Fender Amplifier History

In 1946 Clarence Leo Fender began building guitar amplifiers in Fullerton, California. He first targeted country players, and spenta lot of time in consultation with musicians to improve his designs. He initially trained as an electrical engineer, and was never much of a musician, so this process of consultation was his main guide through the years to development of his designs. As we shall see, it often lead to truly significant improvements to amplifier design, although it occasionally lead him down the wrong path. All of Leo's designs were based on the research developed and released to the public domain by Western Electric in the 30s, and used vacuum tubes for amplification. A much more detailed description of the individual amplifiers is available atThe Fender Amp Field Guide.

 After a few prototype amps, he began building his first big series of amplifiers in 1948. These were known as tweed amps because they were covered in the same kind of cloth used for luggage at the time. These amps varied in output from 3 watts (the Champion or Champ) to 75 watts (the high power Tweed Twin). They were characterized by a warm clean tone-with more harmonic complexity than the input signal, and a gradual onset of a sweet to raunchy distorted tone. They introduced Fender's first use of Tremolo-a rhythmic variation in the volume of the amp. This is often mislabelled Vibrato by Fender.

 In the interests of more clean headroom (volume before distortion) to please his country players, Fender moved to the brown and blond amps in 1960. These were named for their harder plastic covering (DuPont Tolex) colored off-white, pinkish or darker brown. There is often a lot of overlap between series of amps. You'll see brown amps with tweed internals and tweed amps with some of the innovations that went into brown amps. These amps were higher powered than their tweed counterparts. In general, they have a cleaner clean tone with slightly less harmonic complexity, and a similar overdrive tone. To achieve more volume, Fender also started using JBL speakers at this point-much more efficient and louder than the original Jensens. JBLs were usually available on most higher-powered models on custom order. Fender also began using Oxford, Utah and CTS speakers interchangeably with the Jensens; generally the speaker that could be supplied most economically would be used. Jensens and Oxfords remained the most common during this period by far, however. The Jensens offer a more traditional Fender sound and are preferred by most collectors. The Brown/Blond amps also introduced an effect sometimes known as "harmonic vibrato," a phase-shifting tremolo system that required two and one half 12AX7/7025 tubes but had a sweet swirl that has been imitated but not improved on in 40 years. Much of this tremolo's character results from the fact that it separates the low and high frequencies and applies the tremolo effect to each separately and out of phase.

 By 1963 Fender wanted more power, less distortion and less cost, so the amps changed to what is commonly known as "blackface" cosmetics. These amplifiers had a black Tolex covering, silver grille cloth, and black forward-facing control panel. By reducing the amount of midrange frequencies in the signal, Fender was able to increase volume without increasing distortion. This resulted in the classic Fender "sparkle"-a bright clean tone most beloved by Fender's favorite country players. The blackface era also brought the widespread use of reverb, which uses springs to bring a sense of space (or in the case of surf music, a crashing wash of echos) to the sound. The tremolo was changed to a simpler circuit based on an optical coupler and requiring only one tube. The amps still spanned the spectrum from 4 watts to 85, but the difference in volume was even larger due to the improved clean tone of the 85w Twin. One of these, with JBL speakers, can be absolutely deafening, even in a big room.

 In 1965 Fender was tired and ill, he sold the Fender musical company to CBS. As a large conglomerate, their management seemed more interested in making money than in making the best amplifiers money could buy, so over the next 18 years the quality of Fender amplifiers gradually went downhill. These are the Silverface Fenders, and can vary from almost identical to the Blackface version (prior to 69) to completely different (in the late 70s). Some of the "innovations" that were tried include pull knobs for increased volume, master volume controls, ultralinear transformers for more clean output, increased power outputs-to 100 watts for the twin and 135 watts for the Bassman 135, the Super Six Reverb and the Quad Reverb, and other circuit changes to reduce distortion. The cosmetics of these amps are similar to the blackface amplifiers, but the forward facing control panel is silver with blue block lettering instead of black with white script lettering.

 In the early 80s, under the supervision of Paul Rivera and others, there was a resurgence in R&D at Fender, resulting in a short run of very desirable amps. These range from the two channel Superchamp, putting out 18w, through a channel switching version of the Twin. They are the last amps Fender made in which discrete components were connected by point to point wiring, a method now replaced by use of printed circuit boards.

 After this brief period, Fender began building amps similar names to the older versions, but without a lot in common. They are not of much interest to vintage amp lovers, although there are certainly still people playing with 80s model Fenders, particularly the "red knob Twin" of 1987 onwards. In the early 90s Fender reissued some of its most beloved amps-the Twin, the Deluxe Reverb and the Super Reverb-these tended to sound brighter than the originals but have met with some success. More recently, they've come out with Fender Custom Shop handwired amps which more closely match the tweed and blackface amps for their sound and specifications.
Ampeg history

Nineteen sixty-nine was a weird year. No doubt about it. Confusion reigned: the cities were still smoking from riots, boys were becoming indistinguishable from girls, and bell-bottom corduroys were the height of fashion.

Ampeg was facing an identity crisis of its own. Their line of combo bass and guitar amps couldn't compete with the high-output rock and roll animals that competitors were offering. They needed a dose of modernization and they needed it quick. So in an attempt to create an amplifier somebody other than bald, pipe-smoking jazz cats would buy, Ampeg enlisted the expertise of respected guitar and amp tech Dan Armstrong to consult on new amplifier development.

Sometime during this period of brainstorming, Armstrong posed a heavy question to Ampeg: "Since you make amplifiers for guitar and bass, have you ever considered making a line of guitars and basses?" In truth, Ampeg had imported some guitars in the early '60s, as well as produced a line of electric upright "Baby Basses," but both efforts were about as popular as J. Edgar Hoover at a Black Panther rally. Realizing the Socratic purity of Armstrong's logic, the Ampeg executives took Armstrong's idea to heart, and set out to produce a line of instruments that were cool, hip, and groovy.

Ampeg charged Armstrong to conceive and build a prototype bass and guitar overflowing with a sense of "what's happenin' now." Armed with a head full of ideas, and most likely an advance from Ampeg, Armstrong hit the road to put his head in the proper space for the task at hand. Mescalito must have been whispering the secrets of the Aztec gods into Dan's ear on that trip, because he returned with a design so cool and advanced, it blew players' minds... and drove the Japanese copycat manufacturers to the brink of seppuku.

When introduced at the 1969 NAMM show in Chicago, the Ampeg Dan Armstrong guitar and bass caused slack-jawed envy and admiration. With bodies made of clear Plexiglas, Armstrong forever freed plastic from the bonds of having to imitate other materials, and let people see it for the beautiful substance it is. The choice of Plexiglas went deeper than mere visuals, however. Armstrong found Plexiglas incredibly dense—a property that greatly enhanced the instrument's properties of sustain. 

Another revolutionary concept incorporated in the now christened "see through" instruments was their 24-frets clear-of-the-body design. This was inventive stuff! Armstrong also anticipated the clear guitar's popularity as a slide instrument by specially designing the lower bout with a unique cut-away, enhancing the player's reach to the uppermost frets.

Electronically, the guitar was a marvel. Featuring a series of quick-change pickups, players could pop in one of six pickups specially designed for varying styles, such as jazz, rock, and country music. The tone circuit was equally innovative, with the three-position switch featuring a full volume setting, allowing for a quick volume boost for those 20-minute solos players were so enamored of in those innocent days.

Of course, the Dan Armstrong guitars and basses were a big hit with rock stars of the day (due in part to the fact that many of them got theirs for free). Keith Richards and Bill Wyman of The Rolling Stones tore it up with a see-through guitar and bass on the band's landmark 1969 world tour, while other renowned Dan Armstrong users of the time included Paul McCartney, Jack Bruce, Leslie West, and Geezer Butler. Of course these instruments sounded incredible, but ego may have played an ugly part in their rock star popularity—why spend all that money on velvet trousers from Granny Takes A Trip, only to have your ample rock star crotch covered by a plank of wood? With the Dan Armstrong, it was all visible for the world to see.

Unfortunately, like many cool human endeavors, the Ampeg/Dan Armstrong relationship was eventually doomed. Contractual disputes and production difficulties resulted in the severing of relations between the two parties in 1971, making the original Dan Armstrong guitars and basses rare finds in these troubled times.

But alas, all is not lost. For those seeking the iconic look and sound of the original Dan Armstrong instruments, Ampeg has painstakingly re-created these hard-to-find guitars from the ground up. Incredible sustain and supersonic style are back... for those who just have to get their ya-ya's out the Plexiglass way.
The History of the Peavey 5150 Guitar Amp
Eddie Van Halen is considered one of the best guitar players ever. Peavey is considered one of the best guitar amplifier companies. When the two joined forces they created the 5150 series—high-gain amps with a punch.

Peavey Design

The Peavey 5150 is an all-tube electric guitar amplifier that has been produced since 1991. It features a rhythm and lead channel and three-band equalizers. It has four pre-amp tubes and five power- amp tubes. It also has two imputs, one for low gain and one for high gain. It was designed as a high-gain, high-quality metal amp to compete with Mesa Boogie and Marshall amplifiers.

Van Halen

The model 5150 was designed with the help of Eddie Van Halen. It had much success because of the promotion of the amp with Van Halen. In 2004 Peavey and Van Halen split up. Peavey took the amp design and renamed the amp the 6505, while Van Halen kept the name 5150 and began to make the amp under his company EVH.

EVH Model

EVH makes the 5150 III amp for $2,000. It has four 6L6 output tubes and eight 12AX7 preamp tubes. It has an output of 100 watts and weights about 55 pounds.

Peavey Model

The Peavey 6505 has an output of 120 watts. It has five 12AX7 preamp tubes and four 6L6GC power amp tubes. It weights about 55 pounds. In structure and wiring, the Peavey model and the EVH model are relatively the same.

Endorsements

The 5150 amp and its spin-offs have the endorsement of many popular artists. Eddie Van Halen, of course, plays the amp, along with Ted Nugent, In Flames, Visqueen, Darkest Hour, Sworn Enemy, Unearth, Bleeding Through, P.O.D., Bullet For My Valentine, Chimaira, and former Mayhem guitarist Blasphemer.
The History of Amplifier by Ernie Jackson

By 1930, anyone familiar with electricity knew that the movement of metal through a magnetic field caused a disturbance that could be translated into an electric current by a nearby coil of wire. Electrical generators and phonograph (record player) pickups already used this principle. The problem in building a guitar pickup was creating a practical way of turning a string's vibration into a current.

After months of trial and error, Hawaiian steel-guitar player George Beauchamp — who, with Adolph Rickenbacker, formed the Electro String Company in the early 1930s — developed a pickup that consisted of two horseshoe magnets. The strings passed through these and over a coil, which had six pole pieces concentrating the magnetic field under each string.

When the pickup seemed to work, Beauchamp enlisted Harry Watson, a skilled guitar maker for National Guitars, to make an electric Hawaiian guitar. It was nicknamed the Frying Pan.

Electro String had to overcome several obstacles, however. To begin with, 1931 was the worst year of the Great Depression, and no one had money to spend on newfangled guitars. Furthermore, only the most farsighted of musicians saw the potential, and the U.S. Patent Office did not know if the Frying Pan was an electrical device or a musical instrument.

From the very beginning, Electro String developed and sold amplifiers. This is an obvious first step, really, because without an amplifier the new electric guitar would have been useless. The first production-model amp was designed and built by a Mr. Van Nest at his Los Angeles radio shop.

Soon after, Beauchamp and Rickenbacker hired design engineer Ralph Robertson to work on amplifiers. He developed the new circuitry for a line that by 1941 included at least four models. Early Rickenbacker amps influenced, among others, Leo Fender, who by the early 1940s was repairing them at his radio shop in nearby Fullerton, California.

By today's standards, the amps were pretty meek. Their output was about 10 watts, which is pretty low, and they used radio technology, vacuum tubes, and small loudspeakers. However, as the popularity of the electric guitar grew, there was a corresponding demand for louder amps.

The breach was filled by Leo Fender. In 1949, he worked with his engineer, Don Randall, to produce the first Super Amp model amplifier. With the Fender solid-bodied guitars (the Telecaster and Stratocaster) in general production, and the introduction of the Gibson Les Paul in 1952, the demand for amps went through the roof as the popularity of the solid body grew. Output rose to a reasonable 50 watts, with twelve-inch speakers, still the norm for guitar amps.

By the late 1950s, the British company Vox had produced the AC30, which is as much a classic amp today as the Fender Twin Reverb. The Vox was particularly popular with blues and rock musicians because it produced a warm tone, which musicians such as Jimi Hendrix, Jeff Beck, and other heavy-metal rockers discovered could be overdriven to create the fuzzy, distorted effect that has come to define the early 1960s rock guitar sound.

Splitting up a combo amp into individual components came about during the rock era of the 1960s. The amp became known as the head, and the speakers became known as the stack. You could get more powerful amps and much bigger speakers this way, and by combining various amps and speaker combinations, musicians could produce more volume.

As the 1960s wore on, and rock bands played bigger and bigger venues, power and volume once more became a problem. This was solved when the British engineer Jim Marshall produced a 100-watt amp connected to a stack of four twelve-inch speakers. Pretty soon the Marshall stack was the norm for rock concerts.

By the 1970s, the vacuum-tube technology of the 1930s was finally being replaced by cheaper and more predictable solid-state transistors, although musicians complained about the coldness of the sound as compared to the warmth of the tube amp. It was popular among those who liked a thinner, cleaner sound.

The transistors' brittle sound was offset by the wider frequency range and the ability to play cleanly (without distorting) at higher volumes. Different tubes could produce different sounds, but they needed to be replaced periodically because they came loose or burned out.

By the 1980s, amplifier makers went back to creating a valve sound, often creating hybrid models that featured tube preamps and solid-state power amplifiers, getting the best of both worlds. Today, a traditional guitar amp combines an amplifier and a loudspeaker in one unit, called a combo. They are compact and relatively easy to transport.
History of Fender Guitar Amplifiers
The introduction of Fender amplifiers almost coincided with the company's electric guitars in the mid 1940s. The earliest venture into the amp market by Fender was marked by the production of what they named the "Tweed Amps" which had an output ranging from three to seventy five watts. However, these amplifiers had an inbuilt circuit which used to be comparatively much feeble and low and hence were unable to produce the desired sound effect. As a result, Fender revived the Tweed range and re launched it again in the 1950s and it can be said that from there on, there has been no looking back.

During this time only, two more varieties of amps also started to become available namely the "wide panel" and "narrow panel" amps. Though built upon nearly the same guidelines, these amps differed in terms of the design applied to the front panels. The width of the panels on the top and under the speaker section got diminished in width and linen in the speaker grill also was substituted with brown colored plastic cloth. Towards the later half of 1950s and the early 1960s, two more brands of Fender amps got ready to hit the market.

The first among them was a completely fresh pattern starting from its angular look accompanied with a set of knobs and a control panel in brown with a white streak functioning as a pointer or display. Incidentally, this range was named "Browns" and a vinyl fabric called Tolex was used to substitute the Tweed in their earlier editions. Following the "browns", Fender introduced the "Blond" series of amps which though functioned on a similar principle as "browns", had a different color scheme.

Despite the fact that these amps are quite "has-been" in terms of their technology, they are still in heavy demands, if not for anything else, simply because of their novelty and contribution to the development of the music scenario.
History of the Ampeg Guitar Amp
Ampeg has been making high-quality, American-made bass amplifiers since the late 1940s. As of July 2010, Ampeg is not producing any guitar amplifiers, but the company does offer several bass amp models.

Founders

"Ampeg" is a shortened form of Amplified Peg, an early model stand-up bass pickup designed by Everette Hull and Stanley Michaels in the late 1940s. Hull and Michaels' amplification company was called Michaels-Hull Electronic Labs.

