outpui.

Wiring a Coil-Tapped Pickup to Allow Reduced or Full Output

end of coil tapped coil wire
(full output) (reduced output)
end of coil (full coil) to hot ]
\ tap to part of coil lead (plug tip)
*—»
j beginning of coil \

to ground
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Series and Parallel Wiring of Humbucking Pickups.
Traditionally, humbucking pickups arewired in series. The series-wired humbucking pickupsyou are
already familiar with are full-bodied in tone, but often lack highs.

Wiring a humbucking pickup in parallel decreases the lows and increases the highs. Thisis a good
aternative when you want more of a single coil pickup characteristic, while retaining the humbucking
characteristic. Any humbucking pickup with separate leads for each coil can bewired to adouble pole, double
throw switch (DPDT) to allow choice between series and parallel.

to hot

reverse lead (plug tip) A to ground
reverse polarity coil windings DPOT DPDT
SWITCI SWITC
beginning of coil to parallel toseries

end of coil

( north polarity » d I I .o
end of coll I—/ y I I
( south polarity beginning of coil ! et hodlhd

Asfar as| know, any 4-conductor or 5-conductor humbucker provides series/parallel capability, with
the use of adouble pole, double throw switch.

N\t

G. SHIELDING AND POTTING

Shielding reduceshum and other unwanted noise by sendingit to thegroundinyour amplifier. By using
metal sthat conduct electricity but do not have magnetic properties, you can direct the signal from the pickups
to the amplifier without adding any unwanted hum. Heavy duty aluminum foil can be applied to the underside
of pickupsandtheinsidesurfacesof pickupand control cavitiesinaguitar (not touchingthehot or positiveleads),
then connecting to the ground wire going to the amplifier.

The common technique of grounding the guitar circuitsto the bridge isvery effective in reducing hum,
but in certain cases(such asungrounded two-prong AC cords), can put youindanger of electrocution! Whenever
you can obtain sufficient noise reduction with shielding, it is preferable.

Shielded Cable. Always use shielded cablesfor your guitar. Use cableslessthan 20 feet long (unless
you havealow impedanceguitar, whichisrare). Braided shieldingwireispreferabl eto spiral-wrapped (unscrew
the jack cover to look at the shielding). Additional foil shielding is even better.

Totest cableshielding, turnyour guitar volume off, connect it to an amplifier with the cablein question.
Turn theamplifier up fairly loud. If you havereverb, turn thereverb up high. Tap briskly onthe chord. If you
hear thetapsintheamplifier, the shieldingispoor. Even the best cables may produce the tapping sound faintly,
so compare with other cables.

Potting. Most good pickups are encased in aresin or waxlike substance to prevent unwanted feedback
(microphonic squeal).



CHAPTER 3:
AMP AND SPEAKERS

A. FENDER, MARSHALL AND VOx TUBE AMPLIFIERS

Most electric guitarists use tube amplifiers for a warmer tone. The classic Rock, Blues, Metal and
Country amplifiers are Fender, Marshall and Vox.

Three Important Rules for Tube Guitar Amps.

1. Useonly matched power tubes. Thesearesoldinpairsor quads(setsof four), wherethebiasreading
for each in the set varies no more than around 5 millivolts.

2. Changeyour power tubesafter every 100 hoursof loud playing, 150 or so hoursof moderatevolume
playing. Every timeyou change power tubes, the bias must be set by aqualified technician. Failing
to have the bias set can cause damage to the amplifier circuit and undesirable tone.

You can request that your technician bias your amp on the low end of tolerance for a warmer,
smoother sound; or on the high end of tolerance for more edge.

3. Theremaining tubes in your amp should usually be changed about every 200-250 hours of use.
Coordinatetheir changewith one of your power tube changes and have the technician check out the
general performance of the amp at the same time.

Fender. Inthe 1940's, Leo Fender began building guitar amplifierswith circuit designs based on RCA
and Western Electric circuits. Leo sold the company to CBSin 1965. The pre-CBS Fender amps are generally
preferred, but some CBS Fenders are fine, too.

Small tweed and blackface (control panel) Fender ampsare great for asweet |ead sound, but are not real
loud, they must be miked in a concert. They include the Champ, Princeton, Harvard and Yale.

Midsize Fender ampscan begoodfor lead and rhythm; particularly goodfor R& B, Bluesand Soul. They
include the Bandmaster, Bassman (yeah, its abass amp, but Jim Marshall did OK with its circuit design when
he based his 50 watt Marshall on it!), Super, Concert, Vibrolux, Tremelolux, Pro Reverb, Super Reverb.

Larger Fender ampsare best for clean soundslike Country or Surf music. They includethe Twin Reverb
and Dual Showman.

Marshall. Jm Marshall and Kenneth Bran (the service manager of Jim’'s music shop) began building
guitar amplifiers based on the Fender Bassman circuit and selling them with closed-backed cabinets with four
12 inch Celestion speakers.

My favorite Marshall isaModel JTM45 - 50 watt head (made before July 1969), a50 watt JCM made
July 1969through 1970, avintagereissue JTM45 or aModel 1962 Bluesbreaker” (so-called becauseit wasused
by Clapton on the famed recording with John Mayall and the Bluesbreakers). 50 watt Marshallsare sweeter for
lead guitar, particularly for Blues Rock or Classic Rock. Before buying a50 watt Marshall, listen to the ones
| mentioned above.

Marshall’s IMP-1 preamp does afinejob of reproducing classic Marshall preamp sounds. Though it
can be used with a Marshall tube power amp, | output it into the main output stage of aJTM45. Thisrouting
must be properly implemented by a qualified technician.



Pace 18 CHAPTER 3. AMP AND SPEAKERS

The finest-sounding 100 watt Marshalls are the Model 1959 with Plexiglass control panel, made from
1965to July, 1969. 1n 1993, they werereissued asModel 1959S, 1959X and 1959SL P. 100 watt Marshallstend
to be better for Hard Rock or Metal.

Vox. Electrical engineer Dick Denny and Tom Jennings began selling Vox amplifiersin 1957. Unlike
the Fendersand Marshall, the Vox amplifiersused Class A circuit design, whichistechnically less efficient but
producesavery sweet and warm distortion. The Beatlesand Rolling Stonesused Vox model AC30intheearly
and mid-sixties.

A Boogie Caliber .22 uses the same EL 84 power tubes as an AC30, and can sound similar. Matchless
makesamplifiersvery closetotheVox design, similar in sound with the proper EQ. Vox hasreissued the AC30.
It'swell-made at the Marshall factory, but quite expensive.

B. How AmPs AND SPEAKERS W ORK

Tube guitar amplifiers are based on radio amplifier circuits designed in the 1930’'s. They were mainly
refined inthe 1950’ sand early 1960’ s, and are basically the sametoday. Here are the four sections of the amp/
speaker unit in the order in which the signal passes through them:

* Thepower supply transforms AC current from the wall outlet into high voltage DC current
to run the amplifier circuits.

* Thepreamp and signal processing stagesinitially establish the tone and level of distortion.
Thisgivesyou control over thegain, bass, middle (usually), treble, and sometimes presence.
Gainistheamplifying power sent fromthepreamptothemainoutput stage. Presenceadjusts
the “bite” or “crunch” versus smooth sound in the upper mid-range (lower presence is
smoother).

A good preamp hasahigh signal-to-noiseratio: at highvolumelevels, thereislow noise(hum
or high-pitched squeal).

* Thepower amp stage amplifiesthe preamp signal to amuch higher level. The output tubes
(thelargest tubes) work together to greatly increase the electrical current going to the power
transformer, which “puts the brakes’ on the signal so it can pass on to the speakers.

Asyou turn the amplifier volume up, a good power amp produces a warm, smooth, round
distortion. Without matched output tubesand agood power transformer, your amp isusel ess.

* The speakersreceivethe signal from the power amp. A speaker has around magnet with a
round hole in the middle. The voice coil (a coil of wire iswrapped around a cylinder) is
inserted in the hole.

Pulsing electric current from the power amp is applied to the magnet/coil assembly. This
creates amagnetic field which causes the paper speaker cone attached to it to pulsatein and
out. The pulsing speaker cone moves columnsof air which vibrate bonesand membranesin
our ears, and voila, we hear!

| feel safer having twice the wattage rating in speakers as an amplifier output rating. Without higher
speaker wattage than amp wattage, you can blow a speaker . Also be aware that speakers in an open-backed
cabinet are easier to blow than those in a closed-back cab.
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The proper resistance rating of a speaker or (speaker cabinet) iscritically important. Common ratings
are4 ohms, 8 ohmsand 16 ohms. Find out what impedance your amplifier putsout and attach it to a cabinet that
has the same resistance.

When two or four speakersare usedin acabinet, theresistanceis determined by theway they arewired.
The three common wiring schemes are parallel, series, and series-parallel. All speakersin each cabinet must
havethe sameresistancerating. It soundsbest if multiple cabinetsare all open-back or all closed-back and that
all speakers not only have the same resistance rating, but are the same brand and model.

With series speaker wiring, theohm rating of all speakersin the cabinet are combined in calculating the
resistance rating of the entire cabinet. Two 8 ohm speakerswired in series constitute a 16 ohm cabinet. Four
4 ohm speakers wired in series make a 16 ohm cabinet. Hereis an illustration:

two 8 ohm speakerswired in series four 4 ohm speakerswired in series
constitute a 16 ohm cabinet constitute a 16 ohm cabinet
8 ohms 8 ohms
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To calculate the resistance of a cabinet with parallel speaker wiring, the ohm rating of one speaker in
thecabinetisdivided by thenumber of speakersinthe cabinet. Two 16 ohm speakerswiredin parallel constitute
an 8 ohm cabinet (16 divided by the number of speakers). Hereisanillustration:

two 16 ohm speakerswired in parallel four 16 ohm speakerswired in parallel
constitute an 8 ohm cabinet constitute a 4 ohm cabinet
16 ohms 16 ohms 16 ohms 16 ohms

8 ohms /

Cabinets with four speakers are often wired series-parallel to achieve a desired resistance rating not
available with series or parallel alone. This wiring scheme divides the speakers into two groups (with two
speakersin each group). Each pair of speakersiswired parallel, making the pair half the resistance rating of a
single speaker. Then, thinking of each pair of speakers as a unit, the two pairs of speakers are wired in series.
Theserieswiring of the pairsdoublestheresistancerating, making it equal to that of asinglespeaker. Cool, eh?.
Hereisanillustration:

four 8 ohm speakerswired in series-parallel
congtitute an 8 ohm cabinet

8 ohms 8 ohms

“wired in parallel, wired in parallel,
thispair of speakers thispair of speakers
is4 ohms is4 ohms

T~ the amp connects to the two pair in series
(amp"-" to"-" of theleft pair, " +" of
/ theleft pair to " -" of theright pair, then
8 ohms "+" of right pair to" +" of the amp)
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C. OpPeN-Back VERsus CLoseD-BAack SPEAKER CABINETS

Open-back speaker cabinets have a sweeter and clearer mid range and upper mid-range. They
theoretically have abetter bass response (are better are reproducing low range frequencies). Sincetheair isnot
enclosedinabox, the speaker cone (the cone-shaped paper part of the speaker) isfreeto movein and out enough
to represent the low frequencies.

