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N THE YEARS AFTER WORLD WAR I,

troupes of Hawaiian musicians began touring

the United States, introducing Polynesian

rhythms and melodies to the masses, as well

as two curigus instruments: the ukulele and the
steel guitar. Played with a steel bar, the Hawaiian
steel guitar had an exotic, whining tone that titillat-
ed audiences and worked its way, through several
incarnations, into American popular music. The
sound was not altogether foreign to southerners, as
blues guitarists produced a similar effect using bot-
tlenecks, knife blades, pill bottles, and other hard
abjects.

In 1924, light-opera-tenor-tunned-hillbilly-singer
Vernon Dalhart included a Hawaiian guitar played
by Frank Ferera on an Edison recording session. A
Hawaiian of Portuguese ancestry, Ferera claimed to
be the first to introduce the instrument to the
American public. In January 1925, Frank Wilson
played a Hawaiian steel guitar on a session in the
New York studios of Okeh Records for a southern
strimg band known as Al Hopkins and the Hill
Billies. Three years later, Ellsworth T. Cozzens
played a Hawaiian stegl on Jimmie Rodgers's sec-
ond Victor session. Rodgers's subsequent recordings
helped popularize the steel guitar in country music,
at the hands of CIiff Carlisle, John Westbrook, Joe
Kaipo (a native Hawaiian), and others.

Oklahoman Bob Dunn is credited as the first to
electrify the steel guitar. After hearing a group of
Hawaiians perform in 1917, Dunn began taking
lessons through the mail from Hawaiian master
Walter Kolomoku. He joined the Panhandle
Cowboys and Indians in 1927, and played with sev-
eral vaudeville groups before joining Milton Brown
and his Musical Brownies in late 1934. To compen-
sate for dance-hall noise and compete with louder
instruments in the band, Dunn raised the action of
a Martin guitar, magnetized the strings, attached an
electric pickup, and plugged into a Vol-U-Tone
amplifier. In January 1935, he used this setup on a
Chicago session, making him in all probability the
first country musician to record an electrified guitar.
Texas Playboy Leon McAuliffe electrified his instru-
ment soan after Dunn. McAuliffe's “Steel Guitar
Rag," recorded in 1936, became a country stan-
dard, prophesying the central role the instrument

would play in succeeding decades.

Most steelers recognize Jerry Byrd as the godfa-
ther of modemn electric steel guitar. Growing up in
Lima, Ohio in the 1920s and '30s, Byrd was a
devated student of Hawaiian music. In the late thir-
ties, as the steel guitar’s role in country music
began to expand, he gravitated in that direction,
appearing on Cincinnati radio station WLW in 1939
and joining the Renfro Valley Barn Dance in the
early forties. Byrd moved to Mashville in the mid-
forties, where he joined Red Foley's band and
became one of Music City's first studio musicians.
Above all others, Jerry Byrd is responsible for mak-
ing the instrument a dynamic and definitive force in
commercial country music.

Pioneered by west-coast players, the pedal steel
guitar arrived on the scene in the early fifties, when
Bud Isaacs popularized the instrument on Webb
Fierce records. The pedal steel gained momentum
in the mid-fifties, and eventually the less exotic,
whining sound emitted by the more sophisticated
Hawaiian-derived instrument became one of the
defining voices of country music. In the intervening
years, the instrument has found acceptance in jazz,
folk, pop, rock, folk-rock, country-rock, and other
forms of popular music.

edal-steel masters Buddy Emmaons and Lloyd
Pl.‘-reen launched their careers nine years apart,

Emmons in 1955 and Green in 1964, Both
were dominant and influential figures on the
Nashville studio scene until the DX7 invasion of the
garly eighties temporarily bumped the pedal steel
out of vogue. Each is rich in historical recollection
and sociological observation. Our evolutionary jour-
ney continues through their eyes.

Since the late eighties, Paul Franklin has ruled the
roost.

One would be hard-pressed to find a reputable
Music City steel guitarist who does not play through
a Peavey Nashville™ 400 or Session™ 400 amplifier.
Simply stated, these are the industry standards.
Alzo enjoying high visibility in the steel-guitar world
are the Peavey Profex™ |l digital skereo multieffects
preamp/processor, and most recently, the Tube Fex
tube guitar preamp/24-bit stereo digital effects
Processor.
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ow has the Nashville stodio scene changed duving your fenure?