Ampeg Bassamp Company

In 1949, Everette Hull took full ownership of Michaels-Hull Electronic Labs and renamed the company Ampeg Bassamp Company.

1960s

In the early 1960s, Ampeg created a highly usable, portable bass amplifier that quickly became the standard for combo bass amps. During that decade, Ampeg also became the first amplifier company to add reverb to an amplifier.

Super Valve Technology

In 1969, the Ampeg company created its most famous amplifier, the Super Valve Technology (SVT) 300-watt bass amplifier. At the time, this was the largest amplifier--in terms of wattage--ever made.

St. Louis Music

Ampeg was sold to St. Louis Music, Inc. in 1986. Since then, Ampeg has continued to make high-quality bass guitar amplifiers.
Marshall Amp History

When considering amplifier equipment in the realm of guitars, Marshall guitar amplifiers

 are mentioned time and time again for their consistent sound and reliability. Started in

 1962 by Jim Marshall in London, England, Marshall guitar amplifiers have been used

 by some of the biggest names in rock history. From Eric Clapton, to Pete Townshend

 of the Who, to Ritchie Blackmore of Deep Purple, to the legend himself Jimmy Page ,

 and on to possibly the greatest guitarist of all time Jimi Hendrix, all of whom blared

 their unique sounds on Marshall guitar amplifiers throughout the 1960’s and 1970’s

 and beyond. The tradition of rock and roll’s premiere guitarists who use Marshall guitar

 amplifiers has continued through the years with names like Slash, formerly of Guns and

 Roses as well as Velvet Revolver, Lemmy from Motorhead, Dave Navarro of Jane’s

 addiction, and Rob Zombie. As Jimi Hendrix once quoted “ I really like my old Marshall

 tube amps, there’s nothing can beat them, nothing in the world.” The artists who prefer

 to use Marshall guitar amplifiers seem to share, not the exact words, but very similar

 sentiments to Jimi when it comes to their equipment. They trust Marshall and believe

 that there is not a better amplifier in the world suited for their music.

Billy F Gibbons of ZZ Top says “The fine Marshall line remains heavy as lead... solid as

 steel. The best.” When perusing through Marshall guitar amplifiers on their website at

 marshallamps.com, one can find a vast array of amps, many of which are custom built

 to fit certain musicians styles. The signature series contains names like Dave Mustaine

 with the 1960DM model, the 1992Lem for Lemmy from Motorhead, and the 2203KK for

 Kerry King from Slayer. The list of endorsements from guitarists who are advocates

 for Marshall guitar amplifiers could go on for pages on end. Quotes from the biggest

 rock guitarists in history who not only declare their devotion, but do so adamantly and

 occasionally in colorful language just to prove their point. Choices are plenty when

 it comes down to choosing a guitar amp that best suits ones style and budget. Price

 might be a major issue for one consumer while sound quality heads the list for the next

 buyer. Yet, if someone is simply looking for the best, Marshall guitar amplifiers carry the

 clout and reputation of being the best by the biggest names the guitar industry has ever

 known so the search can stop there, on Marshall guitar amplifiers.
History of Marshall JCM800 Guitar Amplifiers
arshall Amplification is a British company which is renowned for manufacturing some of the best and most versatile guitar amplification units out there. The sought after “crunch sound” which only Marshall Equipments have to offer remains unrivaled till date. Guitarists who prefer a heavier guitar sound have always invariably ended up selecting a Marshall. The venerable Marshall JCM800 which was introduced in the 1980’s is considered one of the most prodigal guitar amps ever to hit the market and became an instant hit with some of the biggest names like Zakk Wylde, Slash and Randy Rhoads.
As a response to the greater and greater demand for distortion sounds, Marshall had introduced the MV or Master Volume Series which they called JMP; this new feature gave the guitarists more control over the Volume. Apart from the Master Volume, this series of amplifiers also added an effect loop. Marshall soon started calling this series the JCM800 after their deal with Rose-Morris ended. The name came from Marshall’s own initials and the number on the number plate of his car! Most notable in this range were the 2204 (50 Watt) and the 2203 (100 Watt) series. The look of the Amp unit was also redesigned with a grille cloth replacing the vinyl in the front.
During the same time, Marshall began to face more competition from American suppliers like Soldano and Mesa Boogie. As a result the JCM800 saw newer versions, prominently the 2205, which included features such as channel switching with which the player could switch between clean and distorted sound with the foot-operated switch.

While all amps were valve based initially, Marshall started experimenting with solid state diodes as a replacement; for instance the 2205 JCM800 incorporated diode clipping which allowed for even more pre-amp gain than before. This was accomplished by adding and additional solid-state diode which added more distortion to the output.
Obviously the shift from valves to solid states diodes was something that the purists were not quite at home with; however this new brand of amps became an instant hit with the masses. Marshall continued his experiments with the solid state diodes and came out with many models which would become a raging success amongst the entry-level guitarists.

Regardless of the quality improvements, the solid-state amps were still considered as beginner equipment however now the amateur guitarist could use the same brand of amp that the pro’s out there were using, which is probably why the product line was so successful.

The JCM800 product line was discontinued in 1989 with the introduction of the JCM900 which added even more distortion while retaining popular elements of the JCM800 series. The JCM900 was very well received as well, especially by players of the younger generation.

The Marshall JCM800 may easily be considered the greatest innovation in Guitar Amps and had introduced many features which became a rage with both the leading and the amateur guitarists in the 80’s and indeed many players today continue using them. The unmistakable Marshall distortion sound which the JCM800 offered still has a fanatic following of lovers and admirers who consider it to be the best guitar amp ever to hit the market.
The Man Behind the MESA BOOGIE History
MESA Engineering, also known as MESA Boogie, is a manufacturer of guitar and bass amplifiers in Petaluma, California. MESA Boogie started operating in 1971. Already a wide variety of products MESA has created : the Mark Series, the Rectifier Series, the Lone Star, the Stiletto, the Express and the Pre-amps. But who really started this MESA? Rockers and musicians all over the world extend their utmost gratitude to only one person for creating MESA. He is no other than Randall Smith. Yes, Smith started it all but it all began with just only a small repair shop where Fender combos were being modified for more gain. Through his hard work and creativity, he soon received his price. MESA echoed all over and became one of the biggest names in the music equipment industry.

The “becoming famous” part began when famous guitarist, Carlos Santana, started using MESA gears. Later on, many band enthusiasts and musicians followed Santana’s taste like Die of Dir en grey, Foo Fighters, Les Claypool, Lamb of God, Andy Timmons, Kurt Cobain of Nirvana, Ed O’Brien of Radiohead, Frank Zappa, Jerry Cantrell, Prince, Pat O’Brien of Cannibal Corpse, Munky of Korn, Metallica, Buckethead, Steve Lukather, Mark Tremonti, John Petrucci of Dream Theater, John Schofield,, Allan Holdsworth, and Andy Summers of the Police.

Randall Smith’s career began at Prune Music, a repair shop which was a former Chinese grocery store. While Smith was just starting, he was working as a repair technician with his friend, David Kessner, who was in charge of fronting of the shop. Smith gained a respectable status through the help of a group of local musicians from the San Francisco Bay area. With this status, he already came into a big-time business with big partners such as Carlos Santana, Big Brother, Holding Company, and The Grateful Dead. The creation of the MESA Boogie started from a joke in the year 1969 when Smith tried to change and make some adjustments to Barry Melton’s amplifier, the Fender Princeton. He changed some parts from this amp and came up with something different and unusual, the result was quite amazing.
After creating modifying the amp, the JBL D-120 which is 12 inches, the MESA Boogie was in the works. Smith was testing his new set-up amplifier, Carlos Santana was also there and took a peek at what he was trying to accomplish. After being amazed of his work, Santana reacted, “Man, that little thing really Boogies!”, a statement that brought MESA Boogie in the real world of music industry. The first product of MESA Boogie that is considered to be official was during the year 1971 when Patrick Burke, a bassist, asked Smith to create an amplifier for bass that is customized. That was when the Snakeskin MESA 450 was created. Towards the late 1970s, Smith began the creation of the Mark Series starting with Mark I including its variations. Mark II was created in the year 1980.

Smith had an exceptional ear for quality. Throughout his inventions of a high-end amps, his creations were beyond genius. Not only did he make an impact in music, he changed the music industry forever. MESA Boogies amps have and will be equipment that will be used by musicians for many years to come. Hey, while your reading about MESA BOOGIE amplifiers, check out this DIY Homebrew Mesa Boogie Dual Recto.
Guitar Amp Tone History 

 Here's a short history of popular designs aiming to replicate overdriven valve amp tone. Remarkably, overdriven sounds have been an integral part of guitar tone since the birth of guitar amps! 

The 1950s

 Blues players and occasionally, some jazz big-band players, pushed relatively low powered valve amps to their limits and beyond. Leo Fender designed the first commercially available high-powered valve guitar amp in the 1950's and legend has it that he kept over-engineering it until Dick Dale couldn't break it. Either way, Dick Dale paved the way for an overdriven surf style. 

The 1960s

 This era heard the sounds of accidentally torn speakers, leading to experiments with intentionally cut speaker cones. Hardly something that's controllable, but effective nonetheless. Overdriven amplifiers continued to be used for electric blues and some pop styles. Jeff Beck was an early pioneer of the fuzz face: an overdriven transistor preamps used in early rock and pop music for special effect. 

The 1970s

 Several stomp-box preamplifiers were produced to emulate overdriven valve amplifier tones, including the famous Ibanez Tube Screamer and many clones, which continue to this day! We also heard hot-rodded valve amplifiers from Mesa Boogie, with extra valve preamp stages to give more control with overdrive levels, volume levels, and equalisation options. 

The 1980s

 Distortion (hard-clipping) pedals were produced to support metal styles. Multi-effect racks and floor units became prevalent, with options for switching between a wide range of overdrive sounds, in addition to other popular effects. Also several "connoisseur" custom made amplifiers, generally producing one type of sound extremely well. Punk music called for the most obnoxious distortion sounds possible. 

The 1990s

 Our first taste of digital overdrive, where the guitar signal passes through an analogue-to-digital converter, then software emulation of overdrive designs, or valve amplifier clipping characteristics, then digital to analogue conversion. Some of these sounds are quite convincing when used with emulation of various speaker box designs. A revival of fuzz preamplifiers used by grunge players, with a resurgence in the brown overdriven sound and good tone to suit blues and rock players. 

2000 and Beyond

 The early 2000's saw an explosion of digital modelling as companies tried to ensure their future by offering products becoming popular for home recordings, bedroom players and semi-pro musicians. The Global Financial Crisis in the late 2000s forced most companies to curtail development and focus on high volume, low cost items. The outstanding exception was a small company, Fractal Audio, who produced the Axe-FX which is arguably the first device to convince experienced professionals for valve tone. 

 Here's another Web page with some history of guitar amplifiers. This article looks at the evolution of preamplifiers in particular, with details of gain stages and how they have affected overdrive sounds.
The Company Awards
Here are some companies that were pivotal in pioneering change and meeting (or even guiding) musical styles of the time: 

Fender for their production of valve amplifiers which got tone equalisation spot on right from the start. Noted in early years for excellent clean and brown sounds. 

Marshall, an English design which copied some aspects of the American Fender design, but ultimately used EL34 output valves (instead of Fender’s 6L6GCs). The results were excellent brown and overdriven sounds. 

Roland for their consistent production of BOSS foot pedals (preamplifier circuits producing a wide variety of sound effects) to suit musical styles over the decades. Popular products are their soft clipping overdrives, (hard clipping) distortions, and skilfully tone-equalised heavy metal pedals. Also for their constant research into guitar synthesiser, effects and overdrive emulation. They were the first with digital modelling, with their VG8 system of the early 1990s. 

Boogie for their hot-rodded Fender designs with flexible pre-amplifier overdrive and tone-shaping options. 

Roland, Yamaha, Digitech, Korg and many others for their flexible rack and floor multi-effects units. 

Line 6 for picking up digital modelling where Roland left off in the mid 1990s. They were at the forefront of digital modelling for about 10 years, growing their range of amps, effects and even a viable modelled guitar. 

Groove Tubes for their valve obsession and selection of graded and matched valve sets designed to give predictable and consistent overdrive performance. 

 And to all the others who have adapted and customised popular designs to cater for an ever increasing and diversifying, but always fickle market.
History of Fender®

It all started in 1909 with the birth of Clarence Leo Fender. He grew up in the world of vacuum tube electronics and some of the first radio broadcasts to be a self taught electronics buff, eventually opening up his first repair in 1938 named Fender's Repair Service. This also included the rental and sale of home made P.A and musical instruments. 

During WWII Leo teamed up with Clayton "Doc" Kauffman to design and manufacture amplifiers and electric lap steel guitars, which would use a pick-up that Leo had designed. 

The market for Hawaiian and western swing music was taking off at the time so their company (known as K&F) was ripe to expand into a larger manufacturing facility. Kauffman got cold feet and pulled out and thus Fender Electrical Instrument Co. was born.

Leo struck up a distribution deal for the amps and lap steels in 1946 with Radio and Television Equipment Co. (Radio-Tel). The initial years of this venture were pretty lean for Leo and he still worked days in his original radio shop. By the late 40's more artists were using Fender gear and word about them spread. Business picked up and their equipment was becoming available nationwide. In 1948 Leo sold the radio shop so he could concentrate full time on F.E.I.C. making guitars and amps. By this time Leo had three buildings and 15 people on the payroll (including George Fullerton who became a long time collaborator with Leo. He's the G in G&L).

Fender's tweed-covered, chrome chassis amps developed a solid reputation as being extremely reliable on the road and also having the most power available at the time. The Champion line was off and running. The close of the 1940's saw Fender as a major player in the market and they were highly visible all over the country. 

The tweed amp alone wasn't changed much in the early fifties as Leo concentrated on new guitar designs such as the esquire, broadcaster and soon to be Telecaster. In 1951 Fender introduced the P-bass, one of the most important introductions of an instrument in rock n' roll history. He needed an amp designed for the bass, and so the Bassman was born. Ironically, the Bassman became one of the most classic guitar amplifiers in history. 

In 1953 Leo had bought out control of distribution with two partners from Radio-Tel to create Fender Sales. 

Not long after, a high power proto-type 2x12 combo called the Twin was unveiled. With a new design of guitar called the Stratocaster on the way, Fender was ready to take off even further. As the fifties were finishing, Fender had grown enormously with 10 times the floor-space in manufacturing from a decade ago and employee numbers in triple digits. 

By 1964, even though Fender was still expanding, Leo wanted out. His health was poor and he'd been working almost non-stop since the beginning. Overwhelmed and ready for a break, he sold Fender to CBS for $13m. This was a big payout in 1964 but CBS saw even more potential for growth in the company.

In the mid 60's transistors were thought to be the future and CBS believed that transistor (solid state) amps would be the way to go. Luckily they still maintained the classic tube designs like the Super reverbs, Deluxe Reverbs, Twins, Bassmans, etc. But they tried to push to the forefront newer transistor designs. The idea was noble as Fender was based on innovation and constantly upgrading their designs. But, at the time solid state technology just couldn't transfer into a musical sounding guitar amplifier compared to the tubes. They pretty much gave up in the early 70's and introduced different variation of tube amps instead with the famous silver face look (transition from black face to silver face actually started in '68).

In regards to 60's pre and post CBS black face amps. Pre-CBS does have a few things different as far as a few ratings in the electronics which causes "tone differences." Basically anytime you change electronics whether you stick to the same parts or not, you "have" to do "everything" exactly as the model you are trying to emulate or the tone suffers. Now obviously it's only a slight difference and even the first year of the silver face in 1968 still has the basic structure of the black face. You can get a 1968 silver face for around $600 versus a black face for around $1500 and all you need do is have the specs set to pre-CBS black face from a good local "Fender" repair shop that loves old Fender amps.

