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Foreword

by Steve Lukather

When I got the call to write the foreword to this book, I was more than blown away, as I am a fan of the great guitarists of this era. As an admirer and fellow player, the ’70s were my true coming-of-age decade. In the early ’70s, I was still reeling from the Beatles’ life-changing effect on me, as well as that of the Stones, all of the great pop music and players of the 1960s, and the explosion of Jimi Hendrix, Jeff Beck, Eric Clapton, Jimmy Page, and . . .

Well, I am not going to list everyone else, because then this will become my book, and I am not worthy of that. However, the impact of the ’60s music revolution had absolutely carried over to 1970 and all the years that followed. It was ON!

The guitar players you will read about in this book took what the old blues players did to yet another level. I would be hard-pressed to explain what each player in this book did to help define ’70s guitar in some way, because I believe their work speaks for itself. But I do want to make clear that the ’70s was a time of not copying anyone. It was a time of really pushing to find your own sound and voice—and that is exactly what each of these players here have done.

I know I personally spent days, hours, and years lifting the needle off my record player (kids: Google the term to find out what this thing was) over and over and over again—even slowing records down to 16 RPM to try and figure out solos and guitar parts note for note. Now that was ear training and a test in patience. I thought my parents were gonna kill me after I played the same part of a tune 100 times, devouring all I could in trying to get what these guys were doing.

And, remember, this “self-education process” was often made tougher because no one sounded the same—ever. That was the point. We would go to concerts early in order to see the gear, and wonder how these players got the sounds. Then we’d be blown away by the organic sounds and natural ability we could only aspire to. This decade brought us some of the finest players to ever pick up the instrument, as well as sounds and solos and songs that are timeless.

Again, as they are all so different, it is so very hard for me to break these players down. In many cases, they are not only people I grew up listening to and learning from but also friends of mine. Also, musicians get very different things out of the same influences—which is how they forge their own style and become instantly recognizable from the pack. Even if they played the blues, they still had a totally unique sound. That was the quest. And it was much harder back then, because you could not get to these mystical people who created otherworldly sounds, and then, as the decade moved on …chops!

The nice thing was that time seemed to move slower. Life had a slower pace. It wasn’t the fast-food mentality that currently exists. Please understand that I am not putting down what is happening today, as there are genius players now. I’m simply saying that it was harder to get there because, back then, there was no prior standard, and everyone was pushing the envelope all the time. For example, simple three-chord rock evolved to dense music with odd time signatures, to wild, atonal fusion chops, to experimental long-form compositions, to permutations of classical-blues-country-jazz and what would become metal. There were no digital samples or multi-effects boxes or computers to get “that” sound.

In fact, about the only real way to find out how anyone did what they did—or got the sounds they got—was through the first real guitar magazine: Guitar Player. We all read GP cover to cover because it was our only real source. This was where the players talked about their amps, their guitars, the few stomp boxes that existed, and their customized rigs. Those sounds seemed to come from aliens, and were almost unattainable. It was humbling, but if you knew how to play like any of these guys—or knew their solos—you were elevated to a higher place amongst your peers. And that place was deserved, because, let’s face it, it was really hard to hear some of the intricacies of what was on those vinyl gems—let alone learn what was on them …correctly!

I still listen in awe of these masters; and, like a fine wine, all these players have grown, and kept their music and styles alive. I am honored to have grown up and started my own career in the ’70s, and to have made friends with some of my heroes in this book. In some cases, I even got to play with them. I am very blessed and lucky.

I hope you enjoy what is in this book. I know I do, and there is always something to learn—a lick you missed on all these classic artists’ records. The world “timeless” comes to mind once again because there is a reason these guitar players are so important and have stood the test of time. Take the time to check them all out; you will be better for it.

November 2010
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Randy Bachman takin’ care of business. (Courtesy of Guitar Player magazine)



Randy Bachman

by Steve Rosen

July 1975

Had Randy Bachman never even picked up a guitar, his talents as a songwriter and producer would have been enough to implant his name firmly in the Canadian music hall of fame. With Guess Who pianist and vocalist Burton Cummings, Randy co-wrote “These Eyes,” “Undun,” “American Woman,” “Laughing,” and many others. He has since gone on to produce all of Bachman-Turner Overdrive’s albums, and even played a large part in the production of Brave Belt (his band immediately following the Guess Who). But now, he is being hailed as a guitarist worth his weight in fancy riffs, and he’s even come to be called “The Legend” (as has his custom-built Stratocaster).

In fact, during the days when Keith Emerson was with Nice, the group’s arranger liked Bachman’s guitaring enough to ask him to come to England to play with Emerson, who was forming a new group. Bachman’s solo album, Axe, with touches of classical, country, rock, and flamenco styles, indicated his eclectic capabilities, but a gallbladder infection necessitated a long hospitalization, which ended his chances of strumming even one chord with the group that became known as Emerson, Lake and Palmer.
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The violin was Randy Bachman’s first contact with music, and he remembers those early days as unhappy. It was a “very terrifying” time in his life.

