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Chapter 1 A Young Man in London
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For most, North Kensington is a place to pass through on the way to somewhere else. That is the legacy of the town, which sits about 20 minutes outside of downtown London, England. It lies along an historically well-trod path between London proper and Oxford. The Grand Junction Canal, dug early in the nineteenth century, before the railways, once provided the only route for transporting coal to and from the Midlands. Today, the low-running canal is little more than a traffic problem, its bridges congested throughout most of the day.

The working-class town is just a few miles from the upscale Kensington area off Hyde Park, but a world apart. It’s classic blue-collar: modest, neatly kept row homes neighbored by the carbon-stained walls of industry. A mix of immigrants, predominantly Caribbean, Spanish, and Irish, share the town while keeping to their own, though racial clashes flash every quarter century. Light trucks wend their way through the streets, dodging the freeway’s perpetual traffic jam and off-loading at metal shops and construction depots. A corner pub fills up with factory workers after the 5:00 p.m. whistle. Some kids kick a dirty ball around a clearing that’s sadly lacking in grass. It’s home to some, for others a place to leave at the end of the day. North Kensington is rough around the edges.

[image: e9781617132643_i0008.jpg]

The first door on the left is 19 Snarsgate Street, where the Marshalls lived in 1923.



The town today is not much different than it was 80 years ago, when Beatrice and Jim Marshall had their first child, James Charles, on July 29, 1923. They lived in a small house on Snarsgate Street, a dead-end street off a dead-end street. The short block is lined with row houses, about 15 on a side, until the low stone wall at the block’s end. Here, at 19 Snarsgate, little James was cared for by his mother, aunt, and grandmother alike. “I remember my Aunt Mary carrying me down the stairs,” says Jim, recounting his earliest memory. “I was scared stiff. I was afraid I’d fall.” But Jim’s toddler years were happy ones, spent in the company of his extended family, and his memories are warm. Around the corner from Snarsgate Street stood the Pavilion Pub, a cavernous mahogany room that served relief from the day’s labor in the form of Scotch and pints of ale. On a recent visit, Jim beamed to find the Pavilion still in business.

“We used to come around here every Sunday after church, when the pub opened. All my relations—my father and uncles—used to come here to drink together. We children used to sit around in the space out front and play, occasionally sneaking a peek inside. We’d have soft drinks and, if we were lucky, they’d bring something out for us to eat as well.”
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James Charles Marshall at age 3, with his mother and infant sister.



Most every pub in London had live music, and Jim remembers the sounds of jazz mixed with the clinking of empty pint glasses inside. His father and uncles were all boxers, and Jim’s father was the sparring partner of a prizefighter. He must have enjoyed his Sundays off.
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Jim outside the Pavilion, where he used to play with his cousins.



Trapped in plaster

In 1928, at the age of five, Jim was diagnosed with a rare condition known as “tubercular bones.” The terminology is unspecific and now antiquated, but the impact was acute: The bones throughout Jim’s body were fragile and hypersensitive to pressure. Though he had survived a tumble through a second-floor railing, the boy was in danger of doing himself long-term harm.

It’s not overstating to say the condition robbed Jim of his childhood. From the age of five through the age of twelve and a half, his body was encased in plaster. The cast covered him from his ankles to his armpits. Jim lay in Stanmore Orthopedic Hospital for seven years.

Perhaps because those years were so empty, few memories have stayed with Jim. He remembers his uncle tutoring him in the fundamentals of reading and writing. His parents, and later his younger sister, would ride bicycles up to the hospital for visits on Sundays. The nurses were kind and there was a funny man who cleaned the ward, but it was impossible for Jim to develop lasting friendships with kids his age—few of them occupied nearby beds for more than a month or two. Games were limited to those he could manage flat on his back in bed. Every three months Jim was cut out of the plaster so that a new one could be refitted with room for him to grow. His quarterly freedom lasted a few minutes each time.