By 1980 sales of the traditional 70's silver faces Fender amp had dwindled and stiff competition was being had from other manufacturers who also offered channel switching and different sounds from the Fender amps. Paul Rivera came on board in the early eighties and brought back a mid-60's cosmetic to the line and the silver-fced look was discontinued. Solid state amplifiers were introduced again at this time but notable better than earlier efforts.

In 1984 CBS decided to sell off its musical instrument divisions due to lack of profits. This included Fender even though it still made money for them. In early 1985 some head personal at Fender teamed up with a few international distributors and bought the Fender name for about $12.5m from CBS. Fender Musical Instrument Co. is born. Because Fender had to rebuild all manufacturing from the ground up, they relied heavily on old CBS stock and imported guitars and amps.

In late 1985 Fender bought Sunn. A big name in the late 60's and early 70's for guitar and bass amps but at that time known mainly for P.A.'s. After moving the Sunn factory from Tualatin, Oregon to nearby Lake Oswego they used it to start making new Fender amplifiers as well as still making Sunn equipment. The company grew throughout the late 80's and amplifiers such as the Dual Showman, the Twin and the Stage series were introduced. Fender was back.

In 1993 Fender opened up the custom amp shop and soon the modern custom classics such as the Vibro King and the Tonemaster were realized. Later on they opened a new plant in Corona, CA to make solid state amps. It has now become their primary location for all tube amp manufacturing. Fender's solid state amps now are made in a state of the art facility in Ensenada, Baja California, Mexico.

Fender currently offers an amazing variety of amps in all stages of technology old and new, from jazz and clean country to stingin' blues and metal a-go-go, Fender has, more than ever, a selection to match the ever-broadening scope of music as we know it today. The vision and memory of an incredible music pioneer affectionately known and instantly recognized just by Leo lives on. We think he'd be proud.
Fender Guitar Amps History

Fender Musical Instruments is better known for its guitars and basses, and the overall influence that it has had on the designs of both that can be seen in models produced by other companies. However, Fender has been equally influential in guitar amplifiers. The influence of Fender can be seen in the designs of many amplifier companies. Marshall Amplification even got its start by producing direct copies of Fender amps.

Pre-Fender Electric Instrument Co.

Leo Fender first began producing amps about 1945 while still partnered with Doc Kauffman. These amplifiers were manufactured under the name K&F Manufacturing Corp. and are now very rare. The amps came in three size options: 1x8 inches, 1x10 inches, and 1x15 inches. These were the first true "Fender" amps, though the Fender name was not adopted for the company until 1946 when Doc Kauffman and Leo Fender parted ways.

Early Fender Amps

With the establishment of Fender, Leo Fender began producing the amps that bore his name in 1946. The first line of amps was the Woodie amps that were produced until 1947. These were replaced in 1948 by the more popularly known Tweed line of amps. These amps derived their name from the tweed covering used by Fender until 1960; except for the Champ series, which continued to be used it until 1964.

Blonde and Brownface

Beginning production in 1959, the Brownface and Blonde amps were the first amps that Fender began to use tolex to cover the amp cabinet. The difference in the two lines was the color of Tolex used. These amps marked a number of advancements in Fender's amp technology, particularly the stand-alone reverb spring that was introduced in 1961. Fender also began to use a silicon rectifier to decrease the heat being caused by the amp tubes.

Blackface

Blackface amps replaced the Brownface and Blonde models in 1964. The changes to the amps were largely cosmetic during this period. One notable difference was the change of the name from "Fender Electric Instruments" to "Fender Musical Instruments." This was the result of Fender being bought out in 1965 by CBS. This line of amps ran until 1967.

Silverface

The Silverface amps were produced from 1967 to 1981 and received their name from the brushed aluminum face plate. While many of these models were largely a continuation of Blackface amps, some of the design changes left some to consider the newer models to be less desirable. These changes varied from model to model, with the Twin Reverb and Super Reverb receiving significant changes to the circuitry, and models like the Deluxe Reverb receiving only superficial cosmetic changes.

Modern Fender Amps

Around 1982 saw the production of what can loosely be considered the modern Fender amp with a reintroduction of Blackface cosmetics. While there have been other lines, such as the II and Red Knob series, many of the amps produced since then have been continuations of already produced amp models and cosmetics. While Fender does continue to add innovative features to many of their amps, they also frequently produce reissues or models based on their older designs.

THE HISTORY OF VOX

February 28th 1917 – 

Thomas Walter Jennings is born in Hackney, London.

1942

 Tom Jennings receives a medical discharge from the Royal Engineers during World War II, and takes a job with Vickers, a munitions plant, in Kent. Here he meets Dick Denney, another amateur musician, who also has a keen interest in radio and electronics. During air raids, Tom and Dick jam together on accordion and guitar to keep up morale in the air raid shelters. 

1944

 Jennings and Denney go their separate ways. An accomplished accordion player, Tom Jennings opens up a part-time business trading in second hand instruments, mainly accordions. Soon, it becomes a full-time occupation.

1946

 The year after WWII ends, Tom Jennings acquires his first commercial premises at 119 Dartford Road in Dartford, Kent. The business starts to import accordions for sale alongside other musical instruments.
 
1950

 Tom Jennings forms Jennings Musical Instruments, Ltd. He also opens a retail shop at 100 Charing Cross Road in London. Early adverts refer to it as "The London Accordion Centre."

1951

 Under the "Univox" name, Tom Jennings markets a small portable amplifier that can be used for all applications including the electric guitar.

Derek Underdown joins the team at Jennings Musical Instruments

1952

 One of Derek's main jobs is to help design a single note keyboard, also called the Univox. Unlike the Univox amplifier, these are made in-house.

1954

 The first product to appear with the VOX name, a foot pedal for controlling volume, is advertised. 

1956

 With the Rock-n-Roll revolution underway, Jennings brings out a small line of guitar amplifiers, which enjoy limited success. These amps are designed in-house by Derek Underdown.

Meanwhile, still convalescing after a serious illness, Dick Denney continues to experiment with guitar amplification, designing and making a 15-watt unit with a 12" speaker. 

Jennings Musical Instruments becomes Jennings Musical Industries (JMI).
 
1957

 Tom Jennings decides to look outside the company for a guitar amplifier design, and hears of Dick's amplifier. Dick pops by the factory, Tom likes what he hears, and by the end of the year, Dick is working at JMI designing guitar amplifiers. 

Late 1957

 The first appearance of the VOX name on a guitar amplifier is the short-lived AC2/30.

January 1958

 JMI produces a 15-watt guitar amplifier under the brand name VOX. It is called the 

 AC1/15. The "AC" refers to its use of only Alternating Current for the mains - still a revolutionary idea at the time. It has a single Goodmans Audiom speaker housed in a TV-front-style cabinet.

1958

 A third VOX amplifier is marketed - a holdover from the pre-Dick Denney days, it is first known by its old name, the G1/10, then by the spring, as the AC10.

Late 1958

 Soon, other artists are using the VOX AC15 -  Bert Weedon, Jack Emblow, and Vic Flick, who used an AC15 when he recorded the James Bond theme.

Summer 1959

 The first version of the AC30 is introduced. Identical on the outside to the AC15, it also has a single 12" speaker. The power section uses a pair of EL34 valves. 

With the Rock-n-Roll scene becoming stronger, Cliff Richard’s backing group, The Shadows, acquires AC15s, and people start to notice their clean guitar sound.

October 1959

 The earliest VOX guitars appear. These outsourced instruments are named simply the "VOX Solid Body." Offered with either one or two pickups, they are very similar in appearance to guitars built by Guyatone.

Early 1960

 AC15 amplifiers are offered in a two-tone grey Rexine covering. There is much experimentation during the year with alternate coverings and grillcloths on all amplifier models. 

Spring 1960

 With Rock-n- Roll becoming more and more popular, there is a need for a louder VOX amplifier. Inspired by the arrival of the 60-watt Fender Twin amplifier from the U.S., the decision is made at Jennings to make their own twin speaker amplifier. The first version is basically a double power AC15. With essentially the same circuit, but with four EL84s in the output, it has upgraded components, two 12" Celestion speakers, and four inputs. This TV front amp is given the model name "AC30/4 Twin." It has two channels- one Normal and one Vib/Trem. As with the Fender model, "Twin" refers to two speakers. 

Also introduced is the AC6 - a small practice amp. By mid-year, this evolves into the AC2 with only the moving of the tone control and a name change.

July 1960

 The Shadows reach number one with their first instrumental, "Apache," which features the sound of AC15s. VOX amplifiers are known as the best of British amplifiers.

November 1960

 The VOX guitar range now boasts five budget guitars - the Ace, Duotone, Soloist, Clubman, and Stroller – along with the decidedly up-market three pickup Consort and two pickup Escort. Also offered are two bass models - The Contour and Bassmaster. Built by Stuart Darkins and Co., a furniture maker in Shoeburyness, all could be described as copies of Fender guitars.

Late 1960

 The Shadows take delivery of three TV front AC30 Twins. Although only used for a short time, and little seen, this model is forever associated with them. Also seen are the first VOX chromed amplifier stands.

Not totally satisfied with the results of the Celestion G12 speakers being used in VOX amplifiers, Chief Engineer Derek Underdown and others at JMI work with the engineers at Celestion to come up with a version that better fits the needs of VOX amps. By August this new speaker is ready, and is given the Celestion designation, "T.530." Originally painted an oyster Hammertone colour, by the start of the new year it is painted azure blue and sports a belled magnet cover. This version is now fondly known as the "Vox Blue."

Around the fall of 1960, Dick Denney's version of the AC30 goes into production. By using the reliable ECC83 (12AX7) valve in the pre-amp stage, a third “Brilliant” channel is added, increasing the number of inputs to six. Dubbed the AC30/6, it is marketed alongside the AC30/4 for almost a year and a half before the less popular AC30/4 is discontinued. 

By the end of the year, beginning with the AC15s, the new Split-front design is introduced using the new Fawn coloured Rexine. With only colour changes, this cabinet design is used through to the present day. 

October 1961 

 Tom Jennings decides that VOX guitars need their own shape, style, and identity, and commissions something unique and previously unseen. Presented with a radical trapezoid design, Tom brings it out as "The Phantom," which quickly becomes an icon of '60s guitar design. These early Phantoms are the first VOX guitars built from scratch at the Jennings factory, and feature pine bodies, metal pickup covers, and a unique tremolo design.

Late 1961

 In an effort to placate the wishes of the groups of the time for more high end, an add-on device is offered that can be added to an AC30. This "Top Boost" unit is mounted to the back of the chassis, with its two controls on a white Traffalite plate that is accessed through a hole in the back of the cabinet. It gives proper treble and bass controls and an extra gain stage, with an amazing combination of total variations by adjusting only two knobs. By 1963, it would be available not only as a separate add-on, but as an integral part of the circuit. 

December 1961

 The AC2 magically becomes the AC4 with no internal or external changes. 
1962

 The VOX Continental Organ is introduced. With its characteristic orange colour and reversed black and white keys, it is an instant classic, used by most of the British Invasion groups including The Animals and The Beatles, and later in America, by The Doors. It would soon be joined by the double manual Continental II and the less expensive Jaguar. 

July 1962

 The Beatles buy their first VOX amplifiers on hire purchase (credit). John gets an AC15 Twin and George an AC30 Twin with added Top Boost– both amps are in covered in Fawn Rexine.

August 1962 

 The first T.60, arguably the first transistorized amp for bass guitar, is given to former Shadows' bassist Jet Harris.

September 1962 

 The Beatles record "Love Me Do" and "How Do You Do It?" using their Fawn VOX amplifiers. They will record a total of five songs using these particular amps. 

October 1962

 "Telstar," by the Tornadoes, is released and tops the U.K. charts. Its characteristic riff is played on a Univox organ. Also on the charts this week are Bert Weedon, Lonnie Donegan, The Shadows and The Beatles – all VOX users.

January 1963

 VOX amplifiers begin the changeover from Fawn covering to black. This transition happens to each model at a different time. Over the next few years, there will be a half dozen variations on the black covering used. 

Reg Clark makes the deal of a lifetime, giving The Beatles' manager Brian Epstein two (almost) free AC30 Twins in the new black covering. Brian in turn promises the free use of The Beatles to publicize VOX. 

Mid 1963

 The Phantom is revamped. Now called the Mark II, it is redesigned with an improved neck, pickups, and tremolo. Phantoms are very successful, being used by many top artists of the era including the Dave Clark Five and the Hollies.

The guitar line now features 17 different models – and all guitars are now made to far higher standards - necks and bodies are now made by E. Gomme and Son (G Plan) in High Wycombe, and assembled at the Jennings Factory. 

One of the models is the Bouzouki electric 12-string, which is available a full 6 months before Rickenbacker hands George Harrison their second prototype 12-string instrument

In need of more capital to grow his company, Tom Jennings, after an extensive search for investors, sells a controlling interest in JMI to a large conglomerate, the Royston Group. Unfortunately, this does not become the relationship Tom has in mind, with Tom eventually forced out of his own company in 1967.

December 1963

 The AC50 and AC100 Bass amplifiers are in production. Some of the first ones go to The Beatles, who use them on stage for "The Beatles Christmas Show." The amplifiers will later be heard (but not seen) on "The Ed Sullivan Show," and seen (and heard) in "A Hard Day's Night."

The first prototypes of VOX's second iconic guitar design – the Phantom Mark III - are built by Mick Bennett at the Jennings factory, and feature a brand new plectrum-shaped body. It quickly becomes known as the "Teardrop." One of the first prototypes - a white, two pickup, six-string model using a Fender Stratocaster bridge is given to Brian Jones of the Rolling Stones. He uses it extensively during 1964 and '65, and it becomes forever identified with him.
 
1964

 John Lennon adopts the VOX Python guitar strap. Based on an idea by Reg Clark, the Python is a wide black leather strap with a series of overlapping chromed metal scales, inspired by the chinstraps of the British Guardsmen's helmets. It is also offered in brown leather with brass scales. 

Also this year, in an effort to add more room, manufacturing is moved to a three story building on West Street in nearby Erith. There, JMI shares the building with Burndepts, another Royston Group company that happens to manufacture chassis for VOX amplifiers. 

Mid-1964

 The Celestion T.530/Vox Blue speakers get a paint job. Now done up in Poly Grey, they are the exact same speakers, but are now re-named the T.1088. 

August 1964

 The first AC100 Super DeLuxe cabinets with four Celestion T.1088's and two Goodmans Midax horns go to John Lennon and George Harrison. They are immediately pressed into service on The Beatles' first full-fledged American Tour. The Beatles will continue to use AC100s and AC100 SDLs for roughly two years. 

Dick Denny and Derek Underdown work hard on prototypes for Dick's brainchild - the VOX Guitar organ - a revolutionary concept that offers the workings of a VOX Continental Organ in a Phantom Guitar body. The idea offers guitarists the chance to play organ sounds on a guitar. An early version is displayed at a London trade show in August, but problems with the design lead Dick back to the drawing board. The Series Two Guitar Organ is finally released in early 1966.  

Also at the Russell Hotel trade show in London, Thomas Organ of Los Angeles places an order for $1,000,000 in VOX equipment to be shipping to the United States. The American teenagers are so rabid for VOX, that the first orders are air freighted. By November, Thomas orders another $1,500,000 worth of VOX equipment.

September 1964

 By now, the VOX catalogue contains the VOX Echo machine and the VOX Radio Microphone, as well as a full line of amplifiers including the AC4, AC10, AC10 Twin, AC15, AC15 Twin, several versions of the AC30 Twin and AC30 Super Twin, AC50, AC100, Foundation Bass, and T.60. Also seen is the AC30 Expanded Frequency-Fifteen, which is an AC30 chassis with integral Top Boost in a larger cabinet containing a pair of the same 15" Celestion speakers as found in the T.60 cabinet. 