“The violin turned into a sore spot in my life,” he recalls. “When I was 10, 11, and 12, all my friends were going out to play football or going to the movies, while I was up in my room practicing violin. And when I was bad, instead of saying, ‘Go to your room—you can’t have dinner,’ my parents would say, ‘Go to your room and practice your violin.’ This thing that was supposed to be a pleasure, they made a punishment.”

Numbed by his experience with the violin, he stayed away from music for over three years, until age 15, when he saw Elvis Presley on Tommy Dorsey’s television show. Presley, dressed in black shirt and white tie, so dumbfounded Randy that he was moved to ask, “What’s that around his neck?” Somebody said, “It’s a guitar.” Bachman was so intrigued by all the excitement beamed at this performer and this “thing” around his neck, that he instantly had to try his hand at guitar. His cousin owned a large acoustic Martin, and, after being shown three fundamental chords, Randy was picking out songs. When his mother told him there was a guitar in the attic he could use, he found that it was, in fact, an old Hawaiian Dobro with painted palm trees on the body and a large nut to raise the strings. Soon the nut was removed (to lower the action), the strings were replaced, and within two weeks of learning his first three chords, Randy could outplay his cousin.

One guitarist who had a great influence on Randy was Lenny Breau. Lenny—who was at that time working with his parents’ travelling country-rock show—introduced Bachman to fingerstyle picking, as well as to the genius of Chet Atkins.

“I waited around until after the show, and I asked Lenny what was he doing,” says Bachman. “He said, ‘It’s called Chet Atkins style,’ and I thought he meant ‘chetatkins’—a one-word title, like ‘flamenco.’”

From watching Lenny perform with the Hal Lone Pine Caravan, Randy was able to master the Chet Atkins fingerpicking style, and, because of Atkins’s sojourns into jazz and flamenco, the still-young guitarist developed a liking for the lighter jazz and classical pieces.

“I’d play hooky from school to go watch Lenny practice,” Randy says. “He lived right across the street from my girlfriend, and after watching him figure out a piece, I’d run back over to her house and try it out myself. Meanwhile, I spent two years in every grade, but that didn’t mean anything to me.”

This Canadian-born guitarist, with these assimilations of styles, went on to form the Guess Who, Brave Belt, and, most recently, BTO. He admits to being highly influenced by the English sound—especially the early heyday of British rock, when the Who and Jimi Hendrix started making their presence known.

“The Guess Who were pretty much just getting started,” he recalls, “when I saw the Who at the Marquee Club. They played so loud I thought somebody had fired a gun in my ear. To see all this destruction was utterly phenomenal. When we got back, we started doing stuff like “My Generation,” and smashed up our stuff. We’d make fake speaker bottoms, and I’d take a guitar and throw it about six or eight feet across the room, and it would stick into my speakers. Along the way, I developed some nutty ideas on my own about how to make my guitar sound like I wanted it to—and how to make my amplifiers sound the way I wanted them to—and I’ve come up with certain little gimmicks that I use on my own.”

Bachman’s first electric guitar was a black Silvertone guitar which cost $79, and was (according to Randy) one of the first electric guitars in his hometown of Winnipeg. No one told him he also needed a guitar amplifier, but Randy figured there must be some way to hear his guitar, so he had friends make jacks so that he could plug it into television sets and tape recorders. After blowing out numerous family TV sets, he was forced to purchase an authentic amplifier. His first was a Harmony, which was replaced shortly thereafter by a Silvertone sporting two 12” speakers and a reverb unit.

Randy has since gone on to purchase about three dozen instruments. For quite some time, his main guitar has been the Fender Stratocaster—though this instrument is altered almost to the point of non-recognition. This is the instrument dubbed “The Legend,” and even Bachman says, “You’d have to see it to believe it.”

A 1953 model, this Strat’s original neck was somehow ruined and replaced with a slightly wider and rounder rosewood Jazzmaster neck. Still not satisfied with it, Randy removed the neck and bridge pickups and in their place put a humbucker and a Telecaster pickup, respectively. Then, he took out the three-position pickup selector, and substituted three on/off pots. He can now achieve any combination of the Legend’s three pickups.

“I do all this wiring myself,” Bachman points out. “I don’t know what I’m doing—it’s all trial and error. I end up getting a lot of solder burns and a lot of shocks, but the sounds I can get out of this guitar are amazing.”