 


It must have been a happy day when Jim was finally cut free for good. But it wasn’t exactly boon times beyond the hospital doors. The Marshall household was feeling the crush of recession; nearly ten years after the fall of the US stock market in 1929, the Western world was still suffering through the Great Depression. The family had since moved to Western Road in Southall, where Jim Sr. managed a fish-and-chips shop. Jim had been out of the hospital and in school for just six weeks when his father needed to move the family.

“I’d been put in the top class when I came out of Stanmore, but until then I’d really had no education. When we moved to the new location, where my father was going to open another fish-and-chips, he said, ‘Right, son, got to find you another school.’ I said, ‘Dad, is it worth it? I don’t understand what they’re talking about.’ He said, ‘I’d have the authorities after me....’”

Jim managed to talk his dad out of school and into his first job. By age 13, young Jim had left school to help make a living for his family and himself working in the fish-and-chips shop. Though it seems an
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Marshall

“While we’ve experimented with technology, I still haven’t lost touch with the fact that a Les Paul through a Marshall sounds pretty good.”

—Joe Perry, Aerosmith (GM)


Setups of the Marshall Stars

For most guitarists, chasing down great tone is an ongoing pursuit—not because it’s impossible to grasp, but because what we want to hear evolves. The refrain about tone coming from the hands of the player rather than from the equipment is true enough, but worthy players of any style spend time with their gear, trying to make it sound in the world as it does in the imagination. Following are six diagrams detailing rigs that feature Marshall front and center. These rigs are the exact setups (current at press time except for Jimi Hendrix) of these great Marshall players, representing a range of tone, styles, and possibilities.

 


 


Illustrations created by Adam Cooper/guitargeek.com

 


Rig layout/research consultant PhD: Nick Bowcott 
Thanks to the techs who provided invaluable information about each artist’s equipment: 
Slash: Adam Day 
Zakk Wylde: Freddie Kowalo 
Jeff Beck: Steve Prior 
Dave Murray: Andy Ball 
Billy Gibbons: Elwood Francis & Billy Hale 
Jimi Hendrix: Roger Mayer (stompbox supremo) & Tom Lanik (North Star Audio)
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Jimi Hendrix.
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Jeff Beck
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Billy Gibbons
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Slash
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Zakk Wylde
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Dave Murray
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Appendix

Dating by Serial Number

Unless your amplifier was built prior to 1969, identifying the date of manufacture should not be a difficult affair. For more than ten years Marshall serial numbers have contained dating information specific down to the week of manufacture. All through the ’70s and ’80s, serial numbers were month-specific. However, dating Marshall’s earliest amps, including those of the heralded Plexi era, can be challenging.

The dating information that follows applies to the vast majority of production-model Marshall amplifiers. Some special-edition and limited-run amps present anomalies. Note that these dating systems apply only to amps and combos, not to speaker enclosures or other product lines.

1962–1964

The earliest Marshalls are the most difficult to date. An encyclopedic knowledge of early cosmetics–when various chassis styles, faceplates, logos, vinyls, and knobs were used–is necessary to narrow the possible date range to inside of a year. (In this respect, no reference is more helpful than Michael Doyle’s The History of Marshall.)

There are no serial numbers at all on Marshall prototypes. The first production amps in 1962 and 1963 started at serial number 1001, with the number to be found on the back panel of the chassis. Some included a clear designation of model type by name (PA, Lead, Bass) as well.

In 1964 the first amp of the year carried the number 2001. Serial numbers followed sequentially, all led by the digit “2” for Marshall’s second full year of production (2010 would indicate the 10th amplifier built in the second year).


1965–June 1969

The sparse dating scheme in place went AWOL in the Plexi years. With three separate subcontractors supplying Marshall’s Plexi-panel chassis, no universal system governed serial numbering. Determining even a year of production is tricky; again, a knowledge of the history of the amps’ cosmetics is helpful.

On the outside chance that the original speakers are still housed in a combo or speaker cabinet, they can be dated with reasonable accuracy by the codes of Celestion speakers. See the Celestion chart on page 250.

Model types were not designated on Marshall faceplates, but a code was instituted for identifying models. The code stood, with minor variations in 1969, for over two decades. See the codes in the next section to determine model type.