Spring 1965

 In the same way that the VOX factory struggles to keep pace with amplifier orders from America, they experience the same problem meeting demand for their guitars. The solution is to set up a second factory with Italian maker EKO in Recanati Italy to produce guitars for the U.S. market. By summer of 1965, most VOX guitars entering the U.S. are made in Italy. The first of these Italian guitars are exclusively re-named versions of U.K. models, but by 1966, original designs start to appear. Production of guitars at U.K. factories in both Dartford and Erith continues until January of 1968.

July 1965

 A new semi-acoustic teardrop bass is designed for Rolling Stones bassist Bill Wyman. The U.K.-made production version of the Wyman Bass is soon joined by 6- and 12-string models - The Spitfire Mark VI and Spitfire Mark XII. Beginning in 1966, Italian versions of these are also made – re-named the Wyman Bass, Acoustic Mark VI, and Acoustic Mark XII.


 
September 1965

 Prototypes for a novel short scale electric 12-string - The VOX Mando Guitar - are worked up by Mick Bennett and his team at the Dartford Road factory. Early examples are presented to George Harrison and Brian Jones. Production begins in earnest during 1966 at both the Italian and British factories, and the Mando guitar is quickly recognized as a great studio tool.

The Thomas Organ Company begins to supplement the imported VOX valve amplifiers from the U.K. with their own U.S.-made tube models. Soon, these are replaced with all transistor models, designed and made in the Los Angeles suburb of Sepulveda. The Super Beatle amplifier appears with a host of features including built-in tuning tones and a Hammond licensed reverb effect.

Although Tom Jennings does not want to have VOX amplifiers manufactured outside of the U.K, parent company Royston does, and Royston wins. From this point on, JMI makes VOX amps in England, and The Thomas Organ Company makes VOX amps in the U.S. All U.S. amplifier models soon become transistor based.

1966

 The 4- and 7- series amplifiers (Hybrids) are added to the catalogue. Inventive for their time, these U.K-made amplifiers borrow some technology from the U.S. amps, with modular, transistorized front ends (preamps) and valve back ends (power sections). Made in very small quantities, these amps are used on The Beatles' "Revolver" and "Sgt. Pepper" albums, as well as being used by The Troggs, Billy J. Kramer, and The Rolling Stones.

At Brian Jones bequest, Mick Bennett and his team design and build an electric dulcimer. Named the Bijou, and produced in limited numbers, Jones uses his extensively throughout 1966.

Due to the quick rise in cost of the metal Alnico, which is used for the magnets in the T.1088 and other speakers, Celestion brings out a line of ceramic magnet speakers. Less expensive to manufacture, they first appear on some of the Hybrid amplifiers. 

November 1966

 JMI and Thomas Organ form a consortium with the Italian guitar manufacturer EKO. Named EME, the new company will manufacture guitars and organs for the U.S. and other markets. 

April 1967

 JMI/VOX receives the prestigious Queen's Award for Industry. 

The spring catalogue introduces the new, all solid-state line. Guitar amps shown are the Traveller, Virtuoso, Conqueror, Defiant, and Supreme. Bass amps are the Dynamic, Foundation, and Super Foundation. All models feature onboard distortion. This line will continue to be made for several years. 

The AC30 Twin and AC50 continue to be manufactured. The AC30 Twin will be in constant manufacture to the present day. 

Vox guitars from the professional range (both Italian and British production) are now offered with optional on-board effects. These include fuzz, repeat percussion, top boost, mid boost, bass boost, and an E tuner. 

June 1967

 The Italian-made guitar line boasts a teardrop design - the Starstream - plus the Gibson-esque - Ultrasonic and Grand Prix. These models include the onboard effects plus an additional palm operated Wah-Wah.

Summer 1967

 The last original U.K.-designed VOX guitar is launched - The Marauder.  It features an oddly shaped, almost square body, with optional effects. 
 
The Wah-Wah pedal makes its first appearance. Designed as a team effort by Brad Plunket (electronics) and Del Casher (concept and voicing), it is originally marketed as being able to emulate the sound of a muted trumpet. The VOX Wah-Wah pedal is one of VOX’s most innovative and successful products, soon being used live and on records by Jimi Hendrix and Eric Clapton.

September 1967

 Tom Jennings is asked to resign from the company he started over two decades ago. Dick Denney and Custom Shop manager Mick Bennett follow him back to 119 Dartford Road, where Tom forms a new amplifier company, JEI. Derek Underdown is also made redundant, and leaves the company. 

1968

 With the departure of Tom Jennings and internal problems within JMI, U.K. guitar production grinds to a halt in January.

Investments by other companies in The Royston Group go bad, and the entire Group goes down, taking JMI/VOX with it. By June, the company is no longer known as JMI, but as Vox Sound Equipment, Ltd. This would later be shortened to Vox Sound, Ltd. 

The Beatles record the White Album, in part with a Solid State VOX Conqueror. 

1969

 The last of the Italian made Vox guitars are produced at the EME factory, although many of these remain unsold into the early '70s.

March 1969

 Vox Sound Equipment, Ltd. goes into receivership. 

Late 1969

 By the end of the year, the Corinthian Bank becomes the new owner of Vox. 

1970

 Vox Sound, Ltd. is sold to a consortium comprising of John Birch and George Stowe of Stolec Electronics and the Schroder Bank. Manufacturing is moved to Hastings, where a few organs and AC30s are made. At this point, the valve rectifier is eliminated and printed circuit boards are introduced. 

1973

 Vox has the good fortune to be championed by Brian May of the group Queen. Brian combines multiple AC30s with a unique playing style, and the image of him backed by a stack of AC30s provides excellent and much needed promotion for Vox.

1974

 CBS Arbiter, the UK Fender importer, buys Vox Sound, Ltd., and the VOX brand passes to a new owner. Production moves to the Dallas Arbiter factory in Shoeburyness, where their version of the AC30 is made.

At CBS Arbiter, AC30s are again made with point-to-point wiring. In a cost cutting exercise some features are changed - the Celestion T.1088's with their Alnico magnets are replaced with Celestions with ceramic magnets, and the cabinet is now made out of particleboard as opposed to plywood making it both heavier and weaker.

CBS Arbiter reintroduces VOX organs with the re-issue of the Continental I and the Continental 300. They also offer a new version of the AC50. 

A mini AC30, the Escort, is offered. It is a small practice amp with a 2.5-watt output that can work on batteries or be plugged into the mains. 

1975

 A Solid State version of the AC30, the AC30SS, is available, and although it does not sound like a valve AC30, at the time, it is good value for the money.

1978

 Someone at CBS notices that they own not only VOX but Fender as well, and sees this as a conflict. CBS Arbiter then sells VOX to Rose Morris. Rose Morris had been the distributor of Marshall amplifiers throughout the 1970s. When it became apparent that Marshall wished to do the job themselves, Rose Morris started looking for another amplification line to run, and picked VOX. Interestingly, Rose Morris contracts to continue making amplifiers at CBS Arbiter's plant in Shoeburyness.  

1980

 Much work needs to be done to revive the VOX name, and there are many manufacturing difficulties to overcome, but at the 1980 British Music Fair, the VOX V125 is launched. This is basically a modified AC120 in the form of a head that drives 2 x 12" speaker cabinets with open backs. Soon other models appear - a V125 Bass, a V15 valve combo, and the transistor Escort 50 Lead and Escort 50 Bass. Utilizing a modified V125 chassis, a combo known as the Climax is also made.

1982

 VOX begins production of guitars again. Made in the Far East the “Custom” and “Standard” guitar ranges provide some of the best quality guitars to bear the VOX name. Later, in 1985, the Korean-built White Shadow guitar makes an appearance, replacing the Standard and Custom range.
 
1984

 With the help of outside contracted design and manufacture, the VOX Venue series starts production. It is comprised of 50- and 100-watt combo amps for guitar and bass and keyboards. Also offered is a GT100 model with a high frequency horn for the acoustic guitar. A short-lived Venue-based P.A. design is introduced with two models - the Venue PA 120 and PA 200. The Venue range is well received and used by groups of the 1980s including the Style Council and the Smiths.

1985

 The AC30 undergoes a re-design in order to reduce its production costs. This cost cutting assures that it is not dropped from the catalogue. The design uses one PCB. A reduced gain design is employed to overcome problems with lack of availability of good quality valves, as well as the hum problems associated with the single PCB design. The contractors Audio Factor, who also made the Venue range, made these AC30s.

1986

 The Dual 100 is added to the Venue range. This employs a twin switched channel to compete with the successful Sessionette amps that are a strong competitor. New valve models are introduced - the Concert 501 and the Concert 100 head with the 4 x 12" speaker cabs. These sell in the export market and retain some of the VOX good looks.

1989

 Rose Morris decides that the way forward is to acquire its own manufacturing facility, so they buy a large section of the Precision Electronics plant in Wellingborough, and hire a small team to make VOX amplifiers. P.E. soon designs and builds a new transistor range for VOX called the Q-Series, as well as taking over the manufacturing of the AC30.

1990

 The AC30 undergoes some changes, but this time for the better. An attempt is made to make it sound like an original early '60s model, and a limited production run of 1000 are made. Branded the AC30 Limited Edition, each amp has a brass plate on the back with the unit’s number. The Limited Edition is even endorsed by Dick Denney, who for the first time in 23 years again has some association with Vox.

1991

 Because of the success of the AC30 Ltd. Edition, a new model AC30, based on the same design, is introduced. The "AC30 Vintage" has reverb, and is also available as a head.

 Both the Limited Edition and the Vintage are fitted as standard with G12M Celestion speakers, but as an option, a version of the Vox Blue speaker model is available. Celestion does not make this speaker, and although it is a good attempt at recreating the original, there are noticeable differences.

1992

 Rose Morris sells VOX to its present owner KORG.

1993

 For financial reasons, the small VOX manufacturing facility at Wellingborough is shut down. 

Realizing that it is the original AC30 that guitarists want, the KORG-era AC30 is put back to as near to an original design as can be achieved with today’s manufacturing considerations. With two major changes to the design, great leaps are made in approximating the sound of the 1960s AC30. The first is replacing the GZ34 valve rectifier. Not used since the late 1960s, and although a primitive component by today’s standard, it plays a major part in obtaining the real AC30 sound. The second change is the introduction of the newly reissued original-style VOX Blue Alnico speakers. After much work, Celestion is once again able to build the same speakers as before. Not only is the sound of the original AC30 achieved, but with the reintroduction of the basketweave Rexine and the vintage-style brown diamond grill cloth, this new AC30 looks very much like the original model. The result is the AC30 that you can buy today, with little change from the original, proving that Tom Jennings, Dick Denney, and Derek Underdown were right first time.

Also seen is the reintroduction of the classic VOX Wah-Wah pedal made to the original specifications. This is shortly followed by a limited production run of the VOX Tone Bender germanium transistor fuzz box. 

1996

 The new AC15 arrives. This new version is based on the original AC15, but with more practical features for the modern user, such as reverb, master volume and tone controls.
 
1997

 The AC1 desktop battery-powered amplifier is introduced. With 1-watt into twin 2-inch speakers, this mini amplifier looks like a miniature AC30.

1998

 Two new pedals arrive, the Valve-Tone and the Distortion-Booster.

A reunion of over 20 former JMI/VOX employees is held in Dartford. 

1999

 The VOX Pathfinder 15 practice amplifier makes its debut and is well received at the Frankfurt Musik Messe. 

The VOX Cambridge range is developed for release in late 1999.

The first VOX fan festival, VoxFest '99 is held in Riverside, California.

2000

 The new VOX Cambridge 30 Reverb & Cambridge 30 Reverb Twin amplifiers, featuring a two channel valve driven preamp, arrive. 

Frankfurt Musik Messe sees the launch of the new VOX T-25 bass guitar combo.

'Everlast' appears on the back cover of VOX's catalogue with the AC30. 

2001

 VOX R&D becomes a division of KORG Europe.

July's music trade shows in the U.S. and U.K. launch the new revolutionary Valvetronix range and the T60 & Pathfinder 10 combos.

2002

 The VOX T-15 bass amp and new pathfinder 15 & 15R amps are shown at the Frankfurt Musik Messe.

Interest in the AC30 makes another resurgence when Lenny Kravitz tours with a wall of combos and custom cabinets.
 
2003

 VOX introduces the UNION JACK WAH pedal with a colourful flag on the pedal body.

Matchbox 20 appears in an ad with the VOX AC30.

2004

 VOX's relationship with Brian May is further cemented when the company introduces the VBM-1 Brian May Amplifier.

VOX releases their hand-wired AC30 head and combo to critical acclaim, and the Pathfinder 10, 15 and 15R portable combos are reintroduced.

Youth-oriented artists begin to insist on VOX, when groups like Primus, Train and Our Lady Peace join the VOX register. 

The new CHROME SERIES of Valvetronix amplifiers is launched. With modified looks, great modeling sound and a punch of power, it finds favour with younger players.

2005

 VOX R&D's office is established in England.

ToneLab is introduced, offering VOX's innovative Valve Reactor and Valvetronix modeling technology in a portable desktop processor.

VOX introduces COOLTRON technology, and releases the first line of battery powered stomp boxes that include a tube.

VOX production moves to China and the AC30 Custom Classic is introduced.

VOX continues to gain popularity and artists such as Meredith Brooks, Simple Plan and Slipknot who endorse the AC30 and Valvetronix amps.

2006

 The portable, affordable DA5 amplifier is launched and later includes a variety of amps in red, pink, green, and other colours.

VOX's popularity surges with diverse artists that include Jim Ward of Sparta, Claudio Sanchez from Coheed & Cambria and Patrick Stump of Fall Out Boy.

2007

 Taking a further step forward in sound development, VOX presents its AC50 and AC100 CLASSIC PLUS heads, cabs and combo.

VOX celebrates its 50th year of amplifier design with two custom created AC15 models, the first in its new line of Heritage Collection amplifiers.

The first three models in a series of guitar headphone amps are introduced - the amPlugs.

2008

 The definitive history of the brand, "VOX Amplifiers, the JMI Years" by Jim Elyea is published.

High-end semi-hollow VIRAGE guitars are launched at the winter NAMM show.

Vox announce that they are working with Joe Satriani to produce a new line of signature effect pedals.

Vox moves in to the world of computer software with the release of JAMVOX. Not only providing modeling effects, JAMVOX has a revolutionary feature that removes the guitar sound from CD and MP3 recordings.

The new VT SERIES replaces the best selling AD Chrome range adding more amp models and a global reverb effect.

2009

 The NAMM show see the launch of the AC4TV and the NIGHT TRAIN Valve amplifiers while at Musik Messe - Frankfurt: Vox launch the TONELAB ST

2010

 The latest incarnations of the AC15 & AC30 are launched along with the new 33 & 55 series solid-body guitars and 77 series semi-hollow guitar. Vox also moves into the world of acoustic amplification.

Vox's Valve Reactor design is incorporated into a new AC15VR & AC30VR hybrid amp series.
Guitar Amplifiers History
In the 1984 mockumentary, “This is Spinal Tap,” guitarist Nigel Tufnel explains to a bewildered filmmaker why his custom amplifier is better than any other amp out there: "The numbers all go to eleven.” True, most amps only go to ten. Tufnel might not have been a deep thinker, but the guitarist’s desire for just a little more volume is what gave birth to the notion of an amplifier in the first place.

Before Amplifiers

According to “Electric Guitars: The Illustrated Encyclopedia,” by Tony Bacon, guitarists in the 1920s and 1930s found that they were being drowned out by the loud brass horns typical of big band and swing ensembles. Manufacturers tried numerous innovations to make the acoustic guitars louder, like increased body size and innovative soundhole design, but in the end, there was only so much volume a guitarist could get out of an acoustic guitar. Even the resonator, a guitar with a metal body and vibrating inner components, was not loud enough to cut through the horns section.