However, an open-back enclosure allowsthe vibrations from the back of the speaker to mix intheroom
with vibrations from the front of the speaker. This mixture causes a phenomenon called phase cancellation,
which cancels out part of the sound, thinning it out. This thinner sound has less detail, so it iseasier to hear.

Closed-back speaker cabinets(also calledinfinite baffleenclosures) haveafuller sound, sincethey don‘t
have the phase cancellation characteristic of open-back cabinets (see above). However, since the back of the
speaker cannot send air vibrations into the room, air pressure restricts the movement of the speaker cone and
limitsthelow frequencies. The smaller the speaker cabinet, the morethelowsarelimited. With larger cabinets
like Marshall 4X12” cabinets, thereisless limiting of the lows.

By cutting aholein the baffle board (the board the speaker is mounted on), an effect is produced similar
to blowing air over abottle. Thisholeiscalled aport. Putting ports on a closed-back guitar cabinet can give
it a“boomy” sound, which is sometimes useful.

Demonstrations of various speakers and cabinets are shown on the video.

D. GuiTAR, AMP AND SPEAKER SETUP

Duringthisprocedure, do not push your earsand speaker sbeyond what they can handle.
Itisagood ruletousespeaker swith twicethewattage capability asyour amplifier putsout,
especially when you turn the volume over half way up. Your earsarein greatest danger
in asmall room or directly in front of a speaker.

Findtheguitar, pickup, amplifier and speaker combinationyouwant. Youmay decideto changeguitars
or speakerswhen you don’t get the sound you are looking for, but stay with the same amplifier, so you can find
agood combination for it. It'sagood ideato read this chapter along with the previous chapter on guitars and
pickups before following the procedures below.

Makesureyour ampisingoodworkingorder. Theoutput tubesshouldbematched. Theamplifier should
beproperly biased by atechnician, every timeyou changepower tubes. If your amplifier hasaspeaker resistance
setting (4 ohms, 8 ohms, etc.), it should be set correctly for the speakers you attach.

Turn al your effects (reverb, chorus, etc.) off, or better yet, disconnect them from your effects loop or
other part of the signal chain. Set all tone and equalization to center points. If your bass, middle, treble and
presence controls go up to “10,” set themto “5.” If you are using an equalization device, select “bypass’ “EQ
off,” or set al controlsto “0 db.”

Tone can be greatly affected by the type of pick you use, the manner in which you contact the string and
the point (on the length of the string) at which you pick.
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E. DisTORTING THE POWER AMP

If you have amaster volume control on your amplifier, turn the preamp all the way down, then turn the
master volumeall theway up. If youdo not haveamaster volume, thecontrol marked* volume” control increases
the preamp level and the main output section is always on full.

Gradually increase the preamp level. Asyou increase the level of the preamp section (with the master
up full), the tone will get fatter. Ranging from low to high volume settings, you will hear clean tone, then
compression, then soft clipping, then hard clipping. When you reach the hard clipping volumelevel, the attack
gets abrupt and thumpy. Thetone may break up in a“chunky,” undesirable manner. Vintage distortion uses
soft clipping. Heavy metal uses the upper range of soft clipping through the beginning of hard clipping.

Now reducethe preamp level towherethetoneisfat, warmand sweetly distorted. Thisisusually thehighest
level you will want to runyour power amp. Think of thisasyour power amp distortion reference setting. Comeback
to this reference setting when you look for various distorted sounds.

F. Using PowErR AMP DISTORTION

Distorted soundswith amaster volumecontrol. Findyour power amp distortion reference setting (read
above). If you haveamaster volumecontrol, turnit downinsmall incrementsasyou turnthe preamp up in small
increments. Stop when you have the desired amount of distortion. The further you increase the preamp and
decrease the master volume, the more you lose the guitar string tone and add fuzz.

Distorted sounds with a distortion footpedal device. Find your power amp distortion reference setting.
Distortion footpedal unitsusually have onecontrol for distortion and another for volume. They areusually transistor
amplifiers. More transistor distortion usually requires a softer attack to compensate for the abrubt envelope they
cause.

Set thefootpedal distortionvery low (not solow that signal doesn’t passthroughit). Turnyour amplifier
volumedowninsmall incrementsasyouturnthefootpedal distortionvolumeupinsmall increments. Stopwhen
you havethedesired amount of distortion. Thefurther youincreasethedistortionfootpedal volumeand decrease
the master volume, the more you lose the guitar string tone and add fuzz.

If youwant even morefuzz with your distortionfootpedal (after following theprocedureintheparagraph
above), incrementally increase the level of the distortion control on the footpedal , while incrementally
decreasing the preamp volume on the amplifier. If your amplifier has no master volume, the “volume” control
adjusts your preamp volume.

Y ou may also combine the two previous procedures, by first setting up amildly distorted tone with the
master volume control procedure, then fine-tuning the distortion with the footpedal procedure.



CHAPTER 4:
REFINING TONE WITH THE PRE-AMP

A. PrREaAMP VOLUME, BAss, MIDDLE, TREBLE, PRESENCE

99 ¢

Preamp volume is usually labeled “volume,” “gain,” or “preamp volume.” It adjusts the volume level

that will go on to the power amp.

The preamp provides active tone controls which employ amplifying circuits to boost the treble, middle,
and bass. Preamp bass adjusts amplification of the low frequencies. Preamp middle adjusts amplification of
the mid-range frequencies. Preamp treble adjusts amplification of the high frequencies.

Preamp presence adjusts the dynamic of the attack in the upper mid-range. Turning the presence up ads
“crunch” and “bite,” while turning it down smooths out the sound.

B. Basic GUITAR AND AMP SOUNDS

I cannot overemphasize the importance of using the appropriate guitar and amp combination.

1. The Brown Sound (Humbucking Pickups/50 watt Marshall Amp).

The “brown sound” is produced by overdriving a vintage tube amplifier, commonly a Marshall, but the
term can apply to amps as small as vintage Fender tweeds (early Fender amps were covered in luggage style
tweed, like old portable phonographs). Typically use a humbucking pickup.

Clapton’s “Hideaway” Tone.
Clapton’s solo tone with John Mayall’s Bluesbreakers and with Cream is very similar. His Bluesbreaker
tone was mildly distorted, but full-bodied.

Guitar body type bridge pickup middle pickup neck pickup
Gibson LeS Paul solid stock PAF type (vol. 10, tone 8) stock PAF type (vol., 8, tone 10)

I used the neck and bridge pickups on a 335. I had to boost the input 4 db to match Clapton’s pickups.
Most solid body guitars with moderate output humbucking pickups will do.

Amp amp watts Speakers number of watts each  cabinet
Marshall 1962 50 Celestion Greenback 2 25 open-back
“Bluesbreaker”

Tused a ‘69 Marshall 50 watt head with the speakers shown.
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Clapton’s Disraeli Gears “Woman” Tone, as on “Sunshine of Your Love”.
On Cream’s Disraeli Gears, his solo tone usually had the quality of a woman’s voice: smooth mid-range,
round highs, moderate lows and plenty of sustain.

Guitar body type bridge pickup middle pickup neck pickup
Gibson SG solid stock (vol. 10, tone 10) stock (vol. 8, tone 8)

For the solo tone, I used the neck and bridge pickups on a 335. For the rhythm tone, I used the 335’s bridge pickup only.
I had to boost the input 4 db to match Clapton’s pickups.
Most solid body guitars with moderate output humbucking pickups will do, but may require a lower tone knob setting on the guitar.

Amp amp watts Speakers number of  watts each  cabinet
Marshall 50 Celestion Greenback 4 25 closed-back
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Gary Moore’s “Still Got the Blues” Tone With Reduced Distortion.
Gary Moore’s blues sound 1is very similar to the Clapton Bluesbreaker sound (above).
Guitar body type bridge pickup middle pickup neck pickup
Gibson Les Paul solid stock stock
Tused a 335. Most solid body guitars with moderate output humbucking pickups will do.
Amp amp watts Speakers number of  watts each  cabinet
Marshall 50 Celestion Vintage 30 4 65 closed-back
Vintage 30 speakers have the sound of vintage 30 watt speakers, but have a 65 watt power rating
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Malmsteen’s “Black Star” Tone (Stacked Humbucking Pickups/Marshall).
Yngwie doesn’t use the middle pickup.

Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid DiMarzio HS3 DiMarzio HS3

T used a Charvel Telecaster with a Duncan Classic Strat Stack in the bridge position. I had to boost the input 10 db to match Yngwie’s tone.
He uses a Boss DS1 distortion footpedal as a preamp to boost his input gain by turning up the volume only, not distortion.
Pickups could be Duncan Classic Strat Stack or Fender Lace Red/Gold.

First Amp (of 2) amp watts Speakers number of watts each  cabinet
Marshall Mark I1 50 Celestion Greenback 4 25 closed-back
5 5 5 5 5
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2. The Big Brown Sound (Humbucking Pickups/100 watt Marshall).

AC/DC’s “Back In Black” Tone.
Gibson SG (or similar guitar with PAF type pickups), a 100 watt Marshall amp through a 4X12” closed-
back cabinet with 25 watt Greenback speakers. Drive the amp to distortion levels.

Guitar body type bridge pickup middle pickup neck pickup
Gibson SG solid stock PAF type stock PAF type

I used a Charvel Stratocaster with a Duncan Pearly Gates pickup in the bridge position.
Most solid body guitars with moderate output humbucking pickups will do.

Amp amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Greenback 4 25 closed-back
A S A S A S A S A 15 A S
” 55 o 05 o o o=l - S
o ® o ® N ® N o N\ - N ®
- © ~ © — © ~ © — & — ©
2 S o S o S o S ’/0 s @ S
) N
growth & decay envelope presence bass middle treble gain sens. preamp

Van Halen’s “Eruption” Tone.
If your amp does not have a “gain sensitivity”” (overdrive) control, increase the preamp level until you
get the distortion you want. If your amp has a master volume, set it to 8 or 10.

Guitar body tvpe bridge pickup middle pickup neck pickup
Strat type solid PAF type

T'used a Kramer American guitar with a Duncan Jeff Beck model pickup in the bridge position.
The pickup could be Duncan Custom, Duncan Pearly Gates, DiMarzio PAF Pro or DiMarzio Fred. A sustaining device on the guitar helps).

Amp amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Vintage 30 4 65 closed-back
Vintage 30 speakers produce the sound of vintage 30 watt speakers, but have a 65 watt power rating.
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George Lynch’s “Mr. Scary” Tone.
If your amp does not have a “gain sensitivity” (overdrive) control, increase the preamp level until you
get the distortion you want. If your amp has a master volume, set it to 8 or 10.

Guitar body type bridge pickup middle pickup neck pickup
Strat type solid Duncan Screamin’ Demon Duncan Vintage Staggered SSL-1

I used a Kramer American guitar with a Duncan Jeff Beck model pickup in the bridge position. For soloing, I set the tone to “5” on the guitar.

Bridge pickup could be Duncan Full Shred or DiMarzio Super Distortion. Neck pickup is vintage Strat type.

Amp amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Vintage 30 4 65 closed-back
Vintage 30 speakers produce the sound of vintage 30 watt speakers, but have a 65 watt power rating.
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Metallica’s “Wherever I May Roam” Tone.
On the 1991 album, Metallica, Hetfield used a Mesa/Boogie Simul-Class Mark II amp. Hammett used

a Vox wah-wabh, vintage Marshall amps, Bradshaw preamps and VHT power amps. If your amp does not have
a “gain sensitivity” (overdrive) control, increase the preamp level until you get the distortion you want.