The Fender tuners have been substituted alternately with Grovers and Schallers, and Randy has even changed the standard nut (or “frog” as he calls it). Usually made of bone or plastic, several nuts have split due to Bachman’s choice of heavy bass strings to provide a strong bottom for chording. From high to low, he uses Ernie Ball strings, gauged .009, .011, .013, .040, .050, .060. Because of their thickness, the lower strings tended to sit on top of their nut grooves, and Randy was forced to file the grooves periodically to insure proper seating. He eliminated this nuisance by removing the troublesome nut, and then gluing one of his mother’s metal knitting needles in its place. Originally, he did not cut any notches in the needle, opting to let the strings float freely over the round metal surface. Since then, he noticed the nuts slipped around a bit more than he desired, and he filed grooves into the metal for all the strings except the G and B. The vibrato arm on the Legend has been removed because it constantly caused the guitar to detune.
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“DY-NO-MITE” DISCS!
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Bachman-Turner Overdrive, Bachman-Turner Overdrive, 1973
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Bachman-Turner Overdrive II, Bachman-Turner Overdrive, 1973
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Not Fragile, Bachman-Turner Overdrive, 1974



Because of his obvious interest in altering guitars to achieve the right sound, he realizes, as well, the importance of the proper amplification. After much experimenting, he has found that two, 200-watt Sunn Model-T heads powering Marshall and Heil speaker stacks are an excellent vehicle. One Marshall cabinet is loaded with four 12” Celestions, the other is loaded with four 12” Altecs, and the two custom-built Heil cabs contain 12” Heil speakers.

Randy uses a heavy triangular pick, although he does do a great deal of fingerpicking. He once tried using fingerpicks, but discarded them because it annoyed him to have to keep putting them on and taking them off.

Randy uses few exterior gimmicks, though he does use a Fuzz Face, a Vox wah-wah, and, occasionally, a Leslie speaker (on record only). He believes in being a “straightforward-sounding guitar player,” and only uses pedals when he feels they will actually be creative.

Randy has concrete ideas about which direction his playing will take, but candidly admits he feels that what an artist wants, and what an audience wants, are often two different things.

“Unfortunately, your public picks what they want from you in this business,” he says. “And if you don’t do it, you’re crazy, because you want to make a living. For example, I started doing a country thing with Brave Belt, and the public quickly told us what they wanted by not buying it. So now I try to do what the public wants, and, at the same time, try to please myself. Hopefully, I’ll get a turn to do what I want later.”
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Jeff Beck working his whammy-bar magic. (Courtesy of Guitar Player magazine)



Jeff Beck

by Lowell Cauffield

November 1975

Jeff Beck is not ready to let his guitar playing rest on its own laurels. He has already made weighty contributions with a legendary stint in the Yardbirds in the ’60s, as well as later endeavors in various groups he has formed. Those heralded accomplishments, however, are only so much history. Beck, now in his early 30s, has gone through what one of his associates appropriately called a “musical rebirth.”

After a lark with Tim Bogert and Carmine Appice in 1973, the British guitarist retreated to a reclusive life style at his home in rural England. This year, he re-emerged on the music scene with an album entitled Blow by Blow. A guitar-dominated disc, it shot to the top of the sales charts in a matter of weeks—quite a feat for an all-instrumental album. But beyond its high listenability, the album displayed new directions for Beck, who has moved into a mode some call “jazz-rock.” Beck’s unmistakable style remains, but jazz leads and more involved rhythms and chording also grace his latest vinyl effort.

With the album’s success, Beck and a new band (Max Middleton on keyboards, Bernard Purdie on drums, and Wilbur Bascomb on bass) made a tour of the United States on a double bill with another musical innovator, John McLaughlin and his Mahavishnu Orchestra. In Detroit, Beck agreed to talk about the increasingly popular jazz-rock fusion, and the movement of his guitar playing towards that style. Relaxing in his dressing room, he was friendly and attentive, although, earlier, he had given three encores—one where McLaughlin had joined him for a jam—and had a second, sold-out concert to do later the same evening.
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Did you move towards jazz for the sake of expression, or because it was more of a technical challenge?

Both. It really wasn’t too much of a challenge, because if anything gets the better of me, I leave it. But it was nice to hear myself play something else than basic rock.

Were there any particular records that led you in that direction?

I’m not a record freak. If I get a tape, I’ll play it in the car while I’m driving someplace. But I don’t sit down and religiously listen to records. I just buy a handful of tapes that knock me out—things like Billy Cobham, Stanley Clarke, and all the great rock and rollers. I call Billy Cobham a “rock and roller” because he’s so forceful. Rock is an energy to me. It’s more complex now than it was, but it’s rock just the same.

But the licks you are playing, they are nothing like the clichés on your 1968 album Truth.

No, No. That’s gone. It’s finished. Everybody has been doing them—like Humble Pie, you know. Mick Ronson tries to do it. Jimmy Page does it still, and he
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