Emmons; My first Nashville sesss0n was in 1955 The few studios gha
were there were efther mond or feotrack. In fae, 1 belicve my firs
instrumenial recordings bor the Columbia Bbel in 5% of 50 were
O "|||~:|n|,' was done on the fv, and il the a1 wese Bxppy wath
the plavback, all mistakes made by musscans became 3 part of coun-
Ery-music hisiory There were i charts 1o fallow o all AfTINEEMEns
were commitied o memory, After a couple of rehearsals, they ralled
the tape. Inoan era of 204 rinthm and fonire and five-chosd somgs
thouph, it wasn't nearly as ditfioult a3 it wiould be today

Amps were in the open and recoeded ar low levels. Headphones
were rarch used. The Fender electric bass had just surfaced, but very
few plavers wsed them in the snleo. Because the rhvithm seation was
acostec, there was plenty of sound inothe poeme 11 was kind of like sit-
ting amound the house and plaving. In the fftics and siatics, every
simger had 2 sgaatoce sound, You knew who the artiss was just by the
initreraf the song. As the vears rolled by, all char fell by the wayside. The
impressive thing about the handful of snedso players of that era is how
they kept up aath and mameained che individual soiles of cach artist
Today, Mashwville stwdse musicians number in the hundreds, and most
of them sourd alike

Green: | arrived i Nashville in Docember 1956, A that time, the towm
was nod only geographically much smaller than today, bud the regand-
ing incusery, though thriving, was more koseh structurgd. Ohaen
Bradley, Cher Arkins, and Faul Cohen were the principal record pro.
duscers. The steel guitar had seen a meteoric rise in sgabune singe Bugl
Isaacs had frst plaved a country pedal steel on Web Pierce™s Do
recording of “Skowdy”™ in lae 1953, Bui there was trouble on the hori:
Fabf

The i fwi reconding steel plavers from 1954 through 1960 were
I.an:. Dy amdd By Emmoms. But the steel assumed a ErCaLly

diminished role after 1957, With the recording a1 RCA Studio B in
1955 of 2 voung Elvis Fresley and a song eninled “Heanbreak Hoael
the death kol had soundsd e the scel gunar, Frodn thar moenent,
many singers in Nashville, including Faron Young, lim Beeves, Ferlin
Huskey, and others, wied 1o switch from country 10 pogecountry. Of
course, there were a lew rradnionaliss like George Jones and Ernest
Tubb who resisted the wansition, Bur the steel guickr was suddenly
and efectively removed from many Nashville recosdings

This g discombobulason upsct anid l.':-rl.i!-'-'.ﬂ my p|.’|l'|= Li)
become a session mushian. Then in 19640, 2 young steel plaver from
Arlana landed in Mashoille and magically revived the stee] from s
coittose stane by plyving on three number-one country hits in a row

Dont Let Me Cross Over,” by Carl and Pearl Butler on Columbda
Records, Aevmore.” by Rov Drusky om Menoury, and 2 tune by Geonge
Hamdleon IV on RCA His name was Pete Dvake, and the pedal steel
had returned ina |'||!.' WHY IO Oy rexonds, ths SCICIME the stage for
the major Mashville sudio players of the 1960s—1980s: Weldon
Myreck, Hal Rugg. Peie, me, wad much later, Sonmy Garrish. Paul
Franklin became the dominating snsdio player in the late eighties, and
coftmes o be

Pete was the focus of much controversy and misundersianding
among steel players, He was technically nod a great plaver, but oh siere
his ideas commercial and wndgue amd the reason or |'f|:1m:1|;r.i|'-||;
reconds I'-_:.umm!_' fuits. Bt r\-;th P4 25 important, Pete had the perect
studio personality. In that era andd the suoceeding three dedades, 1l
the stwdse plavers had 1o feel combortabde with cach ather, There was
Fitle tolerance for peima donnas or mElated sellimages when all were
working in chose prokimigy trying 1ol hif reconds, 1N vou expecied 1o
be 2 miajor studio player, vou'd be best served by checking your ego @
the door. Being 2 member of the A-team meant much more than sim-
ply being a good musician, Otherwise, as more than one pretty good
player discovercd, vou'd soom be scratching vour head, sondering
why the producers and musicians had stopped calling. ow wene an

When | recorded with Mark Knopfler,
depending on the song's needs, |
approached the instrument as a keyboard,
a saxophone, a string section, a guitar, and
yes, sometimes as a steel guitar. If the steel
guitarist- draws from a diversified musical
background and applies those influences to
a contemporary musical direction, it will
have to fit. Music is music, no matter what
you play it on.