July 1969–September 1992

In mid’69 Marshall cemented its codes for models and adopted a formal letter code to designate production years. With a few exceptions, the newer model codes read as seen in the second column here.

Note: Inspection stickers, sometimes found on top of the chassis, will denote year, month, and even day of manufacture. But beware: It’s rare to find genuine, undoctored stickers.






	1965–June 1969
	July 1969–Sept. 1992
	


	Code
	Code
	Denotes Model


	/A
	A/
	200-watt


	SL/
	SL/A
	100-watt Super Lead


	SB/
	SB/A
	100-watt Super Bass


	SP/
	SP/
	Super PA


	ST/
	ST/A
	100-watt Tremolo


	S/
	S/A
	50-watt


	T/
	T/A
	50-watt Tremolo


	—
	RI
	Reissue
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From July 1969 to December 1983, these codes were combined with a serial number in this order: Model-Serial-Date

 



SL/A 12345 G: 100-watt Super Lead made in 1975

 



From January 1984 to October 1992, the serial and date positions were reversed: Model-Date-Serial

 



S/A T 12345: 50-watt made in 1985


December 1992–July 1997

At the end of 1992, Marshall amps changed to simple nine-digit serial codes. The year was represented in the first two digits; a sequential serial number followed in the next five digits; and the week of manufacture ended the code.

941234528: Amp #1234 was built in week 28 of 1994.


On some special-edition amps, or amps that were part of a package (denoted by “P”), the third character was a letter: 96P123420.


August 1997–Present

The current dating system is by far the most straightforward and informative. With amplifiers coming off the production line in four countries, the scheme even specifies factory of origin.

M-1999-31-1234-B: Amp #1234 was built at Marshall’s main factory in week 31 of 1999.



	The first letter denotes factory of origin:
M = Marshall’s main factory in Bletchley, Milton Keynes, England 
C = China 
K = Korea 
I = India



	The first four digits denote the year. (Note that from 1996 through 1998, some overseas manufacturers used a two-digit code instead.)

	The next two digits specify the week.

	The next four digits are the serial number.

	The letter at the end denotes voltage. Near the end of the production line, the bar code is automatically scanned and the power supply correctly set. The codes for voltage are as follows:
A = 230v /50 Hz (UK) 
B = 120/60 (USA) 
C = 220/50 (Canada) 
D = 105/50/60 (Japan) 
E = 220/60 (Europe) 
F = 130/60 (Mexico) 
Z = no voltage (e.g., cabinets)




This detail of a plate from a 1962JAG shows it was manufactured in Bletchley during the second week of 2003.
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Celestion Codes

Codes stamped on Celestion speakers can be helpful in dating early Marshall combos and extension speaker cabinets. Aside from the Celestion codes, Marshall cabs carried no dating clues until the practice of bar-coding products was introduced at Marshall in 1992. When it can be determined for a fact that a combo or cab houses its original speakers, Celestion codes reveal, within a reasonable margin, when an amp was produced.

The two-letter, two-digit codes are found either on the gasket (the metal ring around the mouth of the cone) or on the frame of Celestion speakers. Michael Doyle was the first to document Celestion’s code for dating the speakers they produced from the mid 1950s (pre-Marshall) through the 1990s, and is owed a debt for the following information.

Months and years are both letter codes; a two-digit numeral denotes day of the month. In keeping with the written European style, the earlier Celestion codes logically appear in the order Day-Month-Year.

22 AH—22 JANUARY 1963


The day of the month was switched to the end as of 1968:

CB 27—MARCH 1969 27


The chart on page 250 represents only years of Celestion production relevant to Marshall (that is, 1962 onward). Note that Celestion, like Marshall after 1969, exempted the letters I and O to avoid confusion with the numbers one and zero.
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About the Author

Rich Maloof is an editor, writer, musician, and former editor in chief of Guitar magazine whose work has appeared in numerous publications and Web sites. Co-author (with HP Newquist) of Backbeat Books’ The Way They Play series, Maloof has also penned Joe Satriani: Riff by Riff and The Alternate Tuning Reference Guide. He has been playing guitar for more than 25 years. He lives in Brooklyn, NY.
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