The Electric Pickup

According to Bacon, players and guitar manufacturers in the 1920s and 1930s experimented with attaching a pickup to the guitar’s body, near the strings. The pickup would then send a signal to an amplifier and speaker. After the electric pickup caught on, guitarists had a cord to plug directly into an amplifier. As the electric guitar became more popular after World War II, production of amplifiers steadily increased. In his book, “The Electric Guitar Amplifier Handbook,” Jack Darr compares a guitar amplifier to a public address system. “[The amplifier] consists of a source of signal (the microphone or pickup), the amplifier (to build up the weak electrical signal to whatever power is needed), and the speakers.”

The '60s: When Amps Got Loud

In the 1960s, as the sound of rock began to change in exciting and unprecedented ways, guitarists still wanted more volume and more creative control over the sound. Marshall Amplification, a manufacturer of guitar amplifiers that began a long history of production in the early 1960s, joined other manufacturers in designing new amplifiers based on musicians’ specifications. Guitarists wanted to change their sound in new ways, so they asked for amplifiers that allowed them to control gain, highs, middles, lows and reverb. Another thing they wanted: more volume.

The Loudest Amplifier Yet

In the mid-'60s, The Who frontman Pete Townshend asked Marshall for a custom "stack," a 100-watt amp with two speaker cabinets and eight 12-inch speakers. According to a timeline on the Marshall website, “The 'stack' was born from Pete Townshend's original request for an 8x12 cabinet.” Most speaker cabinets at the time were only 4x12---one cabinet, with four 12-inch speakers. Jimi Hendrix and Eric Clapton perfected their rock and blues sounds during this era of new and powerful amplifiers, when rock musicians began to ascribe real weight to the choice of one manufacturer’s amplifier over another’s.

Amplifiers Today

Many amplifier companies, like Carvin and Vox, saw their manufacturing increase with the emergence of the '60s rock sound. Amplifiers today can model a variety of effects, and some can even digitally reproduce the sound sets of vintage models. However, some musicians believe there is no recreating the sound of a certain, special amp-guitar combo. There is a thriving market for vintage amplifiers, just as there is for vintage guitars, with some retailers specializing in vintage items.
History of the Marshall Guitar Amplifier
The history of the Marshall Guitar Amplifier is very interesting. The company started off small and was founded by a British music teacher then over the years it grew into a huge success. Most avid guitar enthusiasts have heard of or own a Marshall amplifier. They are known to be one of the best companies in the world to provide high quality amplifiers.

People are drawn to the unique sound this amplifier provides. It stands out in the crowd of other brands of amplifiers. There are many famous rock guitarists that will only use the Marshall amplifier to produce their sound. These amplifiers are high quality, high end products. But the company has worked hard to develop models that are affordable to most guitar players.

Jim Marshall started out his company by selling various amplifiers and musical equipment. One of the amplifiers they sold was a U. S. Import called the Fender amplifier. This is a very popular amplifier, however it was very expensive. Marshall decided to produce his own brand that was just as good in quality but more affordable. His first amplifier was created at it was referred to as the Marshall Sound due to its unique, hard hitting sound.

Marshall went on to create many different types of amplifiers. Original amplifiers that Marshall developed were almost replicas of existing brands. But he soon learned how to develop his own brand with the help of some engineers. The design made the amplifier more conducive to producing quality sound. They were also structured differently than other models on the market.

The company soon perfected its brand of amplifiers and came out with the Master volume series. These are extremely high quality amplifiers that provide a strong and power sound. There was no other amplifier on the market that could match this unique and edgy sound. As a result, rock guitarists were drawn to the brand and many famous musicians used this amplifier.

As the company grew and expanded, the created an entire line of high end amplifiers. No other amplifier on the market could match its powerful sound. There were also amplifiers that were made for the middle market that were more moderately priced. The company became known for providing the best amplifiers on the market. Each system has its own sound variations.

The Marshall Guitar Amplifier has been around for a long time. This company has built up a solid reputation for providing some of the best sounding equipment on the market. They come in a broad range of prices to fit most budgets.
Рассказывает Randall Smith 

Предлагаем вашему вниманию рассказ Randall Smith – основателя, руководителя и главного разработчика легендарных гитарных усилителей Mesa Boogie. В этом монологе Randall говорит о своем жизненном пути, делится своими взглядами на музыку и оборудование и, разумеется, открывает историю зарождения монстра под названием Mesa Boogie. 

Cамые ранние мои воспоминания связаны с музыкой. Я до сих пор помню, как лежу в своей кроватке и слышу, как мой отец играет на тенор-саксофоне. Он играл на танцах в гостинице и пару лет после войны вел собственную радио программу. Он также был первым кларнетом в Оклендском Симфоническом. Поэтому дома всегда было полно музыки, живой музыки. Моя сестра была старше меня на пять лет и прилежно занималась на пианино, и я помню, как она разучивала сонаты Бетховена, Моцарта и Шопена. У этих пьес превосходная гармония и мелодика. Я помню, как эта музыка влияла на мое настроение, потому что некоторые пьесы были мрачноватые, а другие светлые и радостные. Я думаю, мой мозг начал воспринимать музыку до того, как стал понимать речь! Я также помню запах открытого кофра, в котором отец держал саксофон, а когда он играл, казалось, происходит волшебство. Моя мать даже сказала: «Он опутал меня своим звуком», имея ввиду то, как они встретились и полюбили друг друга. 

Когда мой отец начал учить меня кларнету, который по его мнению должен был предшествовать саксофону, он заставлял меня играть одну ноту в течение двух недель, и пока я не доводил ее до совершенства, он не объяснял мне, как играть следующую. Он учил меня как извлекать звук и как слышать и распознавать все составляющие тембра. Конечно, теперь это очень помогает в поиске звучания усилителей. 

Примерно в то время, когда Leo Fender делал свои первые усилители, я познакомился с радиолюбителем Ernie, который работал с моим отцом. В ту пору стерео звук еще не был распространен, а концепция hi-fi только зарождалась. Все что продавалось в магазинах – либо маленькие радиоприемники, либо огромные шкафы со встроенными проигрывателями. Если вы хотели другого, надо было паять это самому. У него бы крутой студийный проигрыватель с очень футуристически выглядящим тонармом. Все было смонтировано на деревянном брусе, который покоился на четырех пивных банках. При этом он звучал превосходно через самодельный ламповый усилитель, и это казалось клевым занятием. Я взял у него «отходы производства», но не сваял из них ничего законченного, пока мне не исполнилось 11 или 12 лет. Затем, я познакомился с человеком, который занимался тем, что собирал у себя в гараже промышленные системы управления. Его сын был немного старше меня, и увлекался сборкой радиоаппаратуры. Я пошел к его отцу в рамках скаутской программы «полезного труда». Я думал это будет просто. Как же я ошибался. 

Чтобы получить очередной скаутский значок, я должен был выпилить три поделки, всего лишь. Когда я закончил выпиливать, и в мастерской появился этот человек, я встревожился. Он раньше служил на флоте, выглядел как Клинт Иствуд, вставший не стой ноги, и был крут, как яйца. Я дал ему свои поделки, и он недобро посмотрел на меня, потом сказал: «Пошли». Когда мы пришли в его мастерскую он сказал: «Вот это пилильный станок». Он включил его, сложил мои поделки в стопку и прошелся по ним пилой крест-накрест. Потом посмотрел на меня, и выкинул ошметки в мусорный бак. «Вот, что я думаю о твоей работе. И вот, что я думаю о тебе». 

Понимаете, его философия заключалась в том, что когда человек что-то делает, он создает эквивалент своей ценности на этот момент. Он знал, что я особо не старался, выпиливая свои работы, и не собирался расточать мне фальшивую похвалу чтобы, как принято сегодня, «помочь мальчику повысить самооценку». Нет, работа была плохой, и я был опозорен. Но, несмотря на то, что я был сильно сконфужен, я остался в мастерской. Я провел там три недели и выпилил кучу заготовок. Я научился держать и точить инструменты и как работать вместе с настоящим мастером. В то время он работал над пультом управления для Nautilus, первой американской ядерной подводной лодки. У себя в гараже. Вот насколько крут он был. Все, что он делал сносило мне башню, настолько это было круто. Помимо своего основного, функционального назначения, это были предметы искусства. Я очень сдружился с его сыном, и мы проводили все свободное время у него в мастерской, собирая для тренировки с нуля усилители, передатчики, модуляторы… Все ламповое, поскольку транзисторы еще не вошли в обиход. 

Через несколько лет мои интересы сместились в сторону машин, девчонок и рок-н-ролла. Я учился в университете в Беркли и играл на барабанах в рок-группе. На одном из концертов усилитель нашего клавишника Sunn 200, перегорел. Я сказал, что отремонтирую его сам к следующему дню, потому что у нас не было ни копейки на ремонт. Клавишник очень беспокоился, но в итоге сдался, после того, как я уверил его, что ничего не испорчу. Ремонт был довольно несложным, и на следующий день он предложил открыть музыкальный магазин. «Что мы знаем про то, как держать музыкальный магазин?», - спросил я. Он сказал, что будет стоять за прилавком и продавать товар, а я буду в подсобке заниматься ремонтом. Магазин оказался бывшей китайской продуктовой лавкой, а подсобка – холодильной камерой для мяса. Он не ошибся насчет спроса: в Сан-Франциско и окрестностях в то время (1967 и последующие годы) все играли в группах. Я ощущал большую ответственность за свою работу, потому что в то время среди наших клиентов были самые крутые музыканты Сан-Франциско: Big Brother, Grateful Dead, Jefferson Airplane, Quicksilver, Santana, Steve Miller. 

В 1969 году мы решили разыграть Barry Melton, гитариста Country Joe и The Fish. Я взял маленький Fender Princeton, который стандартно имел мощность около 12Вт и имел 10” динамик, и полностью его переделал. Я вытащил внутренности, расширил корпус изнутри, чтобы туда поместились большие трансформаторы и схема классического Bassman. Затем я аккуратно расточил вырез под динамик и поставил 12” JBL D-12, который в то время был очень популярен. 

 Когда я закончил работу, я взял комбик в торговый зал, чтобы опробовать его как следует, и кто вы думаете зашел в магазин? Carlos Santana. Он пилил через этот маленький комбик до тех пор, пока тротуар не перекрыла толпа людей. Когда он прекратил играть, он сказал только: «Чертовщина. Эта маленькая штука – настоящий Boogie!" Эти переделанные Princeton стали хитом, и несколько известных музыкантов сделало на них заказы. В качестве фишки я сохранял им фабричный вид, пока до меня не дошли жалобы молодых музыкантов, которые не могли понять, как Santana добивался ТАКОГО звука от "Princeton", в то время как их комбики звучали… как маленькие дешевые комбики! После этого я изготовил несколько табличек BOOGIE и стал ставить его на переделанные Princeton, чтобы люди знали, в чем дело. Крылатое слово разлетелось и вскоре сотни Princeton/Boogie звучали со все площадок округи… И все они были сделаны в маленькой тесной мастерской, которую я оборудовал в бывшей псарне заброшенного охотничьего домика, который снимал! 

Скоро в округе не осталось ни одного непеределанного Prinecton, а мне надо было зарабатывать больше, чем приносил магазин, поэтому я подрядился на еще несколько работ. Например, я реконструировал старые загородные дома, ставя под них глубокий бетонный фундамент. Начал я со своего, потому что он почти обвалился и у него один угол был на полметра ниже остальных! 

Моей другой работой была переборка старых моторов Mercedes Benz; ничего кроме просто переборки. У меня с давних лет был маленький Austin-Healey Sprite, довольно «строптивое животное». Каждый год или два надо было перебирать его двигатель, поэтому когда я приступал к работе над старым мерсом с полетевшим движком, меня ничего не смущало. Оказалось, что эти старые движки Benz такие фантастические, что работа над ними была не очень сложной. И я знаю, что некоторые из тех, что я перебрал, вполне неплохо себя чувствовали, откатав еще 100000 миль. Это был еще один урок того, как надо правильно конструировать оборудование. 

Для того, чтобы заказывать поршни Mercedes, или бетономешалки с раствором мне требовалось официальная вывеска. Mesa Engineering на мой взгляд, звучало достаточно профессионально. Если бы я назвался Boogie Engineering, получить дилерскую скидку было бы намного сложнее! 

Первым усилителем, который я сделал под новой маркой, был басовый усилитель в отделке под змею, который я сделал для Patrick Burke и назвал MESA 450. Это был гибрид Twin и Dual Showman, который до сих пор работает. Все мои приработки дали мне возможность заказывать себе трансформаторы по собственным спецификациям. Это было критически важно, поскольку Fender перекрыли мне кран, из-за того, что я заказывал их неприлично много! Кроме того, в округе почти не осталось старых Princeton, а покупать новые, потрошить их и ставить им польностью новую начинку было по-дурацки. Поэтому мы так поступили всего пару раз. Я построил двухкомнатную мастерскую/студию/гараж рядом со своим домиком в горах. Материал для нее везли с лесопилок Северной Калифорнии на грузовике. Грузовик был перегружен, поэтому нам приходилось петлять по проселкам и бездорожью, чтобы не нарваться на дорожную полицию. Потом он застрял в 10 метрах от стройки, перекрывая всю дорогу. Мне и другу пришлось вручную разгружать бревна и волочь их в гору на место, иначе грузовик бы не стронулся с места. В два ночи приехал шериф, который грозился увезти грузовик на штрафную стоянку. Мы сказали – увозите. Мы же знали, что пока мы не разгрузимся без мощного буксира, его не вытянуть. 

Да, те еще были денечки… Какое счастье, что сейчас мне надо так надрываться. Об этом страшно вспоминать, но я был молод, а жесткая необходимость заставляла вкалывать. 

 1973 году, я, наконец, смог сфокусироваться на изготовлении Boogie, забросив все остальное. Сначала я делал все один. Затем мне стала помогать жена. Потом помогали соседи. Mike Bendinelli красил потолок в ванной, когда я его стащил со стремянки и показал, как выпаивать конденсаторы, в которых я обнаружил дефект. Он работает со мной уже четверть века и даже больше. В то время это была целая сарайная индустрия. Разные люди делали разные детали и заготовки – корпуса к ножным переключателям, разделку экранированного кабеля… Все это поставлялось ко мне, и я делал законченный усилитель. Однажды я возвращался со своего ежедневного моциона, который заключался в прогулке вверх по склону прямо за домом. И когда я шел вниз через поросль молодых деревьев, я увидел девушек, которые сидели на солнце за столом, проделывая отверстия в печатных платах, попутно загорая топлесс. Я задержался на пару минут, понимая что у меня лучшая в мире работа и дал себе слово, сохранить это творческое, счастливое настроение. 

К моменту переезда Mesa на новое место, домик в горах вырос в небольшую промзону на 4 сотки, со столярной мастерской, радиомастерской, складом отгрузки, двумя офисами и несколькими постоянными сотрудниками. В то время мы уже экспортировали продукцию в 37 стран. И на этому участке мы сделали 3000 штук Mark I Boogie! 

 Это было полное безумие. Я стремился сделать все собственноручно, просто чтобы вникнуть в каждую деталь. Сейчас это выглядит странным, но я тогда делал печатные платы сам. Не все время, но первую пару лет точно. Я купил большие листы омедненной эпоксидной смолы, разрезал их на своем станке, сделал шелкографию и построил бак для протравки, который управлялся ножной педалью, которую я позаимствовал у своего электрооргана 

По сравнению с платами, которые мы используем сейчас, мои были примитивными и грубыми. Я буквально вскакивал из-за обеденного стола и скатывался по ступенькам вниз, в мастерскую, чтобы выхватить плату из кислоты, пока она не растворилась целиком. Меня спрашивали, что за пятна на стене? А это я отряхивал платы. Это продолжалось до тех пор, пока кислота не попала на мою жену. Все обошлось, но с тех пор платы делались на стороне. 