—Paul Franklin
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| would advise young players not to get too
caught up in hero worship, but rather to exer-
cise their own gray cells and develop their indi-
vidual musical style. The formula for playing the
steel has long been worked out. Jerry Byrd had

it all analyzed correctly by the late 1940s. He
played with beautiful tone, sensitivity, emotion,
in tune, and melody, melody, melody. It's now
1996. Nobody's ever found a better philosophy
for playing the steel guitar.

equal among cquali—nothing mose, nothing less. | bexrmed this seu.
dio etiquene and prowocol by vissiing some of the sessions on which
Fere was plaving, and paving close atention o i oaly the music
being creaved, bur also the socul, perhaps subliminal, interactive
rransactions taking place. When my big chance in the recording arena
oecurred in 1964, | was prepared, bungry, and full of new ideas

In the sixties and seventics, | and oaber instrumentalists were
expected o create new siyles and sounds for different antists. For
instance, my eary recordings and siyles differsd substanizally on
Johnny Paycheck's “Little Dardin'™ tracks from my work with Charley
Fride, Lynn Amderson, and Warner Mack; from Mel Strect o Gene
Warson o Ronnde Milsap. My Don Willians style was different than
miy Hank fr. sound. In the rare instance when | wasn't sure of which
dircction o take on a song amd asked the producer’s opinion, the
ustial response | reccived was, “Hey, thar's why we hire vou, for your
ideas.” How dramatically that femile eovironment was 1o change by
the eightics

In what | consider o0 have been the “rengdssance™ of Coumery
reconding, 156=1980, the reconds wene cut ~loee.” dhat is. the Singer
andl mugsicians reconded the song together and usually without head-
phanes, The nachous of a |'.|'|I|_'J| sesmion was hass, drems, pians, sied,
rivihim gustar, elecinc guitar, and sixsing clednc bass guitar
{euphemistically called “tic-tack™). and |'-:_r||.|pxr||5-:li-:_'_ harmionica. and
background vocals, When | began recording in 1464, we had only one-
inch tape ard Bourerack machings, so all of this music had o be put
on tape with mech consalidation of instmumenis: one for the simger,
the remainder for the musscans. Thire ws no w.!-'.|_'|'|_|l,.'h-|'|||'|'!_' because
ol the Lk of additional tracks and the resultant leakage of instr-
menls imto the athier mgsicians nm.nupll-lnu,'- arid no direct record-
img. W gither did it cogether or we ne-out the track

i srden in Naskwlle had siseenstrack machines antil 1969, In
fact, when m 1968 the Burds hiced me 1o play on their seminal coun.

tryv=rack album Srwerbegrt I'.!_l" The Rodeo, they were astownded oo find
ondy cight-track machinges 31 Columbia Smdio A They had been
reconding for 2t least 2 vear in Los Angeles on sixteen-track equip-
meal, 50 they had all the Mashville CBS engineery stunnving around
the studicy, Irving o e two cighttrack machinegs together in order 1o
record with sixteen tracks, Tape was Bierally all over the Hoor of the
control room, amd it was a spectacular Gilure=everything was out of
oo, They finally settled lor ome eight-track machine, ook the tape
ack to LA, and converted it 1o ddeen<rack there in onder 1o gain
thie owerdub tracks. [ then Bew oo LA, amd recorded an addigonal two
wors with them, They also used |1 Maness, a fine westcoast steel

plaver, on somse of the album tracks

There wene e magoe studsos in ey fird vear, 190540 BCA Vidor B,
Fred Foster's Sound, and ceo Owen Bradley snudios on Ligh Ave
South (Columbia A & B). In lae 1964 or carly 1995, Bradley's Bam
was buile. (Today, there are mode than 200 sudics m Nashville, ) Exch
squsdlior had a variery of Fender amps fumished, so that wis the anp of
choice. ln those days, we were expected 1o cut four songs dwring 2
three-howr sessipn. Ths we did, theee v lowr sesions 3 day, five s
1 week (ofven seven days), year alter vear s also mpartant 10 ndde
thar we had mever hiasd the mapoty of those songs before. The singer
would cither sing the song wath a guitar or piase, or 2 demo tape
wohd ke plaved while we quickly weote our migsical char, using the
famned Mashville mumber system creansed by Meal Manthens ol the
Jordanaires in the md-fifties,

That is i essence what the *Nashville sound™ was, a group of cone
summabe miusicians encouraged by the prodocer to oome up with the
ideas, creating a recording In abour formy-five minuecs o less. All of
this might sound medieval and preposterous o the studse crews of
tolay, wheo cut about one song every three 1o four bours in the sadio.