Guitar body tvpe bridge pickup middle pickup neck pickup
Strat type solid EMG-81 EMG-S

Tused a Kramer American guitar with a Duncan Jeff Beck model in the bridge position..

Bridge pickup could be Duncan Distortion, Duncan Full Shred or DiMarzio Super Distortion. Neck pickup could be Duncan Quarter Pound SSL-4 or other hot single coil.

Amp amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Vintage 30 4 65 closed-back
If you have a master volume, set it to 8 or 10. Vintage 30 speakers produce the sound of vintage 30 watt speakers, but have a 65 watt power rating.
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Hendrix’s “Bold As Love” Tone (Single Coil Pickups/Marshall).
If your amps have a master volume, set it to 8 or 10.
Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico
I used a Duncan Pearly Gates bridge pickup split to one coil and a Van Zandt Blue middle pickup.
Pickups could be Van Zandt Blue, Duncan Vintage Staggered, Fender Lace Gold or Blue, DiMarzio Class of ‘55.
Amp amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Greenback 4 25 closed-back
A S A S A S A S A LS A S
) 55 55 05 & o ¥ lo PR &
N R N RN R N P (: - N o)
— O — O — o — o o e}
2 S o S o S o N //0 /s © S
7] oL
growth & decay envelope presence bass middle treble gain sens. preamp
Hendrix’s “Watchtower Intro.” Tone (Single Coil Pickups/Marshall).
If your amps have a master volume, set it to 8 or 10.
Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico
I used a Van Zandt Blue neck pickup. Set the tone control on the guitar to “5.”
Pickups could be Duncan Vintage Staggered, Fender Lace Gold or Blue, DiMarzio Class of ‘55.
Amp amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Greenback 4 25 closed-back
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3. Combining Marshall and Fender Amps.

Duane Allman & Dickey Betts’ “Statesboro Blues” Tone (Humbucking Pickups/Marshall and Fender).
Plug into the Fender, then run a second cable from the second input of the same channel to the Marshall amp.
If your amp(s) has a master volume, set it to 8 or 10.

Guitar body type bridge pickup middle pickup neck pickup
Les Paul solid stock (PAF type) stock (PAF type)

I'used a Charvel Strat with a Duncan Pearly Gates pickup in the bridge position.
Duane often used a Gibson SG. Most solid body guitars with moderate output humbucking pickups will do.

First Amp (of 2) amp watts Speakers number of watts each cabinet
Marshall 50 Celestion Greenback 4 25 closed-back
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growth & decay envelope presence bass middle treble volume
this is the envelope for the combination of both amps
Second Amp (of 2) amp watts Speakers number of watts each cabinet
Fender Twin 80 JBL 2 4577 open-back

Tused two 12” Boogie Black Shadow 90 watt speakers, each in an open-backed cabinet. You can substitute a Showman or Super Reverb for the Twin.
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Hendrix’s “Little Wing” Tone (Single Coil Pickups/Marshall and Fender).
Plug into the Fender, then run a second cable from the second input of the same channel to the Marshall
amp. If your amps have a master volume, set it to 8 or 10. Set the volume on the guitar to 6.

Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico

T used a Van Zandt Blue middle pickup with the volume on the guitar set to 6.
Pickups could be Duncan Vintage Staggered, Fender Lace Gold or Blue, DiMarzio Class of ‘55.

First Amp (of 2 amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Greenback 4 25 closed-back
T used a 50 watt Marshall .
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growth & decay envelope presence bass middle treble volume
this is the envelope for the combination of both amps
Second Amp (of 2) amp watts Speakers number of watts each cabinet
Fender Showman 80 Jensen 2 407? open-back
T used a Fender Twin Reverb with 4 Celestion Vintage 30 speakers in a closed-backed cabinet. You can substitute a Showman or Super Reverb.
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Stevie Ray Vaughan’s “Lenny” Tone (Single Coil Pickups/Marshall and Fender).

Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico

I used a Duncan Pearly Gates bridge pickup split to one coil and a Van Zandt Blue middle pickup.
Pickups could be Van Zandt Blue, Duncan Vintage Staggered, Fender Lace Gold or Blue, DiMarzio Class of ‘55.

First Amp (of 2) amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Greenback 4 25 closed-back
Tused a 50 watt Marshall 4X12”, 25 watt Celestion Vintage 30 speakers in a closed-backed cabinet.
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growth & decay envelope presence bass middle treble volume
this is the envelope for the combination of both amps
Second Amp (of 2) amp watts Speakers number of  watts each  cabinet
Fender Vibroverb 40 Jensen Oxford 2 7? open-back

I used a Fender Twin Reverb with 2X12”, 90 watt Black Shadow speakers in an open-backed cabinet.
You can substitute a Showman or Super Reverb.
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Stevie Ray Vaughan’s “Pride & Joy” Tone (Single Coil Pickups/Marshall and Fender).
With more Fender amp in the blend, the Stevie Ray mild distortion sound has more of a Texas blues

sound. Some Stevie Ray Texas blues sounds use just the Fender amp, driven to distortion level with Danelectro
“Lipstick Tube” pickups.

Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico

T used a Duncan Pearly Gates bridge pickup split to one coil and a Van Zandt Blue middle pickup.
Pickups could be Van Zandt Blue, Duncan Vintage Staggered, Fender Lace Gold or Blue, DiMarzio Class of ‘55.

First Amp (of 2) amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Greenback 4 25 closed-back
T used a 50 watt Marshall 4X12”, 25 watt Celestion Vintage 30 speakers in a closed-backed cabinet.
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growth & decay envelope presence bass middle treble volume
this is the envelope for the combination of both amps
Second Amp (of 2) amp watts Speakers number of watts each cabinet
Fender Vibroverb 40 Jensen Oxford 2 2077 open-back

T'used a Fender Twin Reverb with 2X12”, 90 watt Boogie Black Shadow speakers in a open-backed cabinet. You can substitute a Showman or Super Reverb
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4. Humbucking Pickups with Fender Amps.

Chuck Berry’s “Johnny B. Goode” Tone.
Turn the volume up to the point where the amp begins distorting. Turn the guitar volume down slightly

for clean sounds and up for distortion.

Guitar body type bridge pickup middle pickup neck pickup
Gibson 335 thin hollow vintage PAF vintage PAF

For the solo tone, I used the neck pickup, guitar volume 8, guitar tone 7. For the rhythm, I used the bridge pickup volume 8, tone 3.
Most thin hollow-body electrics will work with Duncan Pearly Gates, Duncan ‘59, Duncan Custom, DiMarzio PAF, or PAF Pro pickups.

Amp amp watts Speakers number of watts each cabinet
Fender Twin 85 Boogie Black Shadow 2 90 open-back
Amp could be Showman or Super Reverb. Speakers could be vintage Jensen.
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growth & decay envelope bright volume treble middle bass
Keith Richards’ “Brown Sugar” Tone.
Guitar body type bridge pickup middle pickup neck pickup
Fender Telecaster solid vintage PAF stock

T used a Charvel Strat with a Duncan Pearly Gates pickup in the bridge position.
Most solid body guitars will do. Pickups could be Duncan ‘59, Duncan Custom, DiMarzio PAF, or PAF Pro.

Amp amp watts Speakers number of watts each cabinet
Fender Twin 85 Celestion Black Shadow 2 90 open-back
Amp could be Showman or Super Reverb. Speakers could be vintage Jensen.
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5. Single Coil Pickups with Fender Amps.

The Beach Boys’ “Surfin’ U.S.A.” Tone.
Add reverb on the amp.

Guitar body type bridge pickup middle pickup neck pickup
Fender Stratocaster solid stock stock stock

T used a Charvel Stratocaster with a Pearly Gates pickup split to one coil in the bridge position.

The guitar could be a Fender Telecaster, Jaguar or Jazzmaster.
Pickups could be Van Zandt Blue, Duncan Vintage Staggered SSL-1, Fender Lace Gold or Blue, DiMarzio Class of ‘55.

Amp amp watts Speakers number of watts each cabinet
Fender Twin 85 Boogie Black Shadow 2 90 open-back

Amp could be Showman or Super Reverb. Speakers could be vintage Jensen.
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Country Tone.
For a general country tone, use a Fender Telecaster or Stratocaster through a small or mid-size Fender
amp with open back. Add reverb on the amp.

Guitar body type bridge pickup middle pickup neck pickup
Fender Telecaster solid stock stock

I used a Charvel Telecaster with three pickup combinations:
a Duncan Classic Strat Stack split to single coil in the bridge position.
a Duncan Classic Strat Stack split to single coil in the bridge position and a Duncan Alnico II Tele pickup in the middle position.
a Duncan Alnico II Tele pickup in the middle position.

The guitar could be Stratocaster or other solid body.

Pickups could be Van Zandt Blue, Duncan Vintage Staggered SSL-1, Fender Lace Gold or Blue, DiMarzio Class of ‘55.

Amp amp watts Speakers number of watts each  cabinet
Fender Twin 85 Boogie Black Shadow 2 90 open-back

Amp could be Showman or Super Reverb. Speakers could be vintage Jensen.
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C. INCREASED DISTORTION FOR HARD RoCK AND METAL

If you cannot play at the volume levels required to make you power amp distort (see Chapter 3, Section:
E. Distorting the Power Amp), your amp may have a master volume, which would allow you to approximate
the distortion at lower output volume (though it won’t sound quite as good). By decreasing the master volume
level and increasing the preamp level, you can cause distortion at lower volume levels.

The fuzzy, transistor distortion produced by footpedal distortion devices is sometimes fashionable. They
are great for sustain, but you may want to create a certain part of the distortion in the amp to keep the tone warm.
When using distortion pedals, try to set the device so the envelope is not too abrupt (Chapter 1).

1. Humbucking Pickups through a Distortion Pedal into a Marshall Amp.

Tony Iommi’s “Iron Man” Tone.

Guitar body type bridge pickup middle pickup neck pickup
Les Paul solid stock PAF type stock PAF type

T'used a Charvel Stratocaster with a Duncan Pearly Gates pickup in the bridge position.
Pickups could be Duncan Distortion, Duncan Custom, DiMarzio PAF Pro or DiMarzio PAF.

Amp amp watts Speakers number of watts each cabinet
Marshall 50 Celestion Greenback 4 25 closed-back
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Satriani’s “Satch Boogie” Tone.

With the amp volume around 3, most of the distortion must happen in the distortion pedal. Keep the
volume up full on the guitar. Use a Boss DS-1 (or similar) distortion footpedal set to fairly high distortion.
Optionally, add a wah-wah pedal.

Guitar body type bridge pickup middle pickup neck pickup
Strat type solid PAF type PAF type

I used a Kramer guitar with a Duncan Jeff Beck pickup and a Floyd Rose Sustainer.
Pickups could be Duncan Distortion, Duncan Pearly Gates, Duncan Custom, DiMarzio PAF Pro or DiMarzio PAF.

Amp amp watts Speakers number of watts each cabinet
Marshall 50 Celestion Greenback 4 25 closed-back
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2. Single Coil Pickups through a Distortion Pedal into a Marshall Amp.

The Hendrix’s “Purple Haze” Tone. Vintage 50 or 100 watt Marshal. Add a Fuzzface (or similar) distortion
footpedal set to low distortion. For that “Voodoo” sound, add a wah-wah pedal.

Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico

I 'used a Charvel Stratocaster with a Duncan Pearly Gates pickup split to one coil in the bridge position.
Pickups could be Duncan Vintage Staggered, Fender Lace Gold or Blue, DiMarzio Class of ‘55.

Amp amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Vintage 30 4 65 closed-back
Vintage 30 speakers have the sound of vintage 30 watt speakers, but have a 65 watt power rating
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3. Single Coil Pickups through a Distortion Pedal into Marshall and Fender Amps.
The Stevie Ray Vaughan “Little Wing Solo” Tone.

Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico

T used a Charvel Stratocaster guitar with a Van Zandt Blue neck pickup.

Pickups could be Van Zandt Blue, Duncan Vintage Staggered, Fender Lace Gold or Blue, DiMarzio Class of ‘55.

First Amp (of 2) amp watts Speakers number of watts each cabinet
Marshall 100 Celestion Greenback 4 25 closed-back
T'used a 50 watt Marshall 4X12”, 25 watt Celestion Vintage 30 speakers in a closed-backed cabinet.
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this is the envelope for the combination of both amps

Second Amp (of 2) amp watts Speakers number of watts each cabinet
Fender Vibroverb 40 Jensen Oxford 2 7 open-back

I used a Fender Twin Reverb with 2X12”, 90 watt Black Shadow speakers in an open-backed cabinet.

You can substitute a Showman or Super Reverb.
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CHAPTER 5: EQUALIZATION

SHAPING THE ToNAL CHARACTER

“Hey, itsnobig deal. Equalization isjust tone control!” Guitar amp tone controls usually divide the
sound into three sections or frequency bands. The bands are called bass, middie and treble. On agraphic EQ
(equalization device), the bands are named after the areaof sound they adjust, invibrations per second. If aband
islabeled“100” “100cps’ (cyclesper second) or “100Hz.” (100 Hertz), it adjuststhe areaof sound with around
100 vibrations per second. If abandislabeled“1.3k” or “1.3k Hz.”, the“k” multiplies by 1,000, so the band
adjusts the area around 1,300 vibrations per second.

A. THE HARMONIC CoNTENT oF A NOTE

Asastring vibrates, it causes columns of air to vibrate, which in turn cause the resonating bones and
membranesin our ear to vibrate. Every musical note istuned to a specific frequency, or number of vibrations
per second. The fundamental frequency is the loudest and most apparent part of a note, except with extreme
distortion. Distortion isthe fuzzy tone produced by soft clipping (see Chapter 3, Section E). Itistechnically
called harmonic distortion. since it ads other notes to the sound, called harmonics.

We tune to the fundamental when using an electronic tuning device. The first string, fifth fret “A,” for
example, is tuned to 440 vibrations per second. Vibrations per second are referred to as cycles per second,
abbreviated cps. A note one octave lower vibrates half asfast, so down an octavefrom*“A,” 440 cps, is“A,” 220
cps. Conversely, anote up an octave vibrates twice asfast, so up an octave from“A,” 440 cps, is“A,” 880 cps.

For ssimplicity, we refer to the vibrating frequency of notes according to their fundamental. However,
each noteisnot onespeed of vibration, but many different speeds of vibration occurring during the notessustain.
Tonal detail isdetermined by theharmonicscontainedinthenote. A notewith moreharmonicsisnot necessarily
good. Wemust hear the particular combination of frequenciesand their relative volumelevelstojudgethetone.

Asastring vibrates, the fundamental vibrates at a certain number of vibrations per second, say 110, for
example. Periodically, it vibratesintwo arcsat half itslength, twice asfast asthe fundamental. Thesetwo arcs
sound thefirst harmonic, and vibrate at 220 vibrations per second (or 220 cycles per second, abbreviated cps).
Y ou can hear this harmonic by playing an open string while touching very gently over the twelfth fret.

The First Harmonic

end of vibrating end of vibrating
string length touching here string length

t t

produces these arcs
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A string withitsentire length vibrating 110 times per second vibrates periodically in three arcsaswell,
dividing inthirds, at 330 cps(cyclesper second, or vibrations per second). To hear the second harmonic divide
the string into thirds, touch an open string very gently directly over the seventhfret, whileplayingit. Other arcs
occur periodically at 1/4 the string length (440 cps), 1/5 the string length (550 cps), and so on.

The Second Harmonic

end of vibrating end of vibrating

j”ng length touching here or touching here string 'engi1

| e —

I T |

T produces these arcs T

In musical terms, these harmonics have the following relationship to the fundamental:
harmonic speed of vibration musical interval above harmonic
first harmonic...........ccccueeee. 2X thefundamental .............ccoeeveenene one octave
second harmonic.................... 3X the fundamentdl ................ one octave and a perfect fifth*
third harmonic..........ccc........ 4X the fundamental ............ccccevvenenneen. two octaves
fourth harmonic .................... 5X the fundamental ............... two octaves and amagjor thirdt
fifth harmonic .........c.ccoeenee. 6X the fundamentd ............... two octaves and a perfect fifth*
* dlightly flat
T dlightly sharp

B. EQuaLizaTION AND FREQUENCY BANDS

Tone is determined by the relative volume levels of the various harmonics which occur with notes. 1f
you isolateanoteand omititsharmonics, itlosesall itscharacter (or tonecolor). Tonecontrolsdon’t givecontrol
over therelativevolumelevel sof specific harmonicsfor each note. They can, however, set up ageneral scheme
for notes within a certain range (say that of a guitar, for example).

The frequency range of aguitar is 82.407 cps (sixth string, open “E”) through 1174.7 cps (first string,
twenty-second fret “D”). The following demonstration is on the video:

“Here is the fifth string, open s _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __
“A”, which vibrates at 110 cps. o — — — — — — — — — — — — — — _— — — — — — — — _
The equalization device is #w= — — — - — - - - - - - - - - — - - - — - — = — -
adjusted to amplify the o= ————————————— — _— _— _— _— _— _— _— _— __
frequencies around 110 cpsand = — — — — — — — — - — — — — — — — — — — — — — — -

silence all other frequencies. O — - - — — — — — — — — —— — — — — — -
+3db — . . . \ 77777777777777777777
2db
ZEROD __ — — T * *******************
B - i
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170 600 3.8k
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“Here is the first harmonic of dp————————— === == =—=———=— === == -
fifth string, open “A,” which Mp— —— — — — — - - === === === = = = = -
vibrates at 220 cps (2 X M- - - === === === =—=—=—==—==== -
110cps).  The equalization 1
deviceis adjusted to amplify the M- - ————————— === =———-======= -

frequencies around 220 cps, N - - - - - — - — - — = — - — -

where it occurs, and silence all by At e e

other frequencies.” e — —f ——— — — — - === = -
“db .\
2db / \;
=y === = = r-—-— - = -
o ——- r--—-——————-
B e
e e i
e T e
S -
T —— —_

63 100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 600 3.8k

Equalization isthe selective adjustment of various ranges of pitch. When working on aguitar and amp
tone setup, | usually play examplesin low, middle and high ranges. A tone setup may sound fine in one range
of pitch and not in another. Each range of pitchiscalled afrequency band. Bass, middle and treble controlson
an amp might be enough with certain guitar and amp combinations. However, you may often want more tonal
definition than the three basic amp tone controls provide.

C. EoquaLizaTioN DEvICES

Rack-mount and Foot Pedal Type Equalization (EQ).

Equalization (tone control) devicesareavailablein rack-mount and foot pedal type units. They splitthe
full range of sound into five or more frequency bands and can add or subtract volume for each band.

Therack-mount unitsare usually higher quality. Before committing to an EQ unitinyour signal chain,
set al the band controlsto zero decibels (0 db) and compare the tone of your guitar with and without the unit.
Listen for hissand hum. This should show you if the unit is going to degrade your guitar sound.

Graphic equalization is the most common type of active tone control. Graphic EQ usually has fixed
bandwidth, where each control adjustsaspecific rangeof thetone. They usually dividethe audiblerange of tone
into from five to fifteen bands.

Each band is controlled with avertical slider. The dliders have acenter point at zero decibels (0 db, or
zero changein air pressure). At this center point, the tone for that band should be unchanged. Moving aslider
upwill increasethevolumefor that bandwidth, and movingit downwill decreasethevolumefor that bandwidth.
Thesdlider onthefar | eft control sthel owest bandwidth (rangeof tone) and each slider totheright control sahigher
bandwidth.

Parametricequalizationisanother typeof activetonecontrol. It can select abandwidth center, therange
of tone (bandwidth), then increase or decrease the volume level for the band you’' ve defined. Parametric EQ’s
usually have three to five bands, much fewer than graphic EQ’s. Once the band centers and band widths are
defined, it iseasier to adjust, since you are dealing with fewer bands.

In choosing graphic versus parametric EQ’s, remember: graphic EQ’ s give you more bands, with the
ability to adjust only the volume of each band; parametric EQ’s give you fewer bands, but with the ability to
define the center, width and volume for each band.

View the demonstration of equalization devices on the videotape.
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D. GuitaArR & AMP SounpswiITH EQ

Y our EQwill not necessarily havethe samefrequency bandsasmine. Copy thefrequency curve, sothat
if you drew achart of your EQ setup and connected the dots (as I’ ve done below), the curve would look much
the same.

The column at the far left of my EQ chart shows overal level. Most EQ units have such acontrol. If
yoursdoesnot, you will haveto keep the shape of thefrequency curveand moveall frequency bandsup or down
the prescribed amount. For example, if my “LVL” control shows+3 db, you would haveto add 3db toall your
frequency bands.

1. Compensating For the Use of a Substitute Guitar Pickup.

The Hendrix “Watchtower Intro.” tone setup below used a vintage style Van Zandt Blue pickup in
Chapter 4, Section B. What if you didn’t have avintage pickup? The setup below shows compensations made
with an EQ device. Copy the frequency curve with your EQ.

The compensation could have involved changes on the amplifier and the use of EQ, but | wanted to let
you see all the changes on the EQ setup.

Hendrix’s“ Watchtower Intro.” Tone, Substituting A Duncan Quarter Pound Neck Pickup.
If your amps have a master volume, set it to 8 or 10.

Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico

| used a Duncan Quarter Pound neck pickup (actually next-to-neck, on my guitar).

Amp amp watts Speakers number of watts each cabinet
Marshall Cel eﬂl on Greenback closed-back
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2. Compensating For the Use of Substitute Speakers.

In Chapter 4, Section B, the Clapton “Bluesbreaker” tone setup below used two Celestion Greenback
speakersin an open-back cabinet. What if all you had wasa4X12” cabinet with Celestion Vintage 30 speakers?
The setup below shows compensations made with an EQ device. Copy the frequency curve with your EQ.

The compensation could have involved changes on the amplifier and the use of EQ, but | wanted to let
you see all the changes on the EQ setup.

Clapton’s Bluesbreaker Tone, Substituting A 4X12" Cabinet With Vintage 30 Celestion Speakers.
Clapton’ ssolotonewith John Mayall’ sBluesbreakersand with Creamisvery similar. HisBluesbreaker
tone was mildly distorted, but full-bodied.

Guitar body type bridge pickup middle pickup neck pickup
Gibson Les Paul solid stock PAF type (knob tone 2.5) stock PAF type (knob tone 2.5)

| used the neck and bridge pickupson a 335. | had to boost the input 4 db to match Clapton’s pickups.
Most solid body guitars with moderate output humbucking pickups will do.