У первых моих усилителей передние панели были покрыты черным акриловым лаком, на который я шелкографией наносил все надписи и разметку, после чего порывал матовым фиксатором. Пока я делал один-два усилителя в месяц, я не мог заказывать таблички у других компаний. То же самое с корпусами. Я вносил столько изменений в конструкцию, что делал все корпуса заново сам, применяя выученные в детстве навыки работы в мастерской. 

Первые Boogie были сделаны под сильным влиянием Fender. Я всегда любил усилители Fender, они просто образец того, как надо правильно делать многие вещи. Их тембр-блоки до сих пор предел совершенства. Почти каждый усилитель восходит к Fender (то же касается и многих гитар). Даже классические Marshall задумывались как копии Bassman. 

Но как бы то ни было, многие мои клиенты жаловались мне на ограничения усилителей той эпохи. Это сейчас они дорогие коллекционные раритеты, а тогда это был ширпотреб. Основной бедой было то, что перегрузка и громкость были неразрывно связаны. Была только одна ручка громкости, и не был возможности задрайвить усилитель так, чтобы он не орал на полную катушку. Хотя некоторые мастера впаивали дополнительно мастер-громкость, я этого не делал, потому что от этого было мало толка. В стандартных схемах Fender было недостаточно гейна. Даже Santana со своим накачанным Princeton жаловался на недостаток сустейна. Это то по чему он сходил с ума – сустейн, возможность держать ноту чуть ли не до бесконечности. Иногда ноты «повисали», но не так часто, как ему хотелось бы. Частичное увеличение гейна немного помогало, но не давало большого, жирного звука с предсказуемым сустейном. 

 Затем, в процессе работы над проектом предусилителя, который я делал для Lee Michaels, чтобы в полной мере прокачать новые (на тот момент) могучие усилители мощности Crown (DC-300), я наткнулся на Святой Грааль. Я не имел ни малейшего представления о том, какой сигнал с предусилителя нужен был Crown, но я знал, что несколько толковых мастеров и компаний не смогли сделать то, что было нужно. А поскольку я не знал, что требуется, я решил подстраховаться, добавив в схему дополнительный ламповый каскад и настройки громкости (точнее гейна) в трех разных точках, чтобы можно было поймать необходимый баланс. Когда мы подключили схему в студии Lee, она сперва не сработала, потому что мы подключили динамики прямо к предусилителю. 

Пока мы не осознали свою ошибку, мы выкручивали ручки громкости до упора, потому что слышали только слабенький тонкий звук. И когда мы подключили динамики правильно и Lee ударил по струнам, нас просто размазало по стене. Мы посмотрели друг на друга с ухмылками до ушей и начали крутить ручки. Это было грандиозно! Можно было получить чрезвычайно мощный и чистый звук, громче чем любой Fender. 

Но, что самое важное, можно было нарулить доселе неслыханное количество гейна при помощи первых двух ручек, регулируя громкость отдельно. Это был ОГРОМНЫЙ звук. И он давал бесконечный сустейн. Это было рождение многокаскадной хай-гейновой архитектуры. Мы больше не говорили о 20% или даже 100% увеличении гейна по сравнению с «обычным» гитарным усилителем. Речь шла о увеличении гейна в 50-80 раз, и это был новый мир. 

Я осознавал, что это настоящая революция, и мне не терпелось сделать новый 100Вт комбо на четырех 6L6 для Santana. Я был уверен, что это именно то, о чем он мечтает. И великий альбом Carlos Santana "Abraxis", представивший миру концепцию хай-гейна от Mesa это доказал. Неожиданно маленькая мастерская в горах стала важным центром в мире гитарного звука.
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Introduction

Hello, friends. I am a Mesa/Boogie fan and have owned at various times an original Mark I, a Studio .22+, a Mark IIC (that was modded to IIC+ status in 1995 by Mike Bendinelli at Mesa), a Mark IIC+ and a Mark IV. In the course of reading about Boogie, I saw that there was no one place I could go where I would get a detailed look at the various Boogie models. So, I wrote this. It is not complete, but I update it as I get more info. 

Feel free to e-mail me at morsemakos@aol.com with your comments, suggestions and corrections. 

Thanks to John Saylor, Director of the Engineering Library at Cornell University and fellow Frank Zappa fan) this history is also archived at: http://www.englib.cornell.edu/jms/boogie/history.html

I will be sending updated copy to Randall Smith at Mesa Engineering for his dining and dancing pleasure.

Enjoy! 

Dating Your Amp

The fine people at Mesa Engineering can help you date your amp if you give them your serial number (from back panel of amp), provided they have the right records. Their records for the Mark II,  III and IV are great, but may not be complete for the Mark I - although they are very good. Call Mesa/Boogie at (707) 778-6565.

The thing to remember is that Mesa/Boogie has, can and will customize and retrofit just about anything for the customer. So, the presence or absence of options such as reverb, "simul-class," 60/100 watt capability and EQ-as well as cabinets and speakers-may not always be the best way to date your amp.

Mark I

The Mark I refers to the first Boogies ever made - although they were not called "Mark I" until the Mark II came along. They were 100 or 60 watts combo amps with a 12-inch speaker, primarily Altec-Lansing or EVM. The Mark I had two channels: one clean, voiced somewhat similar to old Fender,  called "Input 2," and one "high gain," called "Input 1," which produced the overdriven "Boogie lead" sound used most notably by Carlos Santana on the "Abraxas" album and after. 

This amp in its original form is very collectable, but does not have footswitching capabilities - you plug in one or the other input for the two tones. Reverb was optional and a lot of early Boogies didn't have reverb. Later, you could get a Mark I with reverb and/or graphic EQ. 

Early models have "slave out" and "reverb" labeled on the back with Dymo stick; they do not have any "pull lead" capabilities on the volume controls. Later Mark Is had "Pull Bright" and "Pull Boost" on the volume controls. The front panel controls were Volume 1, Volume 2, Treble, Middle, Bass and Master. 

The early models are fairly inconsistent, since many of them were "custom" models, made-to-order for various buyers. Some sound cleaner, some don't. 

Boogie has reissued the Mark I with some subtle differences - check their catalog, or call Mesa/Boogie at (707) 778-6565 to order one for $2 if you don't have one. A staff person at Mesa/Boogie has stated to me that both the original and the reissue have a "looser" lead sound since the first two preamp stages occurs before the tone controls. In the various later Mark II and III models, there is only one gain stage before the tone controls. This signal chain is an issue of some dispute among Boogie owners.

Note: Original Mark Is are hard to find and expensive (and often modified if you do find one), but very collectable. While the Mark I varies in sound quality, the Mark I reissue is very consistent from amp to amp.

Mark II(A)

The Mark II introduced channel footswitching, so you could go from rhythm to lead. It also wasn't referred to as the "Mark IIA" until the Mark IIB was issued. You could also get a separate head for this model, which could be hooked up to a number of different speaker combinations, although a 1x12 cabinet was typical. However, the reverb circuit is considered noisy and the footswitching made a popping sound when used; both of these features were later improved on the Mark IIC - see below. As noted above, the preamp gain on the Mark IIs occurs after the tone controls. A Mesa/Boogie person has stated to me that the IIA has a "tighter, more focused sound" than the Mark I. The clean channel on this is very nice, but some argue that EQ is needed on the lead channel to be able to dial the midrange out in order to get something other than the "Santana" tone.

The IIA and IIB, and some late-model Mark I amps used a silicon device called "fetron" in place of one of the 12AX7 preamp tubes, and included a switch for configuring the amp for either fetron or 12AX7 operation. The reason for using a fetron was to address some of the problems associated with microphonic 12AX7 tubes in a high-gain situation; somehow, Boogie users didn't care too much for the fetron, so its use was later discontinued. 

Mark IIB

The Mark IIB introduced an effects loop and an expanded control panel, featuring both a lead drive and a lead master dial. More importantly, it marked the introduction of Mesa's "simul-class" system, where two of the power tubes (always 6L6s) run in class AB pentode while the other two tubes (either 6L6s or EL34s) run in class A triode. If you have a simul-class amp, running all four tubes generates approximately 75 watts RMS of power, while running only the class A tubes produces about 15 watts. You could also get a non-simul-class Mark IIB in a 100 watt model, which allowed to shift down to 60 watts by turning off a pair of power tubes.

The two input jacks on the front panel are marked "Input" and "Foot Switch." The front panels read Volume, Treble, Bass, Middle, Master, Lead Drive and Master. It has "Pull Bright" on the Volume, "Pull Shift" on the Treble, and "Pull Bright" on the Master. 

William G. Sacks has written, "A cool and little-known option with the Mark IIB (or original Mark II): while the effects loop isn't worth much as such, you can run the output of a volume pedal (without your guitar being plugged into its input) into the 'return' jack, and get on-the-fly preamp gain control! This is a feature that very few tube amps have ever had, even inadvertently - it uses the pot in the volume pedal as a passive limiting device, such that when the pedal is 'wide open,' it allows the preamp tubes' full voltage to pass into the power section. As the pedal is backed off, it decreases the amount of preamp signal allowed through the 'loop,' cleaning up the sound. One of my best friends sets his clean channel's preamp to 9 and uses an Ernie Ball pedal to vary the overall tone. Oh, I wish we could convince Mesa to make this a regular option on their new models..."

Note: Lots of players are buying up old Mark II and Mark IIB amps for their clean channels because, Sacks again here, "the subtle break-up you can get from that channel with its preamp volume dimed is very, very nice." A Mesa/Boogie staff person has stated to me that the Mark IIB lead sound is "bold and punchy." But it is the next model, the Mark IIC (see below), that is considered to have the best clean and lead tones of all the Boogies to date. 

Mark IIC & IIC+

The Mark IIC and IIC+ are gaining reputations in vintage circles as the best Boogies, next to the classic Mark I, due to their much-praised rhythm channels, and to a lesser degree their lead channels.

The Mark IIC featured a quieter footswitching system and a new mod to the reverb circuit. Sacks again: "The reverb was noise-ridden on the Mark II, a problem which persisted with some IIB models as well. The solution Mesa came up with involved resistor swaps and a change in ground lead placement. That mod is still on the books of 'official' mods, which they send to their authorized techs; it runs about $50." Nowadays, Mesa/Boogie no longer does this mod at its own factory. 

The Mark IIC+ was the last of the Mark II series and featured a more sensitive (i.e. useful) lead channel and, more importantly, an improved circuitry in the effects loop. Unlike earlier Mark II models, pedals could be used without the amp's signal overloading their inputs. However, the volume pedal option on the Mark IIB discussed above by Sacks cannot be implemented on Mark IIC+s. 

Some owners/dealers/sellers often say the "+" refers to an amp having an EQ, but they are mistaken. The mistake originates, I believe, because in the mid 1980s Mesa issued their Studio .22 model and then changed the name to Studio .22+, which featured improved wiring, etc. All the Mark II models could be made with EQ as an option, but not all of them did. A Mark IIC+ could, for example, refer to a 100 watt amp without EQ or reverb. 

You can tell if a particular amp is a "+" by looking for a hand-written black "+" mark directly above where the power cord attaches to the back of the amp. Be aware that many vintage dealers jack up the price on a Mark IIC+ but often don't know anything about what the "+" means - they often don't even know where to find the "+" mark. Indeed, the mark itself can be forged, so let the buyer beware. But, you can call Mesa/Boogie and ask them to check your serial number against their records. Mesa/Boogie only made about 1,400 Mark II amps before going to the Mark IIC+.

A staff person at Mesa/Boogie has told me that they can upgrade any Mark IIC to a IIC+ specs for about $200, but they have also stated that a mod to a "+" can change an amps' tone - I don't know how different the sound is between a Mark IIC and a Mark IIC+. Another staff person has stated that the Mark IIC lead sound is "harsh" while the IIC+ is "smooth." Mike Bendinelli, head tech at Mesa/Boogie, feels that the IIC+ is a huge improvement over the IIC, which he calls a "C minus". And Dave Goodman at Mesa told me that after getting an amp changed to IIC+ status, "You will never need another amp again." Pretty cool... but if you like the sound of your IIC, be careful about upgrading. 

Gil Ayan writes, "(here are some) tips on determining what Mark II you have: 1. Plastic knobs with silverdomes --> Mark IIB (JR Elswick clarifies: 'In case the dome idea leads to some confusion, the knobs on my IIB are black plastic with inset silvery 'tops' which are concave and conical.') 2. Solid plastic knobs with a 'Pull Shift' of the bass knob --> IIC 3. A '+' above the power cord and initials below it, typically 'MB' (no, not Mesa Boogie but Mike Bendinelli) --> IIC+." "To further validate the IIC+ claim, look for the serial number. It has to be between 11XXX and 14XXX and the date on the underside of the chassis has to be 1983-1985." "Last but not least, it has to sound fucking good!"

Note: The Mark IIC with simul-class & EQ, plus or minus the "+",  is now considered very collectable, since the Mark IIC models are widely considered to have the best rhythm tone of all Boogies. The price on these seem to be steadily going up. Also, I have heard that Mark I and II models sound less "Marshall"-y than the Mark III and Mark IV. But this, like many things related to Boogies, is a matter of opinion.

S.O.B. ("Son of Boogie")

The S.O.B. was introduced sometime during the Mark II era. This was Mesa's first attempt at having a "reissue" of the Mark I. It had 2 inputs and its controls were Volume 1, Volume 2, Master, High, Middle, Low, Limit. The "Limit" seems to give distortion to the amp while maintaining the volume. It wasn't really a Mark I, however, and it does not have a great reputation. 

Mark III

The Mark III introduced a third channel - a "crunch" rhythm sound right in between the rhythm and lead channels. This amp has a two-footswitch system; one footswitches between the current rhythm mode and the lead mode, and the other selects either the clean rhythm mode or the crunch rhythm mode.  The two rhythm modes share all of their controls, while the lead mode only shares the rhythm modes' tone stack, featuring independent gain and master volume controls. There seems to be some dispute over the sound quality of this amp.

Robyn Landers writes, "I wanted the Mark III to be the all-in-one amp, that would really live up to the Fender-clean/Marshall-crunch/Boogie-lead hype. It did not. Each of the three channels could sound pretty good, but not all at the same time. If you dial in a great clean sound, the crunch and leads are screwed up. If you dial in a great lead sound, the clean sound sucks, and so on. To get all three channels working so that you can switch among them for live use, a lot of compromising is made and none of them is at its best. Also it was a pretty loud amp, even at its class A setting."

Guy Matricciani writes, "I have a simul-class Mark III head (short head) that sounds more like any of my 3 Marshalls than any other Boogie, especially with EL-34s in class A. The sound quality of this amp is world class... period. On the crunch channel, it gets a really sweet tone, yet still has the monster crunch sound of a Marshall. The lead channel is the best..... You can crank up the gain and this boy just sustains all day, and the notes flow when playing fast riffs. They don't disconnect like on some amps. The tone of this lead channel is also the best. You can get a really sweet sound, sort of that wah tone, and yet you can shred and the notes come out well defined despite having gobs of gain."

The Mark III can be modded to provide a master volume for the crunch channel. Gil Ayan writes: "The problems are: if you have a small chassis head or a combo, there's really nowhere to stick the damned pot, unless you want to drill a hole at an odd place, but also, to me, it only makes a lousy sound either soft or loud. Since the amount of gain going into the crunch channel is determined by the gain of the clean rhythm channel, you will always have to compromise in that amp, maybe not on volume, but certainly on sound." Ayan also writes that the Mesa/Bogie factory can do a mod that gives "a correct (to my ears) volume on the crunch channel;" early Mark IIIs experience a severe volume loss when switching to the crunch mode.