By the labte severises. oar moredible work load had inevitably bed o
a musiczal burmdut of the Nashwille sound, and suddenly several major
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I've heard the sky has been falling for
years, but the only serious dips in the pop-
ularity of the steel in the studio were dur-
ing the Presley era and a few years ago
when the DX7 was hot. For a while, every
track was swarming with chorus and fuzzy

string sounds. The fans quit buying, a few
producers got their asses canned, and it
was back to business as usual. As for the

steel’s future, the nineties look good.

—Buddy Emmons -

changes occwrred simultancoushe A new musical tremd 223 in the
wind. Now came the POp-COINDTY popom sound of the era, and the
peoducers began suggesting | make my steel sound like anything but
a steel. Another phenomenon happened concomitanthe During the
sixtaes amdl seventies, there was a three-ticred arrangement in Nashnille
recording: the band, the featared irstrumentalist, and the singer. Now
in the e sevenes, the soloist was pushed back indo the rinthim sec:
tion, thus becosming ransparent. Mow there wene only the singer and
thse hand. Interestingh oo, it was about this period of time that st
mental recordings disappesred from the country aireaves. [tosill
holds true oday, almost owo decades later—no country instrumental
asrplay What emernged froen this configuration was electric kevboards
replacing steels and fiddles, doing the inmos and twmanounds with 2
bland, nondescript pop Mavor. After a few vears, this was augmented
with electric gunar fls, and Gnally woday, reconds are again oocasion-
ally featuring pure stecl on solos

However, |::-|:I.|:. ] :'....::ru,!ll'q_'- are largely a moee stenile and generic
enterpeise tham in the past. Almost evervons redonds dired withowt 3
mic, and the instrumencal or 6l instruments ane most ofien e
dubbed ar a dafferent dme. Onginalicy has substancially been meplaced
I}:- spand-alike licks amd Clone SINEETs In cowhiow hals, or PRITE ik &
roll meconds masquerading as countre Yet coantry music is mch g
cr today tham in the past decades, playing to 2 much younger and
mipde diversificd audience, and most would probably Bugh at the
country of the 1950s—1980s
Frankln: | started reconding in the lge seventies. The biggest ddiffier.
ence | soe has come with the new Ase in populasly of OMIRDRY Msic
Maeshaillie has become the musscal loous foe vamons arss and po-
ducers outside af the coutry Beld, Pop amisis and producers ane
leaming that the musicians bere are capable of pladng evervibing
froen Mogart io Hendnix, 'We're i limided 10 just r|.'|.:'\-'.-:|::|:_: COLNES

music anvmere, With state-of-the-an studiod, greal engineers |'l||-c|'.||.-

s, songarilers, and meredible musicians, we have all our ducks in a
roew this time around

Anpaher change has come with the technological advancements and
the burger budgers for recording Chs. We spend more time getting
spunds on cach instrument. Once the sounds are there, we recond
unnl you get a grear-focling wrack, which is the botom line in making
grean mussc, im my opinion. We then take all the necessary time 0 per-
fect cach musiclan's performance on thar track. They spemd as much
tiene &5 i akes, when they believe it's a hit song, This is a luxary that
was unheard of back in the sixties and seventies

he are powr primary musical influgnces?

Emmns: My primary influences were Roy Wiggens and Jerry Bynd
Ry weas with ;—_;!-:I:. Arncld, amd Jermy was doing sessions and recond-
img instrumentals for the Mercwry label, As | progressed from six to
cight sirings, | became inferesied in the sounds of swing plavers like
Specdy Wes, Joaguin Murphy and Noel Boggs. Laber, | turned 0 jai,
which was the source of most of the swing plavers | was drawing Erom
Flip Phillips, Ben Webster, Charlie Parker, and Oscar Peterson were
ansong m fvorives. As for gaitar plavers, | listened to Bamney Kessel,
Tl Farbowe aned Johnny Smith

Green: Let me give vou 2 somirwhat different view on so=called masi.
cal infuences of el pZ;'u. s, [t's mv heliel thon Listeineg T other steel
players is only benefcal when one B Baming (0 play the seel, In
order 10 develop your own klentity as a musician, vou mosg & some
podnit cut that cord of dependendy and rely on vour own talents and
thinking PrOCESsEs By thee gime § armived in Nashaille a1 ape 19, 1 was
already a pretty good pl
like someone else, Ard | can assume vou, had 1 oot developed my oamn
musical kdentin: my studio career would have been very short:lived
||'_-.-:. wepen't looking for clomes then. In 2, I;1|_|r|'u'-.L'I'. aviadieg seri-

ver and not mterested in plining of sounding
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ous listening 10 other steel plavers for many years, because [ felr it
wiild inderfere with the commerdial ideas | was exploring and some-
how upset that delicate equilibrium. Oocasionalle however, 1 would
hear a new thought played which was so overwhelmdng | could ondy
pause and marvel 3t such oniginalie. This happened when Tom
Brumley played “Together Again® with Buck Owens on Capiol
Records, That was s0 unique, 50 brilliang, | was humbled.