Amp amp watts Speakers number of wattseach cabinet
Marshall 1962 50 Celestion Greenback 2 25 open-back
“Bluesbreaker”

| used a ‘69 Mar shall 50 watt head,
but substituted Vintage 30 speakersfor the 25 watt Greenback speakers.

5 5
> Q - 2} : g > > Q - ) g A > Q >
3y [e2] Y [e2] 3y [e2] Y [e3] Y ®
— © « © — © — © — ©
) $ o I $ o $ o $
growth & decay envelope presence bass middle treble volume

| compensated for changing the speakerswith the EQ shown below.

+15db
+14db
+13db
+12db
+11db
+10db
+9db
+8db
+7db
+6db
+5db

] LN e —— I~ - - - - - - - ------=
+2db | ‘('—\i\_ — —/— —\— ______________
ZEF:OlgE_____ __—/__'\' ______________

{a — YA —— ——
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3. Compensating For the Use of a Substitute Amplifier.

Tough One: Substituting a Fender for a Marshall (note the similar envelopes).

Guitar body type bridge pickup middle pickup neck pickup
Charvel Strat solid Pearly Gates
Here' s the Marshall setup:
Original Amp amp watts Soeakers number of wattseach cabinet
Marshall 50 Celestion Greenback 2 25 open-back
» A5 95
e} [e2] e} [e2] N e}
Q" @ e 40%: 15
growth & decay envelope presence middle treble volume

To approximate the tonewith a Fender Twin Reverb, | set the amplifier and EQ as shown below.

Substitute Amp amp watts Speakers number of wattseach cabinet
Fender Twin 80 JBL 2 457? open-back

| used two 12" Black Shadow 90 watt speakers, each in an open-backed cabinet.

i o 2 2 9. o 2 2 g
(e o3} N [e3] Y e}
OFVFUEC:
growth & decay envelope bright treble middle bass volume

+15db [—
+14db
+13db
+12db
+11db
+10db
+9db [WF
+8db
+7db
+6db
+5db
+4db
+3db _
+2db

+1db .—f
ZEROdb \
ey I R — N— - — - — — — — — 7(‘_ - - - — —
-2db
" }.\ _____________ \ —
-4db

-5db
-6db

b = = _ _ — — — — — — — —
-8db \
9db________________________\_
-10db

Addd | L . - - _ - e Y = = 2_
-12db .

-13db [—
-14db
-15db
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TheVox AC30 Amp Tone.

The Beatles* Revolver” Sound. For the exact, authentic sound heard on the Beatles Revolver LP, use
aGretch Model 6120 or Country Gentleman guitar into amid-sixties British Vox AC30 top boost combo amp.
If you don’t want to spend over $4,000 for thisguitar and amp combination, here’ sareasonableaternative: Use
athin hollow body electric like a 335 on the bridge pickup or bridge and neck pickups with the volume set to
7 on the guitar. Play through a 50 watt Marshall, as shown below.

Guitar body type bridge pickup middle pickup neck pickup
Gibson 335 thin hollow stock PAF type stock PAF type
(pickups could be Duncan Alnico I Humbucker, Duncan Pearly Gates, Duncan ‘59, Duncan Custom, or DiMarzio PAF,)
Amp amp watts Speakers number of wattseach cabinet
Marshall 50 Celestion Greenback 2 25 open-back
% 56» % 56» %ASGA %ASG) % 56»
N [e2] N e} N e8] Y e} N [e3]
— © — © — © — © — ©
2 s o $ o $ o s o s
growth & decay envelope presence bass middle treble volume
+15db | |
+14db
30 . - _ _ _ _ _ _ _ . _ _ _ -
+12db
+do | | o
+10db
e A -
e e e

0 [ - - _ _ _ - _ _ _ _ _ _ _ _ 4 — — _ ___\_
+4db
+3b | _ _ _ _ _ _ _ _ __________\_
+2db

+1db
ZEROdb *
a - - - - - - - - _ _Z _—_ _ _—_ —_ _—_ _—_ _—__—_—__—_—__—_—_—_—=
-2db
[T — — — =
-4db
S| [ — — — _— _— _— / _________________
-6db
g [T /H __________________
-8db
9l . _ £ _ _ _ _ _ _ _ _ _ _ _ _ _ =
-10db
b - - - - - - - - - - - - - - - - - - - _—_—_—=-
-12db

13db

“T4db [ | ;‘ ————————————————————————
-15db [
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4. Compensating For the Inability of Your Equipment to Produce A Sound You I magine.

“General Jeff Beck Tone” Setup | Used for Tut (Book 2 CD).

On Tut, | was going to play a Jeff Beck style solo, and wanted an appropriate tone. | decided to use a
combination of Fender and Marshall. The Fender amp would help bring out the fret noise characteristic of the
Strat sound. The tone controls on the Fender Twin Reverb and Marshal IMP-1 were not sufficient to get the
tone | wanted, so | used the EQ setup shown below (on the frequency curve drawing).

Guitar body type bridge pickup middle pickup neck pickup
Stratocaster solid vintage alnico vintage alnico vintage alnico

| used a Duncan Pearly Gates bridge pickup split to one coil and aVan Zandt Blue middle pickup.
Pickups could be Van Zandt Blue, Duncan Vintage Staggered, Fender Lace Gold or Blue, DiMarzio Class of ‘55.

First Amp of Two amp watts Speakers number of wattseach cabinet
Fender Twin 80 JBL 2 4577 open-back
| used two 12" Black Shadow 90 watt speakers, each in an open-backed cabinet.
A S A S A S )
> Q S 3] 6 > > Q B % g >
o ® N ® ® N ®
— © « ©o ©o ©
o s o s o $ o S
growth & decay envelope bright treble middle bass volume
Second Amp: JMP-1. Preset Name: More GARY (FAcToRY PReseT 16)
Mobe Bass SHiFT VoLumE GAIN TonE EQ
Bass Mip TreB. Pres. Lo(100cps) LoMip (220 ces) Mip (600 cps) MipHi (L.5k) Hi (2.5)
oD2 oN 15 10 1 6 6 3 -18 -12 +4 +2 +75
et
Simulated Amp/Speakers: 1969 Marshall 50 watt, volume on 6, speakersin T T T T T - - - - - — - - — - -
open-backed cabinet and 40-50 watt Fender, volume o — — — — — — — — — — — — — — — — — — — — — -
on 5; speakers in open-backed cabinet. B — - — — — — — — — — — — — — — — — - === -
ENVEL OPE T — — — — - — === == = o~ — - — -
(5th string, 7th fret, “E”, picked moderately on the left end of the bridge pickup) - - - ——— - —— — — — — — A==\ — - -
e e S e, N
+1db . . . [ . . o 0 — — —— —\— — _
ZEROdb / \
B - - o N
:ddb 77777777 / 77777777777777777
BT N
s s
190512 777777 / 777777777777777777
G- o
1adb 7/ 77777777777777777777
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Albert King Tone Setup | Used for Albert (Book 2 CD).

| don’t know what Albert King used on I'll Play The Blues For You, but here'swhat | used to get the
tone. Theamp sounded likeaFender. The guitar sounded thin, but gutsy. The Danelectro pickup provided the
gutsy tone. Tothin out thetone, | used the middle pickup out-of-phase. Y ou can also get thissort of guitar tone
with neck and bridge vintage humbucking pickups out-of-phase (PAF Gibson type).

Guitar body type bridge pickup middle pickup neck pickup
Telecaster solid Duncan Classic Strat Stack, Duncan Alnico Il Tele, Danelectro
split to one coil out-of-phase
Amp amp watts Soeakers number of watts each cabinet
Fender Twin 80 Celestion 2 25 open-back
A S A5
» g > 9.
CO CP 3V [o2] (aY) [o2]
© © — © — ©
S ) s o $
growth & decay envelope bright trebIe mlddle bass volume
+15db __ . . e
+14db
+13db -
+12db
+1db - - - - - - - - o o o o -
10db
+9db .
+8db
+7db -
150
-fldb _______________ m ________
M —— === === === == f--N-——=———---
ZERCl)gg ______________ / - - - _\ _______
- - === == = 4 -—-——-NX--——---
- —————————— == f-——-—--- N — — — — -
g - -—-—-—-—-—-—-—---- F-————--- S— -
B e F-—=-------- ~
,@E— - - - — — — - -
e
e -~
63 100 125 1(13;)0200 250 280 320 400 470 500 630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 35:(k 5k 6.3k

5. Using EQ to Limit Unwanted Sounds.

Reducing “Pick Slap.”

Pick noi seduring theattack can bereduced by attenuating afrequency band around 500 Hz., but don’ t reduce
the frequencies below 400 Hz. too much, since they help to mask the pick slap. Of course, you will be changing
your guitar tone, but adrop in level around 500-600 Hz. is one characteristic of the classic Stratocaster tone.

ZEROD (@ (@ ——F——p— — — ~ ——p—————F—@
ab [ L — — — — — N\--"Ff--—---—- - — - —————
“2db
“3db
-4db - -/

I I —— ~ - —_ — —_ _—__—____
-6db
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Reducing 60 Cycle Hum.

Thelow hum you hear coming from your amplifier when you are not playing ismostly the 60 Hz. hum
produced by the power supply inyour amplifier. 1t becomeslouder when your ampisset for greater distortion.
Itisoften necessary to turnthelowest frequency bandsdown to reducethehum, at therisk of compromising your

tone.

LVL 63 100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k

Compensating For Increased Hiss or High Frequencies When Using Time Delay or Reverb.
Lower quality time delay or reverb units often add a dlight hiss to the upper range, which can be
compensated by decreasing the level of the highest frequency bands.

Natural echoandreverbtypically hasadifferent tonethanthat of the original sound. Lower frequenciestravel
farther without fading out, so echo and reverb often need to have the high frequencies reduced to sound natural.

+15db |_

+14db
+13db
+12do
+11db
+10db
+9db
+8db
+7db
+6db
+5db
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Compensating For Room Acoustics.

Y our guitar is never going to sound the same in the back of the performance space asit doesin front of
the amp, so get out there and listen to it while someone else plays your guitar. Y ou usually need to add highs
to account for the fact that lows carry farther and since highs are absorbed by materialslike clothing, rugs, etc.



CHAPTER 6:
MIKING AND NOISE REDUCTION

A. MicrRoPHONE PLACEMENT

The most common microphone placement isone foot in front of the speaker, around one foot above the
floor, pointing somewhere between the voice coil (center) and outside of one speaker. For more treble, point
the mike closer to the center of the speaker and/or toward the top of the cabinet. For more bass, point the mike
closer to the outer edge of the speaker and/or toward the bottom of the cabinet.

| usually point the mike alittle closer to the outside of the speaker cone, toward a4 o' clock or 8 o’ clock
position onthecone, for asmoother sound. Moving closer to the speaker givesmore presence (“ bite” or “edge’),
especially near the center. Moving further from the speaker gives less presence and more reverberance.

If you use morethan onemike, listen carefully. Two or more mikes can produce athin sound or muffled
lows. Themicrophonespick up adifferent part of the air wave emitting from your speakerswhich causes phase
cancellation and phase shifting. Keeping multiple microphones over three feet apart usually avoids these
problems.