Mark IV

The Mark IV is the state-of-the-art Mesa/Boogie three-channel combo amp, and has so much stuff on & in it that I can't begin to mention it all. Most important is the independent controls for all three channels - except bass & treble, which are the same for both Rhythm 1 (clean) and Rhythm 2 (crunch). This is considered a mistake by almost everyone who has played one, although people who use them seem to have the same settings for Rhythms 1 and 2 anyway. I think the idea behind the complaint is that "there are 92 switches on the thing... why not have two more?"

Ask Mesa/Boogie for the name of  authorized dealers in town, since not everyone carries them - mostly because Mesa doesn't discount their products. You can also order directly from  the factory, but I believe this is a "try it before you buy it" amp - great, but not for everyone.

Some folks have told me that the Mark IV lead tone is more like a Marshall than an older Boogie, but I have also been told that the Mark IV can reproduce the older Boogie "high-gain" lead sound as well as get close to an old Marshall sound. I don't know about the Marshall sound, but the Rhythm 1 and Lead modes do not sound at all like the Mark I reissue. This amp has its own sound, so you need to check it out. It is also true that you have to search a bit for the right tone on a Boogie, so always keep a pen and some paper nearby to take notes on your settings. The Lead sound does not sound like a vintage Mark IIC+. The Mark IIC+ sound is "looser" and the Mark IV is "tighter." You really have to A/B the two amps to hear the difference.

Having said that, I think the Rhythm II sound can get a lot closer to the Mark I   than Mark I/II fans admit. The trick to the Mark IV, in my opinion, is that you must set the Rhythm II first and then figure out how much of the Rhythm I sound you can get based on your settings - or vice versa. Also, this amp sounds great at high volumes or live settings; at in-between volumes is loses some of its tone qualities; at low volumes, you can get it sounding really great. (Personally, I am of the opinion that this is the world's greatest practice amp). You have to work at/with this amp, it is not a "plug and play" instrument.

Thanks to:

Gil Ayan, Michael K. Bradley, JR Elswick, Bret Dennis, Mauricio Gobbi, Robyn Landers, William G. Sacks, the Boogie-Talk group, and all the folks at Mesa Engineering.
ТАЙНАЯ ЖИЗНЬ ЛАМП

Статья из журнала Marshall LAW (#4 за 1998 год, этот и все остальные номера журнала в формате PDF размещены на официальном сайте Marshall), переведенная неизвестным для сайта marshall.ru. К сожалению, этот сайт уже давно не действует, зато теперь ознакомиться с этим полезным материалом можно у нас.
Электронные лампы (также известные, как просто лампы) всех форм, размеров и моделей, всегда ассоциировались со славным тоном маршалловских усилителей и не случайно, – они являются важным компонентом в создании того, что теперь известно как «маршалловский саунд». Однако, несмотря на их важность, в представлении среднего гитариста лампы окружены таинственной аурой. За многие годы появилась целая мифология (что-то в ней – факты, что-то – чистая выдумка!), созданная вокруг этих загадочных электронных компонентов.

В этом материале мы надеемся пролить свет на лампы, смысл которых толкуют иногда так неправильно. Начнем мы с того, что объясним немного, как работают эти "светящиеся стеклянные генераторы тона", - естественно, в терминах, понятных гитаристу!

Краткий экскурс в историю

Появившись на свет в 1904 году, электронная лампа является бабушкой современной электроники. В конце сороковых годов лампы были практически везде – в радио, телевизорах, промышленных установках, телефонных системах и даже в первых компьютерах. 

Имейте в виду, что первый компьютер ни по каким меркам нельзя было назвать персональным – весил он 30 тонн и занимал довольно большую комнату. Потом, в 1948 году, был изобретен работающий в низкотемпературном режиме и не нуждающийся в обслуживании транзистор, что стало началом конца эпохи ламповой техники. Уже к середине 70-х лампы были вытеснены практически из всех современных тогда электронных приборов, кроме некоторых, очень дорогих hi-fi компонентов и рок-н-ролльных усилителей – особенно Маршалловских!

Что в имени твоем?

Термин «лампа» – это сокращение от «термионическая лампа». Хотя мы в Британии называем их лампами, наши заокеанские родственники предпочитают называть их «трубками» (в оригинале оба слова (valves и tubes соответственно) переводятся одинаково).

И, как ни странно, но термин «трубка» – это сокращение от «электронная трубка». Забавно, но достаточно сложить вместе оба эти описания, и получится довольно ясная картина того, как эти штуковины работают, а именно как Лампа контролирует Электроны, движущиеся в стеклянной Трубке под термионическим воздействием!

Как они работают?

 Простейшей формой лампы является диод, слово, произошедшее от «диэлектрод», буквально означающее «два активных элемента» (по-гречески di значит два).

Эти два «активных элемента» называются катодом и базой (так же известной как анод), и находятся они внутри герметичной стеклянной трубки без воздуха, в вакууме. Рядышком с катодом находится нагревающий элемент (также известный как спираль), работающий буквально как маленький электрический огонь. Верьте или не верьте, но обязанность нагревателя – нагревать катод! Когда катод нагрет до своей рабочей температуры, то… да, точно, он излучает устойчивый поток электронов – хотя не ожидайте увидеть этот «поток», глядя на работающую лампу, электроны настолько малы, что не видны человеческому глазу.

Как вы, может быть, помните из уроков физики в школе, электричество состоит из электронов, а когда они движутся из одного места в другое, то они создают электрический поток, или ток. Также, у электронов – отрицательный заряд, а ток всегда движется от отрицательного к положительному и никогда – наоборот. Поэтому следующий очевидный вопрос: что происходит с потоком электронов, которые испускает катод внутри нашего диода? Читайте дальше!

Противоположности притягиваются 

Высокое напряжение подводится также к базе (наш второй «активный элемент», помните?), которая намеренно сделана из такого сплава, который не испускает электроны на своей нормальной рабочей температуре.

Как, я уверен, вы знаете, переменный ток (AC), который мы получаем из розетки дома, называется так, потому что он все время меняется между положительным и отрицательным.

Делает он это 50 раз в секунду, что означает 50 герц в большинстве мест на этом свете, включая Англию, и целых 60 – в Америке. Как бы там ни было, но в результате того, что к базе подведен такой переменный ток, база постоянно меняет знак с положительного на отрицательный. Когда она положительна, то поток электронов притягивается к ней и движется. Когда база отрицательна, то электроны стоят на месте - как нам напоминает этот подзаголовок, противоположности притягиваются! 

Одностороннее движение 

Это значит, что ток внутри лампы движется лишь в одном направлении: это называется постоянным током (DC – от английского direct current, то есть «прямой ток»). Поэтому, то, что делает наш диод – это превращает переменный ток в постоянный. Поскольку в действительности диод «выпрямляет» ток из переменного в постоянный, то его часто называют полуфазовым выпрямителем. Почему «полуфазовым»? Подумайте сами, ведь из-за смены тока, выпрямитель половину времени спит! Лампа GZ34, которая работает в блоках питания усилителей Marshall JTM45 и Vox AC30, содержат в себе по два выпрямителя, работающих в паре с трансформатором, чтобы создать более сильный постоянный ток. Такой тип ламп называется полнофазовым выпрямителем (full-wave rectifier). 

Гори, гори ясно 

Как может подтвердить каждый, кому не посчастливилось сунуть руку во внутренности работающего лампового усилителя, лампы жутко греются! Поэтому, всегда давайте своему усилителю остыть, прежде чем поменяете в нем лампу – если только вы не тащитесь от физической боли и запаха жареного мяса! Еще с большей осторожностью нужно относиться к тому, чтобы разобрать ламповый усилитель и что-нибудь с ним сделать. Если вы не знаете, что вы делаете, то НЕ делайте этого! В большинстве конструкций на базу подается напряжение от 300 до 600 вольт, поэтому будьте осторожны – такое напряжение вас отбросит в другой конец комнаты и, может быть, даже убьет. Мы всегда рекомендуем, чтобы с вашим усилителем работал опытный и квалифицированный техник. 

А потом стало их трое 

Не прошло много времени, и диод эволюционировал в триод. Как вы наверное, знаете, tri – это греческое обозначение тройки, так что означает триод? Точно, угадали, «три активных элемента»!

Итак, триод – это диод, в который добавили еще один электрод – сетку (также известную как контрольная сетка), похожа она на проволочное ограждение. Это, на первый взгляд, простое добавление открыло новые возможности для лампы, потому что, изменяя потенциал (напряжение) сетки, можно уменьшать или увеличивать поток электронов. Это, конечно же, дает лампе возможность усиливать сигнал.

Сетка контролирует поток электронов между катодом и базой способом, очень схожим с тем, которым в ванной краном уменьшают напор воды. 

Если быть точным, то на сетку подается отрицательное напряжение, называемое управляющим напряжением. Это напряжение изменяется в соответствии с теми нотами, которые вы играете в свой усилитель. Когда напряжение сетки становится более положительным (т.е., менее отрицательным), это позволяет все большему числу электронов проникнуть к базе, и ток на базе увеличивается. Говоря попросту, поскольку относительно слабое напряжение сетки контролирует очень большое напряжение базы, то теперь тоненький голосок вашей гитары усилен! 

Дай пять 

Опять-таки не прошло много времени, и к триоду также были добавлены дополнительные части, чтобы сделать его более эффективным, а также увеличить мощность: на сцену выходят лампы-пентоды, такие как EL84 и EL34, и лучевые пентоды, как 6L6 и 5881. Pent – это греческое пять, поэтому у лампы-пентода есть (не все сразу!) пять активных элементов. Два дополнительных элемента в EL34 или в EL84 – это экран и сетка-супрессор. В лампах 6L6 и 5881 это сетка-экран и лучевая база (см. рисунки). Эти типы ламп используются на выходных контурах усилителей, благодаря дополнительной эффективности и повышенной мощности. 

Что делает каждая лампа в усилителе? 

Та часть вашего лампового усилителя, которая называется преамп, воспринимает относительно слабый сигнал от вашей гитары и усиливает его до достаточного уровня, чтобы разогнать усилитель мощности. 

Он также оформляет звук вашей гитары в соответствии с тем, как выставлены ручки баса, средних и высоких частот. Большинство преампов также позволяют контролировать гейн (дисторшн), добавляемый в сигнал. На самом деле, количество гейна, добавленное в преампах современных усилителей, очень часто просто громадное! Тот тип ламп, который используется в контурах предусиления в Маршалловской технике – это двойной триод ECC83 или 12AX7 (ECC83 – это английское название лампы, а 12AX7 – американское, что еще раз доказывает, что мы – две страны, разделенные общим языком!). Как следует из названия, двойной триод означает, что в одном флаконе прячутся две лампы триодного типа. Причина, по которой мы используем ECC83? У них великолепный тон и мощный гейн. 

Само собой разумеется, что одними лампами не сделать хороший усилитель. Настоящий Дизайн с большой буквы включает также работу с сопутствующими контурами, через которые все лампы объединяются вместе. Только обеспечив то, что на каждом этапе усиления сигнал имеет нужный уровень и тональный спектр, конструктор достигнет оптимальной работы усилителя. 

После того, как преамп сделал сигнал вашей гитары более сочным, оформленным и, (если желаете) более искаженным, он затем подается в усилитель мощности, который вгоняет в него достаточно мощи, чтобы разогнать систему динамиков. Вдобавок к тому, чтобы придать силы сигналу, при желании контур мощности маршалловского лампового усилителя можно тоже разогнать до состояния, когда он будет добавлять к сигналу гармонический дисторшн и компрессию. Вот это называется (сюрпризам нет конца!) перегруз усилителя мощности! Такой дисторшн создает очень открытый, большой саунд, и отличные живые его примеры – это первые записи Van Halen и почти все, что записывали Cream или AC/DC. 

В контурах мощности обычно используют два типа ламп. На входе вы найдете еще один двойной триод, обычно это будет ECC83, который работает как разделитель фазы или инвертор. Говоря попросту, как предполагает ее название, обязанность этой лампы – разделять сигнал вашей гитары (который представляет из себя синусоидную волну) на две половинки. Зачем? Затем, что мощные лампы, которые завершают работу контура мощности (обычно EL34, EL84, 5881 или 6L6) работают в паре по технологии, известной как «тяни-толкай»! Та часть волны в сигнале, которая находится над нулевой чертой, усиливается одной лампой (или группой ламп), а часть под нулевой чертой – другой лампой (группой ламп). 

За многие годы, в технологиях Маршалла использовались все вышеупомянутые типы ламп и еще многие другие. Как можно ожидать, у каждой из них – свои особенные тональные характеристики. Но та, которая больше всех ассоциируется с саундом Маршалла – это, конечно же, всемогущая EL34. Хотя, сказав это, отметим, что одним из самых знаменитых из записанных Маршалловских звуков является умопомрачительный «женский тон» Эрика Клэптона на легендарном альбоме Bluesbraker, а лампы, которые он использовал в выходных контурах усилителя Bluesbraker 1962, были KT66. 

Также отметим, что у каждого типа выходных ламп есть конечный лимит полезной мощности. Поэтому в 50-ваттном Маршалловском усилителе всегда будет пара EL34 или 5881, а в 100-ваттнике их будет четыре. Также как и новый DSL401 (20-ваттный 1Х12 комбик) работает с двумя EL84, в то время как его старший брат, 40-ваттный DSL401, с четырьмя! 

Надеемся, что это помогло развеять ореол таинственности, окружающий лампы.

Факты, советы и замечания

Следует помнить важную вещь про лампы - срок их жизни не может быть определен, также как и срок службы лампы освещения. Нельзя категорично сказать о сроках ее службы. В среднем, если использовать усилитель два, три раза в неделю, набор из EL34 или 5881 выходных ламп может прослужить от 18 до 24 месяцев. Лампы предварительного усилителя [ECC83/12AX7] как правило имеют срок жизни больший в два раза, чем лампы мощного каскада, т.е. 3-4 года при нормальном использовании. Так как у ламп есть такое понятие как "смещение", то следует всегда использовать подобранные лампы, в противном случае срок службы значительно укорачивается. 

 Когда придет время заменить лампы, вы уже точно сможете его определить их работоспособность, так как у ламп мощности есть только два состояния - работают или не работают. Самый обычный симптом отказа лампы это выгорания предохранителя HT. В некоторых случаях после его замены, усилитель может работать некоторое время и затем опять происходит выгорание как только происходит прогрев ламп до рабочей температуры. Это первый признак того что лампа неисправна. Если выгорают предохранители HT и основные, и затем повторно выгорают послы замены, это точно значит что одна из лампа неисправна и замкнута накоротко. Мы рекомендуем всегда заменять весь набор ламп мощности [две лампы в моделях 50 ватт и 4 в моделях 100 ватт]. 

 Когда лампы предварительного усилителя не исправны, наиболее часто проявляется микрофонный эффект: появляется характерный высокий писк, включено ли что-нибудь в усилитель или нет. Это часто вызывается первой лампой предварительного усилителя в каскаде и может быть исправлено простой переменой мест ламп. Другие проблемы; потеря громкости, недостаток низких частот, утончение звука и потеря самых высоких частот. Лучший способ - заменить разом все лампы в предварительном усилителе. 

 Усилители Valvestate, которые содержат лампы в предварительном усилителе, имеют те же симптомы кроме старых моделей [8040, 8080, 8100, 8200 и 8280] только на канале перегрузки, в то время как на новых моделях [VS65R, VS100R, VS100RH и VS265] лампы предварительного усилителя используются на всех каналах. 