| would advise voung plavers of any instrument not to get 1o
caught up in bero worship, but caiher 10 evendse their own gray cells
and develop their imdividual musical ssvle. Look. the formula for play-
ing the seel has long been worked ot anvhow, Jerry Byrd had it all
analyred correctly by the Lare 19408, He plived with beautiful tone,
sensitivity, emotion, in tune, and melody, melody, melody, Its ow
1996, Nobody's ever found 2 betier philosophy for playing the steel
puirar.

Franklin: This is an impossible question for me 10 answer. Thene are
so many grear musicians! I'm influenced by evervone, reallv—{rom
Buck Owens o Seevic Wonder, Colorane o Secely Dan, Hendrix 1o
Grady Martin, Bach o Jeff Bock. My influences chamge from song o
song, Whatever mood I'm in determines the dnfluence 1 drawy from. |
try o lisien 10 everything.

¢ what point did the steel guitar become a0 integral part of the

Nazhwille sovnd? Has it lost grovnd in the ningties?
Emmons: By the time the term “Nashville sound”® caught on, the steel
witd already an integral part of it. The "sound” is based on the arminude
and input of musicians and producers who know how 1o work togeth-
er spontaneously and feed off of cach other's talent. The musicians
and producers come and go, but the attitude—or sound, as they put
it—stavs,

I've heard the sky has been Blling for vears, but the only serious
dips in the popubarity of the steel in the studio were during the Presley
era and a few years ago when the DXT was bot. For 2 while, every track
was swarming with chorus and fuey string sounds. The fans quit buy-
ing, a few producers got their asses canned, and it was back to busi-
s 38 wsual. As for the steel's future, the nineties look good.

Green: The term “Nashville sound® wasn'y codned watl the mid-go-late
1950s. Once “Slowly, " the first modern recosd with pedals, was recond.
o im 1953, the stee] was an incegral pam, unl the Elvis period almost
caused its extinciion from records. As [ staed earlier, it is my helicl the
Nashville sound reached s fulless flowering in the sinies and seven-
ties, steel puitar being arguably the most dvnamic instrument of thar
crad. It has possibly stepped back a pace or two in the nineties, if you
contrast the wsual generic plaving found on much of the recondings
with the more creative and melodically constreoed ones of the earli-
e decades. Paul Franklin is now in the drver's seat. He has both the
power and exocpional musical abdioy o influence the direction in
which the steel travels and probably will wraverse for the e decade
of the rweniy-first cenrury. [1°s perhaps an cnerows burden, and Ul nom
socond-guess his decisions, with which 1 have grear empathy,

Let’s remember, the steel guitar in its modern incarnation (i.e., with
pedals) is still 3 relatively voung fortythree years of age and probably
hase' vet found it ultimate desting IF it survives, it will hopehlly find
its path leading 10 other genres of music: jao, dassical, and rock.
There have been a few tentative steps taken in all of these arenas, with
as vet mied results, P've plaved with symphondes. Emmons has ven-

mured it e, as has Paul Franklin, whe also toured the wordd with
Dire Straits. I've recorded with MoCartney and Ringo Starr and in fact,
1o my basting regret, turned down Paul McCanney’s offer 1w play the
“Wings (ver America Tour™ in the mid-seventics, He wanted v do a fif-
teen-minute segment in each show featuring country nusic, with the
spotlight on me. What a grand opporunity lost, But | considened my
studio work more important. IUs only in retrospect that | realize the
magnitude of thay decision, which is exactly why | encouraged Paul o
phay the Dere Sraits tour and was delighted that e did.