B. THE MICROPHONE PREAMP

The microphone preamps in most mixers and audio recorders are not sufficient for high quality
reproduction. Themicrophone preamp should reproducethe sound heardinthe speaker room soit soundsnearly
identical when transferred to tape or to aPA (public address system). Studio quality microphone preamps start
at around $500 for each channel. A good mike preamp has parametric EQ, compression and expansion, so it
can compensate the tone and reduce noise.

Inmy favoritemike placement for recording, | usetwo mikes. Onemikeisonefoot infront of thespeaker
and afoot above thefloor, and asecond mikeiseight or ten feet away, in front of the speaker at five or six feet
above the floor. The mikes go into a studio quality microphone preamp with parametric EQ.

The close mike is EQ’ d with the low range attenuated to about -10db, with the mid and high range flat
(no change). Thefar mikeis EQ’d with thelow range boosted to about +5db, with the mid and high rangeflat.
| sometimes make a slight adjustment in the EQ of the high band for both mikes. | then adjust the level of one
mike against the other to get the particular tone | want.

C. Noist RepucTioN, EXPANSION AND COMPRESSION

Noise reduction units turn the signal down or off when it is below a desired level. They can do it
immediately when aspecified level isreached (gating), or they can gradually fadethe signal off (fading). This
eliminates any hiss, hum or other noise present when the instrument is not being played.

When using noi sereduction with gating, make careful adjustment of thethreshold. Thethreshold should
be high enough that notes can still sustain, yet low enough that the signal is gated when noise like amp hum is
present.

Expansion. Expanders function as noise reduction units when they are set so incoming signals below
aprescribed level are decreased and signals abovethe prescribed level areincreased. Unwanted hum and noise
isusually below the level of guitar sound you want to preserve.
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Recording with Dolby™ or DBX™. When hissis present in amultitrack recording, noise reductionis
useful. Noise reduction does, however, reduce some of the very high frequencies and take away some of the
“live’ qualities of the recording. Avoid using noise reduction on lead vocal tracks and guitar tracks whenever
you canto preservethepresenceand brilliancecritical tothosetracks. If atapehasbeenrecorded withaparticular
type of noise reduction, it must be played back with the same type.

Compression makes soft notes and loud notes more equal in volume. It prevents you from playing too
loud or too soft. Compressorshave special amplifying circuitswhichincreasethegain (volumelevel) whenyou
play softer and decrease the gain when you play louder. By making the volume more consistent, compression
can increase sustain.



CHAPTER 7. NEW TECHNOLOGY

A. Rack-MouNT GuUITAR PREAMPS

Beginning with the ADA MP-1 preamp, many rack mount guitar preamps have appeared on the market
during thelast decade. Most of them usethe same 12A X7 tubesfoundin Marshall and Fender amplifier preamp
sections. Hereisachart of the common rack-mount preamps and their basic features:

manufacturer model 12 AX7's channelsor voices EQ bands other features July 1994 price
ADA MP-1 2 3 4 stereo chorus, programmable FX loop $799.95
ADA MP-2 2 10 9 stereo chorus, compressor, wah, tremolo, $999.95

noise reduction, speaker emulation,
rea time MIDI, programmable FX loop

ART SGX2000 Express 2 3 5 reverb, chorus, flange, phasing, sampling, $849
harmonic exciter, dual pitch transposer, space
phaser, digital tuner, wah

Digitech GSP-2101 2 3 15 reverb, wah, tremolo, phase-shift, pitch shift, ~ $1099.95
detuner, arpeggiator, chorus, flange, whammy
effects, speaker emulator, stereo FX loop

Gallien-Krueger  100MPL ? 1 7 compression, chorus, noise reduction $799
Groove Tubes STP-G 3 1 0 5-position mid-boost selector, speaker emulator,  $1000
treble-middle-bass boost switches,
Groove Tubes Trio 5 3 0 $1200
Hughes & Kettner Attax 1 3 3 stereo FX loops, recording out $599
Mesa/Boogie Studio 4 2 5 reverb, stereo FX loop
Mesa/Boogie Triaxis 5 8 0
Rocktron Chameleon 0 12 442 pentodeftriode function, compression, tremolo, ~ $1099
phaser, delay, reverb, chorus, flanger, pitch
shift, speaker emulation
VHT Pittbulll ? 3 7 FX loop, power amp simulator $1595

My choices for rack-mount preamps are the ADA MP-2 and Marshall IMP-1. On the next few pages,
| show the presets|’ ve made up for thosetwo units. The presets are basic soundswhich | start with and usually
modify to get a specific sound for a song.

The EQ settings and frequency curve shown for the MP-2 presets represent its built-in EQ. The IMP-1
does not have abuilt-in EQ. The EQ shown for the IMP-1 isa separate EQ device which | have used for all
of the IMP-1 presets.
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ADA MP-2: VINTAGE SounDs FOrR GiBsON GUITARS

MP-2 Preset Name: ALTERNATIVE CLEAN

Tuse Voicing Drive LEVEL OVERDRIVE MASTER ToNE EQ
Lo M Hi Pres 100 170 280 470 800 1.3« 22 3.8k 6.3k
SPANKY CLEAN 42 100 +2 0 +2 0 -2 +4 0 -2 0 +6 +6 +8 -10
+15db __
WaH ___Noise RebucTion___ CHORUS ad
IN/OuT MopE PepAL FREQ. IN/ouT MOoDE THRESHOLD IN/Out DEePTH RATE 0 T T 7
ouT ouT ouT +1ggl; _________________________
Suggested Guitars: Most guitars with low to moderate output pickups. Adjust :3‘;‘.;: : : : : : : : : : : : : : :2':—:\:—;’2’:!{\ : :
the volume on the guitar to match the distortion. e ~
Simulated Amp/Speakers:  Vox AC/30 with 15 watt Blue Bulldog speakers. S 4 W
e = =
ENVELOPE o~~~ N ——— — A~ ————— — — — — b -
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) w-— == == S——— — — — — — — — — — — — y -
3db
b_ — — - - - - - - - - - ‘\ -

63100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k

MP-2 Preset Name: BLUESBREAKER 1 (Clapton’s rhythm guitar on “ Hideaway,” from John Mayall’s Blueshreaker’s’)

Tuse Voicing Drive LEVEL OVERDRIVE MASTER ToNE EQ
Lo Mi H Pres 100 170 280 470 800 13k 2.2¢ 3.8« 6.3k
FAT CLEAN 96 47 -2 0 +6  +4 -12 -12 +6 +2 -2 +4 +4 +6 -12
WaH ___Noise RepucTion___ CHoRus %‘EE _________________________
IN/Out MobE PebaL FREQ. IN/OUT MODE THRESHOLD IN/Out DeptH RaTE w20 _ . — T T - — — — — — - - - - - - - - - - - -
out IN  FADER 50 out = — = = = = = = = = = = = — = — = = — — — — — — -
s _ _ _ _ _ _ - - - - - - - - - - - - - - _—_——C
Suggested Guitars: Gibson Les Paul or 335. If your pickups are hot, turn the ot
volume down on the guitar to match the distortion. P —— AN T T T =
Simulated Amp/Speakers: 1969 Marshall 50 watt, volume on 5; 2 x 25 watt Celestion Iﬁﬁ ______ ‘/ — \ ______ U‘—-—h'/ _ \ —
Greenback speakers in open-back cabinet. w2 T T T T T + - _\g;\_ — 7/ _______ —
+1db . . - — —_ e . -
ENVELOPE e /: \'/7/
b — e e N WS —
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) 3§§§ ______ [ ——— - —————————— —
-4
- == —- -
B - - e =
E—— o 1=
ﬁun - '\_;‘_ — - - - - - - - -V~ t
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MP-2 Preset Name: BLUESBREAKER 2 (Clapton’s solo guitar on “Hideaway.” from John Mayall’s Bluesbreaker’s’)

Tuse Voicine Drive LEveL OVERDRIVE MASTER TonNE EQ
Lo M Hi Pres 100 170 280 470 800 1.3« 22 3.8k 6.3k
VINTAGE BROWN 48 74 -6 0 +2 42 -6 +2 +4 +2 -2 +4 +4 +2 -12
Wak ___Noise RebucTion___ CHorus = —— == == === == == === = - = = = = -
In/Out MopE PepaL Freq. IN/ouT MODE THRESHOLD IN/OuT DEepTH RATE e — — — — — — — — — — — — — — — — — — — — — — — -
out IN  FADER 70 out - = — — — — — — — — — — — — — — -
Suggested Guitars: Gibson Les Paul or 335. If your pickups are hot, turn the M- - e = ==
volume down on the guitar to match the distortion. b - — - — — — — — — — — — — — — — — — — — —
Simulated Amp/Speakers: 1969 Marshall 50 watt, volume on 6; 2 x 25 watt Celestion e — — — — — e — - — — — — — % — — — — -
Greenback speakers in open-back cabinet. B ——— /_A N \_\_ - —f - - - - - ——a— — -
I o A |
Adb . [ . . N\ / -
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) S /]_l __________________ -_\\ —
-4db
e ==
w- - - - - - -—----—---—-—----—---— -
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MP-2 Preset Name: BLUESBREAKER 3 (amore distorted version of Bluesbreaker 2)

Tuse Voicing Drive LEvEL OVERDRIVE MASTER ToNE EQ
Lo Mi H Pres 100 170 280 470 800 13k 2.2« 3.8« 6.3«
WARM VINTAGE 48 71 -6 0 +2 42 -6 +2 +4 +2 -2 +4 +4 +2 -12
+15db _ . . . . . . o
WaH ___Noise RebucTion___ CHORUS, Hadb
IN/Out MobE PebaL Freq. IN/OUT MODE THRESHOLD IN/Out DeptH RATE 0 — - - - - - - - - -
out IN  FADER 70 out +1ggg _________________________
Suggested Guitars: Gibson Les Paul or 335. If your pickups are hot, turn the :35‘;: : : : : : : : : : : : : : : : : : : : : : : : :
volume down on the guitar to match the distortion. oo
Simulated Amp/Speakers: 1969 Marshall 50 watt, volume on 7; 2 x 25 watt Celestion o J——— e )_s - -
Greenback speakers in open-back cabinet. ﬁg_ — _}/ — \_\_ - —f - - - - e — -
ENVEL OPE zRob — e N
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) 5 p— -f— - = - N A - -
-adp — / ___________________ _\ I
$og---—-—-----—-—-—---—-————-—- ==
Mo - — - - ——mmmmmmmmmm— - = -
- - - - - - - - - - - ----- Y-
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ADA MP-2: VINTAGE SounDs FOR FENDER GUITARS
MP-2 Preset Name:  CLEAN FENDER

Tuee Voicing Drive LEvEL OVERDRIVE MASTER ToNE EQ
Lo Mi H Pres 100 170 280 470 800 13k 2.2k 3.8« 6.3k
SPANKY CLEAN 49 86 -2 0 -2 +4 -12 +2 +4 +2 -6 +4 0 -2 -12
WaH _Noise RebucTion CHoRus, M- ————=—=——=—=—=—=—=—=—=—=—=—=—=======
In/Out Mope PepAL FReQ. IN/OUT MODE THRESHOLD In/Out DEepTH RATE 1}2‘;’; —————————————————————————
out out out = — — — — — = = == — == — = = = = — = — — = — -
Suggested Guitars: Fender Stratocaster with vintage staggered alnico §§§ _________________________
pickups. If the distortion isto great, turn the o — - - -
volume down on the gitar. e e o
Simulated Amp/Speakers: 1969 Marshall 50 watt or 40-50 watt Fender, e iy —— e
volume on 4; speakersin open-back cabinet. ZEROM
P T
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) jg“jﬁ_ — /_ ________ N - - - — — — — — — * — _
6db
e -
i A R R \ -
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170 3.8k