Sdll... it's now 1996, and | don't sec thay any eangible break-
throughs have ocoureed for the seel guitas, It still appears o be con-
sidered fundamentally 2 country instrument. OF course, it entirely
possible that my vision is merely mvopic, having been out of recond-
ing andl the mainstream of the steel guiear foe the past eight vears
Franklin: 1l let Buddy and Liovd answer the first part of this ques-
tion, As for the ninetics, | don't feel that we've bost any ground with
the steel, Actually, 1 believe we have gained acceprance with our inser.
ment as never before, I'm sure some raditionalises will disagree with
me. We've gotten exposure like never before because of the counless
emilions of reconds sold singe the lae eightics. You would be hard-
pressed oo find a country record withowt steel on it somewhere,
Whether vou ke this modern country music or not, the amists and
prodhucers haven's abandoned the steel as they've crossed over into
the pop chans, In the past, country anists who orossed over into the
pop sene, such 2 Kenny RBogers, Eddy Amold, Pasy Cline, and Ray
Price, immediately dropped the steel and fiddle from their records 1o
keep from being labeled oo country, New country artises would rather
have the mausical freedom to record more pop-sounding tracks, yet put
the many faces of the steel guitar on it oo identify it 2 country-favored.

This gives steel gustansts the oppontunity we've been waiting for: 1o
rock out and experiment with dilferent sounds and stdes other than
the wraditional, stereotyped, orvingsteel-guitar thing. Don't misunder-
stand me—l love o play, peshaps more than ever before, the many
traditiona] seybes of the pase. The wraditional steel stvdes are saill alive
and well-represented by artists such 23 Alin Jackson, Vince Gill,
Greorge Serait, and Teacy Bvrd I'm just stating that we are no longer
lisnized 1o just plaving within those sivles, In the nineties, the seel b
being acoepied 35 2 valid instrument, maybe for the first time, and is
being allowed e fit it many dilferent musical svles and ino any
form of music.

do yow percefve the rofe of the steal guilar in contemporary
mugic? What does the insfrument signily to you?

Emmons: [ view the steel as | would any other instrument. [t's just
another vehicke for expression, and the role it plavs in any spde of
music is wp oo the person pliving it. It his chocked in and out of vari-
ous stles of music for vears. Alino Rev plaved pedal steel and front
e a very successhul orchesiea in the fores. Speedy West recorded
with a long Hst of pop amisis in the fifties, including Rosemary
Cloeney, Kay Searr, and Bing Croshy, In the bite sinties, while living in
Los Angeles, | odied many sessions with contemporany antists. Other
LA —based steel players like Red Rhosdies, Sneaky Pete Bleinow: and
LI Mlaness were alse very active in the studio ap the time,

I engoved playing the steel, but ['ve also had a cerain amount of
contemnpt for it because of its physical drawbacks. ['ve never been able
o completely express mysell musically because of the lmiagions of

an
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firced-pedal configurations,

Green: Perhaps because of is selanve vouth, | believe the pedal sised
gaiter s vet oo find #s miche in musical srexs other than country
music, despite it wentane seps forward. Hopefully, in the twennyfirsg
century there will be more sdventures by players inoo jaz, ock, and
classical. O the mremd may contimes, which is vo Blur the ines shich
separate and companmentalize the vamous musscal genees. This soe-
ruarin would probably make it easier for the stecl oo be assimalaned a5
it funber marwes.

Althouwgh 1'm biased. having plaved this instrament sinoe age seven,
szarting with a siv-serimg acoustic Hawalian guiar, 1 sull find the speel
guicar to be the moss beautiful (when played propery). and vet the
most difficult to master and ultimately the most fulfilling o have
plaved. If | were magically given the chance o stam again and choose,
my choice woulkd still be the pedal steel guitar.

Franklin: The steel has its own voice o add (o pop music. When |
recorded with Mark Enopfler, depending on the songs needs, |
approached the instrument as a kevboand, a saxophone, 2 string sec
Eion, 3 guitar, and ves, sometinges 25 a seel guitar, 1feel if the indlivid
wal steel guitarist draws from 2 diversified musical backgroursd and
applies thise influences oo 2 contemporary musical direction, it will
bave bo fig, Music is music, no matter what vou play it on. The steel is
an instrument with many versatile sounds. You have (o wse them taste
fully, You wouldn't want to ply teangy country bids on 3 Tony
Bennett session, However, if vou plived the steel with 2 mellon; dry
tone and voiced it the way Bill Evans plavs the piano, it could work?

Hp-haummmmmm the evolution of steel playing?

Emmans: Shot Jackson and | desigmed and baili che firss Sho-Bud gui-
tars in his garepe in 1957, As ome went by and Shot kept neendng dowm
changes | would suggest, | evenmially had enough ideas on paper 1o
design a new guitar. By 1961, 1 had fownd someone willing to budld io
for mee. By 1962 or 63, the Enumons guias was on the market. It has
snce beconse the benchmark for most contemposany designs. IF Sho
bl bocsened up a lgle, every Emmons guitar you see woday wouald
have 3 Sho-Bud sticker on i

in 1962, [ added F# and D# notes o the first and second strings
of the EWE nundng, This allowed vou to play melodics, scale notes, and
harmsonics within the triads. It's now the standard mning for the pedal
steel guitar. In 1969, 1 put a D-note on top of the Coek mning. which
capanded both i single-noee and chond capabdliies. A lightweight
volume pedal thar aasched o the guiter was part of my oniginal
design, along with a formica findsh thar is mow che standard for most
sicels.

Green: | have tried during my canger 1o prove what Jerry Byed had ear
lier showm with the mon=pedal steel, memely that the pedal steel can
be plaved in tune, with a rich, wanm tone that even those unfamaliar
with the instrument won't find offensive, and with personality and
melodic content. In essence, | wasn't plaving for steel plavers, but for
the singers, prosucers, and lsteners of the records. Mast of my ifieen
instrumental albums were on legitimate record labels and were
designed for radio sirplay, of which | received much during the sisties
and seventics. The maore than 10,000 records | plaved on were equal-
by commercial ventures, and thus not designed to get the steel plavers’
artention unbess they really wanted to listen to the ariginality and sub-

thety off what | was doing

I ey lowed ey rweny-five vears mothe recording sadio, I wis ey

forum, provided a geean income, and was mv comduit w being heard
arcund the world, so 1 wok it quite seroushe 10 wis most importang
oo e 1o play the ideas Doonceived, and plav themn seamlessly ine the
overall song format 50 45 0 nod step on the singer's lvnics nore the
cther musicians' wes. Ie matiered oo me becawse § knew tha if | had
any legacy 1o leave, i would be on those recordings, which would
cxist long after 1'm gone.
Franklin: Buddy and Llovd have contributed o the evolution of our
inssrument—I don’t think | have. The stee] guicar was already preoy
much standlardized by the mme 1 moved o Mashville, Al [ had 1o do
was learm how po play it. Hopefull, I've contributed 0 my own musi-
cal evolution. But that's for someone clse 1o evaluate, not me.

hat constitules your basic guitar/ampleffects rig? How do you

£ef your signature tone?
Emmons: In the three b four months ot of the vear | play with the
Everly Brothers, § use a Peavey Session 400 and Peavey Profex, For siu-
dio work, | use 3 Peavey Tube Fex for EQ and compression, and a
Lexicon PCM-B0 for echo and reverb effecis. From there, | go direcily
into the console. So I've got over 33000 worth of stereo effects that
land me a spot on the might- or kefi-hand Sde of the mdsic. 've scon
dumber things out of Nashville than 1996 technology on a 1960 mix,
but it’s been a while,

In live situations, | use the same semings 15 humlreds of other steel
plavers dio, which basically doesn't have much 1o.do with the signature
tone: | get. On the Last three George Stran albams, § reconded without
an amp, using three different brands of steels and various one set
tings for cach. Mos of the cuts sounded pectty nuech the samee,

Signature tone is basically the sound you create with vour hansds,
Thar's why no nunter how set my amp lor mvsell whoever sits down
at ey steel will pever sound ke anvone oaber than himsell As in the
case of most stringed mstruments, bow hard o soft vou pick and
whether vou pick close to the bridge or away from the pickup deter-
mines your signature sound. Afier that, you go on the neverending
search for an anip aned instrument vou feel wall bess complement your
scnanel

Greedn: | currenth play a Sho-Bud LDG model which | destgned and a
JCH designed by linmy Crandond and Jobin Hoghey: | use o Peavey
Session 400 amps. My only eflecs wndl s 2 Lexioon PCM-§1 degiral-
dilay processor. | firenly believe the onlv two things that enhance the
utural sound of 2 steel are 3 bt of rever and 2 linde delay oo expand
the sound by using two amps. Any other “elfeos” in my judement sen-
ally subgract from the besury of 1he mstaumen.

1 have found that the key oo a warms, mellow one with the Peavey
amps is in the midrange control. | barely tum # on, perhaps to abow
1 12 om ooy o] amps, bass about 8, treble abowt 6. Fundamentally, the
concet of wone lics in the brain. One should remember that the gui-
war, ampes, and accessories are menchy wols, They don't really get the
tone, nor play for you. That action onginates in the intellocteal and
subconscious parts of the cevebelhan, My hanadls, and how | strike the
sirings, where | hold the pécking hand, largely determine how | get my
one.