MP-2 Preset Name:  AXIS CLEAN STRAT (Hendrix: “Little Wing” from “ Axis Bold As Love”)

Tuse Voicing Drive LEvEL OVERDRIVE MASTER ToNE EQ
Lo M Hi Pres 100 170 280 470 800 13k 2.2¢ 3.8 6.3«
SPANKY CLEAN 46 100 -4 -4 +8 +6 +4 0 0 0 0 +2 +4 -2 -12
+16db 2
 Wan_ ___Noise Repuction_ ____ CHorus____ BT ————————
IN/Out Mope PepaL Freq. iNfouT MobE THRESHOLD IN/Out DeptH RATE iﬁgg
out out IN 46 3 o _—_—__—__—__
Suggested Guitars: Fender Stratocaster with vintage staggered alnico hS——————————————
pickups. If the distortion isto great, turn the = P ———
volume down on the guitar. 1§§§_ N - - - — - - - - = == N - - — -
e
Simulated Amp/Speakers: 1969 Marshall 50 watt, vol. 4 and 40-50 watt Adb _ — _ _ ___ _ = _ _ _ _ _ N — — -
,, . ZEROdb
Fender, vol. 5; 2 12" low wattage speakersin W - — - — - — — — — —— — —
open-back cabinet. w e - - - - - - - - - —— \_\ —
ENVELOPE A — ——— === === === === = = = = = = \— -
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) e — — — — — — — — — — — — — — — — — — — — — — \- -

63100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k
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MP-2 Preset Name:  HOT TEXAS STRAT (Stevie Ray Vaughan: “Pride and Joy” on “Texas Flood")
Tuee Voicing Drive LEveL OVERDRIVE MASTER ToNE EQ
Lo Mib H Pres 100 170 280 470 800 13k 2.2 3.8« 6.3k
VINTAGE BROWN 46 82 +2 -2 +4 0 0 2 0 -2 -4 +2 +4 0 -12
+16db 2
 Waw __Noise Repuction__ CHORUS - — — — — — — ————
IN/Out MopE PeDAL FREQ. INfOUT MODE THRESHOLD IN/Out DEePTH RATE e —————————————————ETT
out out out *gz‘;
Suggested Guitars: Fender Stratocaster with vintage staggered alnico w————
pickups. Neck and middle pickups. If the o
distortion isto great on your guitar, turn the e ——
volume down on the guitar. Gp- — —————— - == === = & —N\_" —— — -
Simulated Amp/Speakers: 1969 Marshall 50 watt, volume on 6, speakersin ZROh T W — — — & — — — — — f——— === - - -
open-backed cabinet and 40-50 watt Fender, volume e — o~~~ — — — — — \— — -
on 5; speakersin open-backed cabinet. e — — - — - — — = g - — — - — — — — X - -
ENVELOPE - —-—————————— === = — - - -
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) e — — — — — — — — — — = — = — === = = — — \— -
b e \- -
h- — - — - - - - — = === === = = -
:14dh

125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k Bk 6.3k
170 3.8k

MP-2 Preset Name:  HOT NECK ALNICO (neck pickup selection with a vintage staggered alnico pickup)

Tuse Voicing Drive LEVEL OVERDRIVE MASTER ToNE EQ
Lo Mo H Pres 100 170 280 470 800 1.3k 2.2¢ 3.8« 6.3«
WARM HI GAIN 46 88 72 -4 -4 +8 +6 -2 0 0 0 -4 0 0 0 -12
+15db __
o Wam_ __Noise Rebucrion__ __ CHorus____ SM—_————————————————
In/Our MobE PepaL Freo. infouT Mobe THRESHOLD In/Out DeptH Rate e ——
out IN  FADER 70 out *ggg
X X X b _ — — — - - - - - - - - - - - - - - - - - - - - -
Suggested Guitars: Fender Stratocaster with vintage staggered alnico b - - - - - — — — — — — — — — — - - —-
pickups. Neck pickup. If the distortion isto great . . - - - - - - - - ——— - —— - —-
on your guitar, turn the volume down on the guitar. B o C — — — — — — — — = = = — = = — — — — — -
Simulated Amp/Speakers. 1969 Marshall 50 watt, volume on 6, speakersin e - — = — g = g~ — — — g = — — & — — a— — -
open-backed cabinet and 40-50 watt Fender, volume L :,A ______ N——S ———— — — — N - -
on 5; speakers in open-backed cabinet. e —%_ _ _ _ _ — — — — ) \— -
ENVELOPE o — e m e mm e e s = = -
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) == === == = = = = = = = = = = = = = \ -
e A -
ldb . L L L -
- -----------mm oo ==
-14db
-16db -
63100 125 160 200 250280 320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k
MP-2 Preset Name: HAZE STRAT NECK (Hendrix: “Purple Haze” from “Are You Experienced?”)
Tuee Voicing Drive LEveL OVERDRIVE MASTER ToNE EQ
Lo Mi H Pres 100 170 280 470 800 13k 2.2¢ 3.8k 6.3k
DYNAMIC VINTAGE 66 54 -4 -4 +8  +6 +6 +4 0 0 0 +2 +2 -2 -12
+15db
_ Wan __Noise Repuction__ __ Crorus____ T ————————
IN/Out MobE PebaL FREQ. IN/OUT MODE THRESHOLD IN/Out DeptH RATE iad
out IN FADER 88 out *i‘;‘;ﬁ _________________________
Suggested Guitars: Fender Stratocaster with vintage staggered alnico zgg - - - - - - - - - - - - - - - - - - - -—-—-———=
. . . . . +
pickups. Neck pickup. If the distortion isto great T TS T - — - - - - - - — - - _— -
on your guitar, turn the volume down on the guitar. . J———— N — — — — — - — e — — o — — — — — -
Simulated Amp/Speakers: Transistor distortion footpedal into 1969 Marshall 50 el T S Ne——e—— > — — — — — N - - - -
watt, volume on 6, open-backed speakers. T pe—— — _— -
ENVELOPE === — = = — = — = = — = — = — — — — N — -
(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup) e — - — — — — = = — = = = = = = = = — — — — = \— -
- ————— -
Er ittt \ -

125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k
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MP-2 Preset Name: - HOT TO HANDLE (Michael Schenker:

soloon “Too Hot To Handle” from UFQO's“ Light’s Out”)

Tuee Voicing Drive LEvEL OVERDRIVE MASTER ToNE EQ
Lo Mo H . 100 170 280 470 800 1.3k 2.2 3.8« 6.3«
DYNAMIC HI GAIN 72 80 57 -2 +8 0 4 0 0 0 +4 +6 +4 -2 0 0
WaH Noise REDUCTION_ CHORUS 440 _ — — — — — — — — — — — — — — — — T T T T T T T~
IN/Out MobE PebaL FREQ. IN/OUT MODE THRESHOLD INOut DeptH RaTE oo - — — — — — — — — — — — — — — — — — — — — — — — -
out IN  FADER 64 oor g - - - - - - — — — — — — — — — — — — — — — — — -

Suggested Guitars:
isto great, turn the volume down on the guitar.

Simulated Amp/Speakers. 1969 Marshall 50 watt, volume on 7; 2 x 25 watt
Celestion Greenback speakersin open-back cabinet.

ENVELOPE

(5th string, 7th fret, “E”, picked moderately on the left end of thebridge pickup)

Gibson Flying V, Les Paul, or 335. If the distortion

63100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k

MaRsHALL JM P-1 - ViINTAGE GiBsoN GUITAR SOUNDS

JMP-1. Preset Name: HuMBUCKER DISTORTION

MobE Bass SHIFT VoLuME GAIN ToNE EQ
Bass M  Tres. i 63 100 160 250 400 600 Ik 16k 2.5¢ 4 6.3k
oD2 on 14 3 0 1 2 0 -15 -5 +25 40 +35 +35 +5 45 +3 5 -105
Suggested Guitars: Solid body €lectric with PAF type humbucking ~ +el - — — — — — — = = — — — = = = — — - — — — — — — —
pickup. - — - — - —————————
Simulated Amp/Speakers: 1969 Marshall 50 watt, volumeon 8, 4 vintage ~  +«[ | — — — — — — — — — — — — — — — — — — — — — — — =
25 watt speakersin close-backed cabinet. - - —%—_ _ _ _ _ __
ENVELOPE e - —f - - = - - - — - —~— = ----
(5th string, 7th fret, “E”, picked moderately on the left end of the bridge pickup) F—- N~ - - - - — - = — = = N- — — —

JMP-1. Preset Name: BLUESBREAKER

Mobe Bass SHiFT VoLumME GAIN TonNE

® _ . . . - - - - - - - - - = = = =
LVL 63100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k

OoD2 ON 12 1 -1 1

Solid body electric with PAF type humbucking
pickup.

Simulated Amp/Speakers. 1969 Marshall 50 watt, volume on 8, 2 vintage
25 waitt speakers in open-backed cabinet.

ENVELOPE
(5th string, 7th fret, “E”, picked moderately on the left end of the bridge pickup)

Suggested Guitars:

Ba: Mip  Tres.
2

LVL 63100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k
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JMP-1. Preset Name: Rep NEeck

Mooe Bass SHIFT VoLuME Gain ToNE
Bass Mip Tree. Pres.
oD2 oN 16 3 -3 -2 1 2
Suggested Guitars: Thin hollow body electric with PAF type
humbucking neck pickup.
Simulated Amp/Speakers. Fender Twin Reverb, volumeon 8, 2 - 90 watt
speakers in open-backed cabinet.
ENVELOPE
(5th string, 7th fret, “E”, picked moderately on the left end of the bridge pickup)
JMP-1. Preset Name: BurnING BRIDGE
Mooe Bass SHIFT VoLuME Gain ToNE
Bass Mip Tree. Pres.
oD2 oN 16 3 -4 -1 0 2
Suggested Guitars: Thin hollow body electric with PAF type
humbucking neck pickup.
Simulated Amp/Speakers. Fender Twin Reverb, volumeon 8, 2 - 90 watt
speakers in open-backed cabinet.
ENVELOPE
(5th string, 7th fret, “E”, picked moderately on the left end of the bridge pickup)
MP-1. Preset Name: AC30/GRETCH
Mooe Bass SHIFT VoLuME Gain ToNE
Bass Mip Tree. Pres.
cL2 oFF 18 20 3 1 4 6
Suggested Guitars: Thin hollow body electric with PAF type
humbucking pickup.
Simulated Amp/Speakers: Mid-60"s Vox AC30, volume on 4, 2 vintage 25
watt speakersin open-backed cabinet.
ENVELOPE
(5th string, 7th fret, “E”, picked moderately on the left end of the bridge pickup)