Franklin: | wse 2 Franklin D10 with nine Boor pedals and gight knee
kvers, | use the following amps and effects: Peavey Tube Fex, Peavey

Peavey Monitor




SOET M0 digitl processar, Dmacon FOAM-A2, LU Eluoctromsos 2204,
Pais Wgekmeille 00y, Mesa Boogple Snadde Preanypy, ded e Peae sin-
gle tmeehveonch Blecs Sidne® spcdbher subings. | yse any comsina-
fion aof chese peocos of gean 2 iy e s They gl work well bor
me! ] rend oo sannd the sanks e oaiter which vomaination | ose.

Gl'rama 2 poard of wisdpm remarding veur crafl

Enevwig: Whether vou wrile voor name or 2 scrmp of gaper or 2
hlacklsard, wiur signatune remging che samme

Greem: Learniog oo plav the siccd guitar gl plavingg music on 1be
sted ure differers emcles, Cnly whew cog bos prisped che tunds-
meneals ok plaving such a reenackalily comipg insumenl can cbe
duvenn of penoinety plnang mus.e begdn, et learioge 10l b
feel ws o mechandeal ar mchideal fanction ise'l encageh, undess o
15 conmant en ank copf Mhis aed play generks licks Spening a
carter SIply pashizg (seeds and aitiking st then describing
thar as pleving stcel godoae, si-ike< ine > sangrivnatly unres arding
darl rane,

I winah] suygeest that 2 siee] plaver decide vn which peual sup
arnl Lamiqg heshee s must amtoerabie witls aslstick wich e There's
an entine Jifenime of knowledee and weas weailing 1 by pliyed Kewp
momipr] thar machinancally e an hoel-eds o thogsancls of
combimitiens csing che pedals, serisgs, lar peaitions, amd phrasiops
14 in Fyctun entre muslea lanouage. Mot o' Sriap s lirn moee
tlen a drpdion o <his lanp,uap_n: if:l|:r|‘.'g."|.‘|.' L|.l||:1|.u.r|||:.' q.hungin_g pt-;]al_
serfuips o7 uaings. Onee © doeecveeed e £ e (b ond 3th soinps
raigeal -2 tone] Coange on the B wicagg in 14959, T realized
waLip vy Loonplese. Thar was the |:~::_1.;ir|ni|1_!.; il o el joLLre
of musical explarazlorn. dhat cotinwes L his Ly, Wy pedal senap and
ruein a2 Al exaceh: wlal they wers in 1936

Liae Fial thoaghe: Lesm mebedy [0 Deao oo olay the ruccly 1
SnnEs v yenr alesl magher chan st licks Melody a5 3 heacan, 1be
ML bee whicls we keep sur musical dinecticn. 2nd oast isngeeren, i
i€ the evurnrwn Livggnage which all listeewss underscand.

Erankblo: The wuae | oo glhgul pliving masic, te kess ) Teel
kra ik

/

hen '@ "SANSTACTHRT RE T Alwas in

the mid-sixties, all the cats were trylng to

figure ot how Kerh Richards ot thot
tizéwra guitar sound. One Fridey wight, | went down
i the Buena Park Teen Cluh 1o Check oot this raw
band called the Symptoma. The dudes wora pratty
happenmng, | wRa digging the vihe, when alk of a
sudden the guitar payear went into thal ingeniously
simple riff; durh... denbc . dengsaunnedura, .

Lo aut, mow—the sornd!

During the break, | cased oul his gear and found
the culpritt 3 Gibkson Fuzr Tone, It looked like a
vedge of brown cheese, with a footswitch and a
cauple of knabs, The Fuzz Tenc was one of the ear-
liest atomip-box distortion wnits on the markat, and
thanka to ole Hedth, everyonc got into the action.

DIg: Someana hipped me thet Hendmns had 3 Fuze
Faco. so i laid a guoilt trip an my grangdmothes and

f
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Rolling Stanes, “{1 Can't
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iyl

copped a unit. But when | showed up at Vinnie
Feragamo's house for band pwactice. my fellow
Spasmes scoffed at my Fuzz Face, saying it was tha
goofiest thing they hed ever seen, “Blasphomyl” |
retorted, and guickly whipped out & Bt Pasidaer with
a photograph of the little hugger at Jimi's fest.

The goehs had o eat crow.

My favorte fuzz Box was the Big MuFf, i had hefty
tane and respectanle distacticn. Then arsund 68 or
'69, somg dude Bashod on the idca that if you hed
caperete gein Lonbrds for the preamp and the
power &mp, you could get & perfectly sonadic dis-
tertign sound that was easicr to control. After thet
litde revedation, fuz units went the way of the
Ed=el.

—l'rotessor 1 oggerhcad

Trurey Mursitor