EQ
Lvi 63 100 160 250 400 600 Ik 16k 25K 4 6.3k
+9 -15 -12 -3 +1 +1.5 +3 +1  +3 +1 0 -35
+1sdb | |
+14db
+30 [ — — _ - - - - - — - - - - _—__—__—_—_——=
+12db
+d0 - _ _ _ _ _— - — - - _ - ———————————C
+10db
odo (W _— _— _ _— _ _ _— _— — — — — _— — _ — _— _ _— _—_—___—
+8db
+7db [
+60b
+5db |~
+4db
+3db
+2db
+1db
ZEROdb
-1db [
-2db
-3db [
-4db
-5db [
-6db
-7db [
-8db
-9db
10db
11db
12db
13db
14db
15db
LVL 63100 125 160200 250280320400 470 500630 800 1k13k 16k 18k 2.2k 25k 3.2k 4k 5k 6.3k
170 3.8k
EQ
Lvi 63 100 160 250 400 600 Ik 16k 2.5« 4 6.3k
+2.5-15 -15 +2.5 -4 +35 +35 +15 +.05 -25 -5 -105
+#1db |0 | . . . . . . - . — — e
+14db
+3o - - - - - — - - - - _—__—__—_——=
+12db
+d - _ _ _ _ _ _ — — — - _ - ———————————
+10db
s - - — — - - - - - - - - - - - - _—_—_—_—_—C
+8db
+db [ . _ _ o o —
+6b
+6db [ ] o
+4db P
+3db
fﬂﬁ.____f\___f'—_:\\: ——————————
¥
zerROdo [ [ T T T/ NT T T / _______ >.\_ _______
ado D _ _ - N —_—_————c
S - - - - - - - - s - — -
s - — - — - — - - — - - - - - - - - - _-—_—_ ‘Q — _
-6db
-7db
8db [ [~ 7l ____________________ ¥ —
oo I _ L _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ ___A\N_-
,1ogg /_ \.
-11
-12db |© [T _/ _______________________
T
-T4db 7‘
s [ - - - . . - - - - - — — - - - - - - _—_—__—_—__—_—C
LVL 63100 125 160200 250280320400 470 500630 800 1k 13k 16k 18k 2.2k 2.5k 3.2k 4K 5k 6.3k
170 3.8k
EQ
Lvi 63 100 160 250 400 600 Ik 16k 2.5« 4 6.3k
-2.5-15-10.5 -7 -7 -35 0 +35 +6.5 +3.5 +75 05
+#1db |0 | . . . . . . - . — — e
+14db
+30 [ . - — _ - - - - - — - - - - - _—__—_—_——=
+12db
+d - _ _ _ _ _ _ — — — - _ - ———————————
+10db
s - - - — - - - - - - - - - - - - _—_—_—_—_—C-
+8db -
+7do || o — — — _ _— _ N — —
+6db [ [ A~ /-\
+5db
+4an'_______________./___k_.)/__%_
+3db hnf
+2db'_____________//_' ————————— \ -
+db | A . _—_b—
ZEROdb i’/ .
a0 - - - - - - - -—_ _-—___ 7 _— _— — _—_ __ —__—__—__—_—__—_——C
-2db [ /
-3db [®
—adb'_________/.£ _______________
s - - - — - - - 7 - - - - - - - _-__-_ - - _-—__—__—_—C-
-6db /
-7db
-8db r I~ — _;/'- - ) - - = = — = — — — — — — — — — — — —
o [T -7/ ______________________
g
-11
-12db |© [T F _______________________
T
1ado ||
-15db [ J ________________________

LVL 63 100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k
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MaRsHALL JM P-1 - VINTAGE FENDER GUITAR SOUNDS

JMP-1. Preset Name: ALnico DiISTORTION

Bass SHiFT

Mobe VoLumME GAIN TonE

Ba

2

TReB.
-6

Mio Pres.
-2 2

0OD2 ON 17 1

Solid body electric with vintage staggered
Stratocaster type pickups.

Simulated Amp/Speakers. 1969 Marshall 50 watt, volume on 8, 4 vintage
25 watt speakers in a close-backed cabinet.

ENVELOPE
(5th string, 7th fret, “E”, picked moderately on the |eft end of the bridge pickup)

Suggested Guitars:

JMP-1. Preset Name: Hot FENDER

Bass SHiFT

Mobe VoLumME GAIN TonNE

LVL 63100 125 160 200 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k

TReB.

-6

Ba

2

Mio Pres.
-2 2

OD1 ON 17 1

Solid body electric with vintage staggered
Stratocaster type pickups.

Simulated Amp/Speakers. Fender Twin Reverb, volume on 8, 2 - 90 waitt
speakers in an open -backed cabinet.

ENVELOPE
(5th string, 7th fret, “E”, picked moderately on the |eft end of the bridge pickup)

Suggested Guitars:

Lvi 63 100
0 -15 +3

D . i e it

JMP-1. Preset Name: CLeEaN FENDER

Gain

Mooe Bass SHIFT VoLuME ToNE

125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k

LVL 63100

Ba

2

TReB.
-6

Mio Pres.
-2 2

CL1 ON 17 1

Solid body electric with vintage staggered
Stratocaster type pickups.

Simulated Amp/Speakers: 1969 Marshall 50 watt, volume on 8, 4 vintage
25 watt speakers in close-backed cabinet.

ENVELOPE
(5th string, 7th fret, “E”, picked moderately on the left end of the bridge pickup)

Suggested Guitars:

Lvi 63 100
+2 -15 -12

LVL 63100 125 160200 250280320400 470 500630 800 5k 6.3k
170
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JMP-1. Preset Name: L.A. ‘80 (Van HALEN RHYTHM ToONE)

Mooe Bass SHIFT VoLuME Gain ToNE EQ
Bass Mo Tre. Pres. L 63 100 160 250 400 600 Ik 16k 2.5¢ 4 6.3
ob1 on 16 17 6 1 3 2 +6 -12+45 -4 2 +2 +45 +35  +3 0 3 6
+15db | — | — — — — . . .
Suggested Guitars; Solid body electric with moderately hot PAFtype g 1————————————————————
pickups, guitar volume on 8. Eggg s —
+1
Simulated Amp/Speakers. Marshall 100 watt JCM 800, volume on 8, 4 wE-"-—-——-——"—-"—"— - - - - — - — — — — — — — —
vintage 30 watt speakersin close-backed cabinet. e —— — — — — — — — — — — — — — — — — — — — — — —
+5db
ENVEL OPE s [ *x -~ - - - - - S &~ — — — — — —
(th string, 7th fret, “E”, picked moderately on the left end of the bridge pickup MLEFRA-—-—"—"—-—— v - - —— = — = ~ - - -
ZER%gg ]\ — — — - = / __________ \!\ _____
N~
:Adb I 1~ — S~ - - - - - - - - — — — — - - - = R_ -
S Y ¢ N
-6db [ ]
o | L) . o
-8db
odo | L
-10db
db |0 L] —
-12db
Sp_db [ o o
-14db
o | oo
LVL 63100 125 160200 250280 320400 470 500 630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k
JMP-1. Preset Name: L.A. ‘80 (Van HaLEN SoLo TonE)
MobE BaAss SHIFT VoLuME GAIN ToNE EQ
Bass M Tre. Pres. L 63 100 160 250 400 600 Ik 16k 2.5¢ 4 6.3
op1 on 16 17 6 1 3 2 +6 -12 -4 -05  +3 +15 +35 0o 0 -4 5 +135
e
Suggested Guitars; Solid body electric with moderately hot PAF ] _/33.
type pickups, guitar volume up full. - e F-
Simulated Amp/Speakers: Marshall 100 watt JCM 800, volume on 9, 4 MrF-"-"-"=-"-"=-"=-—"=-—-—"—=——=——-——=—=—=—-=--- |
vintage 30 watt speakersin close-backed 1%%’ a- - - - - - - - - —-—-—-—————-—=- === === |
cabinet. oo i — AN - - - - - === |- -
EnveLoPE e e
(5th string, 7th fret, “E”, picked moderately on the |eft end of the bridge pickup) ZERO® o \u -
%SE-___/: ———————————— \___——f——
D S — z - -
-5db | _/ _____________________ - —
-6db
-7db [ _I ________________________
-8db
-9db [ _’ ________________________
-10db
-11db __E ________________________
-12db
o
-14db
“sdo [T oo ¢

LVL 63100 125 160200 250280320400 470 500630 800 1k 1.3k 1.6k 1.8k 2.2k 2.5k 3.2k 4k 5k 6.3k
170 3.8k
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B. SPEAKER EMULATORS

My first experience with a sepeaker emulator was the Slent Speaker built by Harry Kolbe in the mid-
eighties. It allowed meto record direct from my amp without going to speakers, or to send the signal to apower
amp, alowing lower volume in the room. | did aot of experimenting, but always ended up using speakers,
anyway. Around the same time, Groove Tubes came out with a speaker emulator circuitry that they patented.

Sincethen, many companieshaveincluded speaker emulationintheir ampsand preamps(seethe preamp
list at the beginning of thischapter). Speaker emulation hascomealongway intenyears, but | usualy still prefer
real speakers.

The ADA MicroCab goesfurther by emulating the speaker cabinet and the microphone. Then ADA out-
did itself by releasing the Ampulator, discussed below.

C. THE ADA AMPULATOR:
ACCURATELY SIMULATING PowER AMP AND SPEAKERS

The Ampulator simulates the power amp with control over the front and back end viadrive and output
level controls. It allows adjustment of the presence, tube matching, bias, power level and pentode/triode
characteristics of a power amp.

| usean MP-2 or IMP-1 to drive the ampulator. | find it excellent for clean Fender, Marshall and VV ox
sounds. | often useit in place of a Fender amp. For Marshall and Vox sounds, | blend it with aMarshall and
the necessary EQ.

Setting the power level control set very low and the drive reasonably high, you simulate alow wattage
power amp screaming at high volume. By setting the power level very high, and the drive low, you simulate a
powerful amp running very clean. Decreasing the power level increases distortion and softens the attack.

The tube matching control allows you to keep its 12A X7 tube matched to keep the sound musical and
reduce hum....unless you want hum. Authentic rock guitar sounds include amp hum, which can beinserted on
the Ampulator with the huminjection control. When the hum injection control isturned off, the tube matching
control alows you to minimize hum.

Asthebiascontrol isturned clockwise, thecircuit will simulate Class A (likeVox), then classAB (most
modern guitar amps), then class B (usually undesirable). Increasing the bias control to the high end of the class
AB range and into the class B range mutes the tone.

Themiked cabinet portion of the controlsallow you to set the number of speakers, closed/open back, size
of speaker, dark/bright speaker driver and provide an EQ. | usualy bypass the miked array configurations
(number, sizeand driver of speakers) for Marshall soundsand useit for Fender and V ox sounds. Bypassing the
miked array still allows use of the close/open back and EQ controls of the speaker sound.

There are some very hip Alternative Music tonesin there for Vox sounds, especially with fast, layered
chorusing. Try fattening Fender/Vox type setups with the dark Driver setting before increasing the low
resonance. It can really sweeten the midrange in a Marshall sound, blending it with a Marshall amp.
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Here are afew settings | use on the Ampulator (many settings are given in “o’ clock” form):

use for Drive Presence Hum Bias PwrlLvl Tri/Pent #Spkrs 10"/12” Driver Cab LoQ HiQ Output
hi gain Strat/humbucking 1:30 11:00 1:00 1045 2:00 pent 1 12" dark  open off 2:00 11:45
med. gain vintage Strat 1:30 11:00 off 11:00 11:30  pent 2 127 dark  open off 1:30 12:30

hot Gibson/Marshall stack 1:00 10:30 12:00 10:45 10:00  pent out out out closd 1:00 full 10:30