 Иногда более старые лампы мощности производит микрофонный эффект, на низкой частоте, отличной от микрофонного эффекта на предварительном усилителе, и может проявляться при толчке корпуса усилителя. Опять же это говорит о необходимости установки нового набора ламп 

 Лампы усиления мощности, которые использовались в усилителях Маршалл (JTM45 & 50/100 watt) с самого начала – это KT66, KT77, KT88, 6550,6L6, 5881 и EL34. 

Лампы предусиления, которые с самого начала использовались в усилителях Маршалл – это ECC81, ECC82 и ECC83. 

Модели JTM45 (2245 и 1962) оснащены лампой-выпрямителем GZ34. 

Раньше мы производили небольшие ламповые усилители: 20-ваттный, оснащенный лампой EL84, и 10-ваттный с лампой ECL86. 

Лампы EL84 используются в новом усилителе мощности EL84 20/20. 

При замене ламп мощности, необходимо устанавливать в точности те же самые модели ламп. В одном усилителе нельзя совмещать различные модели ламп мощности, как, например EL34 и 5881. 

При замене ламп мощности нельзя совмещать лампы различных производителей, как например, Svetlana или Sovtek. 

При замене ламп мощности на лампы другого производителя, необходимо заменить ВСЕ лампы на одну и ту же модель и настроить контуры усилителя под новые лампы. 

Всегда выключайте усилитель из сети, прежде чем менять лампы (мощности или преампа). 

При замене ламп, оставьте на 30 минут все выключатели питания в положении «включено», не подсоединяя усилитель к сети. 

Никогда не включайте 100-ваттный усилитель с двумя удаленными лампами мощности. Это испортит как выходной трансформатор, так и трансформатор питания. 

Если есть возможность, то мы настоятельно рекомендуем менять все лампы в контурах мощности в одно и то же время. 

Необязательно производить специальную настройку преампа. 

Никогда не включайте ламповый усилитель без нагрузки, например, без кабинета. 

Старайтесь, чтобы сопротивление динамиков и сопротивление усилителя всегда совпадали, чтобы продлить жизнь ламп мощности. 

Средний срок работы лампы мощности, при использовании 3-4 раза в неделю должен составлять от 18 месяцев до 2 лет. 

Средний срок работы лампы в контуре предусиления, при использовании 3-4 раза в неделю, должен составлять 3-4 года. 

Синевато-пурпуное свечение лампы не обязательно означает, что она неисправна. 

Всегда заменяйте предохранители на модели правильного типа и значения, чтобы продлить срок жизни усилителя. 

При замене ламп, убедитесь, что лампа правильно вставлена в гнездо. 

В случае, если на гнезде лампы есть гарь, лампу нужно заменить и проверить использовавшиеся кабели, ведущие сигнал к динамику, и сам динамик. Это – знак, что усилитель не может работать без нагрузки. 

Слабое красное свечение снизу и сверху лампы – не индикатор ее работы, а просто включенный нагреватель. 

На старые усилители можно устанавливать новые лампы (5881 или EL34), после некоторой доработки контуров. 

Лампы в 100-ваттном усилителе размещены по парам: 2 слева (1 и 2), и 2 справа (3 и 4). 

При замене спаренных ламп мощности, меняйте так: 1 и 4, затем 2 и 3. 

Если в 100-ваттном усилителе лампа мощности начинает ярко светиться красным, это обычно означает, что другая лампа в этой паре неисправна (1 2) и (3 4). 

Рекомендуем при замене ламп чистить контакты ламповых панелей - четырехгранным шилом или специальным средством для очистки контактов.
http://www.amptone.com/booksamps.htm
Marshall Amplification is a British company, founded by drummer Jim Marshall, that designs and manufactures music amplifiers and brands personal headphones/earphones (made by Zound Industries) and after acquiring Natal Drums, drums/bongos. Marshall amplifiers, and specifically their guitar amplifiers, are among the most recognized brands in popular music. Marshall is based in Bletchley, Milton Keynes. Marshall amps were originally based on Fender amplifiers, but had their own sound, and were soon sought out by guitarists seeking that sound and more volume. Like many guitar amplifiers, many of the current (and reissue) models continue to use vacuum tubes as amplification components. Marshall also manufactures less expensive solid-state and hybrid devices.
History

[edit]

Origins

After a successful career as a drummer and teacher of drum technique, Jim Marshall first went into business in 1962 with a small shop in Hanwell, London, selling drums, cymbals and drum-related accessories; Marshall himself also gave drum lessons. According to Jim, Ritchie Blackmore, Pete Townshend and other guitarists often came into the shop and asked why Marshall was not selling or producing guitar equipment.[1] Marshall Ltd. later expanded and started selling guitars and amplifiers, the most notable of which at the time were the Fender amplifiers imported from America. These were very popular with guitarists and bass players, but were very expensive.

[edit]

First amplifiers: birth of the JTM 45

Main article: Marshall JTM 45

Jim Marshall thought he could produce a cheaper alternative to American-made guitar amplifiers, but he had limited experience as an electrical engineer. He enlisted the help of his shop repairman Ken Bran and an EMI technician named Dudley Craven, and between them they decided they most liked the sound of the 4x10" Fender Bassman. They made several prototypes using the Fender Bassman amp as a model. The sixth prototype produced, in Jim's words, the "Marshall Sound".[2]

The first few production units almost copied the Bassman circuit, with American military surplus 5881 power valves, a relative of the 6L6. Speakers were then rarely able to handle more than 15 watts, which meant that an amplifier approaching 50 watts had to use four speakers. For their Bassman, Fender used four Jensen speakers in the same cabinet as the amplifier, but Marshall chose separate amplifiers from speaker, and placed four 12-inch Celestion speakers in a separate closed-back cabinet instead of the four 10-inch Jensens in an open-back combo. Other crucial differences were the use of higher-gain ECC83 valves throughout the preamp, and the introduction of a capacitor/resistor filter after the volume control. These circuit changes gave the amp more gain so that it broke into overdrive sooner on the volume control than the Bassman, and boosted the treble frequencies. This new amplifier, tentatively called the "Mark II", was eventually named the "JTM 45," after Jim and his son Terry Marshall and the wattage of the amplifier.[3]

[edit]

Distribution deal

Marshall entered into a 15-year distribution deal with British company Rose-Morris during 1965, which had given him the capital to expand his manufacturing operations, though it would prove to be costly. In retrospect, Marshall admitted the Rose-Morris deal was "the biggest mistake I ever made. Rose-Morris hadn't a clue, really. For export, they added 55% onto my price, which pretty much priced us out of the world market for a long time."[4]

[edit]

Park amplification

The new contract had disenfranchised several of Marshall's former distributors, among them his old friend Johnny Jones. Marshall's contract did not disallow him from building amplifiers outside the company, and so Marshall launched the Park brand name, inspired by the maiden name of Jones's wife.[5]

Starting in early 1965, Park produced a number of amplifiers including a 45 watt head. Most of these had Marshall layout and components, though some unusual amplifiers were made, such as a 75 watt keyboard amplifier with KT88 tubes. A 2x12" combo had the option of sending the first channel into the second, probably inspired by Marshall users doing the same trick with a jumper cable.[5]

In 1982, Park came to an end, though Marshall later revived the brand for some transistor amplifiers made in the Far East.[5]

[edit]

Other Marshall brand names

Other brand names Marshall Amplification had used for various business reasons included Big M (for the then-West German market), Kitchen/Marshall (for the Kitchen Music retail chain in North London), Narb (Ken Bran's surname spelled backwards) and CMI (Cleartone Musical Instruments). Amplifiers sold under these brand names are quite rare, and fetch high-dollar values on today's collectors market.[6]

[edit]

Birth of the Bluesbreaker, the Plexi, and the Marshall stack

Main articles: Marshall Bluesbreaker and Marshall 1959

In search of lower production costs, Marshall started sourcing parts from the UK. This led to the use of Dagnall- and Drake-made transformers, and a switch to the KT66 valve instead of the 6L6 tube commonly used in the United States. The changes gave Marshall amplifiers a more aggressive voice which quickly found favour with players such as Eric Clapton, who would sit in Jim's shop practicing. Clapton asked Jim Marshall to produce a combo amp with tremolo which would fit in the boot of his car, and one of the most famous Marshall amps was born, the "Bluesbreaker" amp.[1] This is the amplifier, in tandem with his 1960 Gibson Les Paul Standard (the "Beano"), that gave Clapton that famous tone on the John Mayall & the Bluesbreakers' Beano album.

Other early customers included Pete Townshend and John Entwistle of The Who, whose search for extra volume led Marshall to design the classic 100-watt valve amplifier.[7] Ken Bran and Dudley Craven, Marshall's developers, doubled the number of output valves, added a larger power transformer and an extra output transformer. Four of these amplifiers were built and delivered to Pete Townshend, and the Marshall Super Lead Model 1959, the original Plexi, was born. At the request of Pete Townshend, Marshall produced an 8x12" cabinet on top of which the 1959 was placed, giving rise to the Marshall stack, an iconic image for rock and roll.[8][9]

[edit]

Another valve change

At this time, the KT66 valve was becoming more expensive, as the MOV Company faced greater competition from Mullard. Hence, another valve change was made, with Marshall starting to use European-made Mullard EL34 power stage valves.[10] These have a different overdrive character than the KT66s, which gave Marshalls a more aggressive voice still. In 1966, a young Jimi Hendrix was in Jim's shop, trying the amplifiers and guitars. Jim Marshall expected Hendrix to be "another American wanting something for nothing" but to his surprise, Hendrix offered to buy the amplifiers outright at retail price, if Jim would provide him with support for them around the world.[1] Jim Marshall agreed, and several of Hendrix's road crew were trained in the repair and maintenance of the Marshall amps through the years.

The amplifiers from this era are easily identifiable by their acrylic glass (a.k.a. Plexiglas) front panel, which earned them the nickname "Plexi"s. These now have significant collectors' value. Amplifiers from the 1970s onwards can be distinguished most easily by their brushed metal front panel. After 1973, in order to streamline production, labor-intensive handwiring was discontinued and Marshall valve amplifiers were switched to printed-circuit-board (PCBs). Much of the debate about the difference in tone between the plexi- and aluminium-panel Marshall amps comes from the fact that in 1974 Marshall's US distributor had them change all of the amps sold in the US and Japan over to the much more rugged 6550 instead of the EL34 output tube. This produced a much different sound than the EL34—a sound perceived as less smooth and more metallic when overdriven. This change was brought about due to reliability problems with the EL34's, and the 6550 generally allowed the amps to make it through warranty without problems. The circuit changes required to switch the amps were very minor, and it was easy to change from the 6550 to the EL34 or vice versa by changing a few resistor values, moving the tap for the feedback loop and rebiasing the amp.[citation needed]

[edit]

Mid-1970s and 1980s

Main article: Marshall JCM800

In the mid-1970s, Marshall introduced the "master volume" ("MV") series, which was initially called the "JMP." This was in response to the demand for yet more distortion, and many techs had been modifying the amps for years by connecting the two input stages in series rather than parallel as in the original Marshalls. A master volume was introduced to make the volume levels more manageable. Per Rick Reinckens, who was a short-term Unicord employee electronic technician who tested the first units when they arrived from England, Tony Frank, Unicord's chief design engineer, came up with the dual-volume-control idea. This gave the new breed of Marshalls a different voice, more cutting and edgy, which later found favour with players such as Randy Rhoads, Zakk Wylde and Slash. Soon after the Rose-Morris deal had ended in late 1980, Marshall repackaged two MV models, the 2203 and the 2204 (at 100 and 50 watts, respectively), in a new box with a new panel, and called it the "JCM800" series (named after his initials and the license plate of his car).[11] Marshall made several amplifiers under the "JCM800" name. Because the valve industry had begun to fade and Marshall became worried that the standard power valve, the venerable EL34, would soon become unavailable, a number of JCM 800s were factory equipped with the 6550 beam pentode power valve, a valve with a different tonal character, which not all users loved. Marshall would not return to full-time use of the EL34 in all of its valve amps until the rise of vacuum tube factories in the mid and late 90s when former Soviet countries made most valve types plentiful again. A landmark year for Jim Marshall was 1987. It marked 25 years in the amplifier business and 50 years in music. This was celebrated with the release of the Silver Jubilee series of amps.

[edit]

Competition from American amplifier companies

Marshall began to see more competition from American amplifier companies such as Mesa Boogie and Soldano. Marshall then updated the JCM800 range with additional models and new features such as "channel switching," which meant that players could switch between clean and distorted tones with the push of a foot-operated switch. This feature debuted in the 2205 series and these amps contained more pre-amp gain than ever thanks to a new innovation; diode clipping. This meant a solid-state diode added additional distortion to the signal path, akin to adding a distortion pedal. While hotly criticised today among valve purists, these amps were more popular than ever, finding mass acceptance within the hard rock community and still in use today by many. Marshall around this time began further experiments with solid-state amplifiers, which were increasingly improving in quality due to technological innovations but were still considered beginner level equipment. Regardless, solid-state product lines with the Marshall name on them were and still are a wild (if critically discounted) success for the company, allowing entry level guitarists to play the same brand of amp as their heroes.

[edit]

The 1990s

In the 1990s, Marshall updated its product line again with the JCM900 series. Reviewed by Guitarist magazine in the UK and given the line, "Shredders, here is an amp you won't need to have modified," this move by Marshall was again an outgrowth of musicians' desires, featuring more distortion than ever and retaining popular aspects of the late JCM800 models. However, despite such marketing claims they were not as hi-gain as advertised and lacked a full gain stage. Marshall rectified this with the SL-X series (as used by Tom Johnson of Darkhorse or the group Kiss). This model was one channel and was given an additional pre-amp ECC83/12AX7 instead of diode-based distortion. Still, if not for shredders, the JCM900 was well received by younger players associated with pop, rock, punk and grunge which was widespread by the early 90's.

Although the EL34 had at this time begun to return to prominence, a number of these were shipped with 5881 valves, a now uncommon valve similar in tone and build to a 6L6. Around this time, Marshall released a few "special edition" amps in this range, including a "Slash Signature" model, a first for the company. 1992 marked 30 years in the amplifier business. To commemorate this milestone, Marshall released the 30th Anniversary series of amplifiers, the 6100LE, which was followed by the 6100 and then the 6100LM.

[edit]

Current models
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Marshall currently produces a number of amplifiers which are a mix of modern designs and vintage reissues. Most models attempt to include the "classic" Marshall "roar."

[edit]

Modern series

Marshall currently produces a wide range of amps with the distinctive looks and sound of the Marshall valve amp. The longest running "current" model is the JCM2000 range, which is split into the two channel and three channel series, known as the Dual and Triple Super Leads respectively. These amps are a continuation of the JCM800 and 900 series, although the controversial diode clipping circuit used in the later 800 and 900 amps has been removed in favour of additional valve gain stages. Although lumped together as JCM2000 models the DSL and the TSL have different circuits and are more distantly related than the model range suggests. The DSL is a solid extension of the JCM800 series with several sound enhancements and is perfect as an all-round workhorse for many genres of music. The TSL came with similar functions but was targeted at more modern grunge or nu-metal genres.

The newest flagship modern amplifier is the JVM, which comes in a wide variety of models and ranges and is designed as an ultra modern amp for the newer breed of guitar players. The JVM series can be seen as an evolution of the JCM 2000 series (although the 2000 series is still produced), as it has a wide variety of options and channels available, while still providing a modern flavour on the classic Marshall tone.[12]

Around the same time as the release of the full featured JVM, Marshall also released a new amp called the Vintage Modern, which is designed to be a much simpler amp, boasting a single channel and designed to be controlled more by the player's style and guitar than by channel switching or multiple settings, reminiscent of the vintage "Plexi" and JCM800 range, but with modern conveniences such as foot-switchable distortion levels and reverb.

[edit]

Vintage series

Marshall periodically will discontinue a model of amplifier, and reissue it later. Currently, a significant portion of Marshall's valve amp lineup are reissues. In 2001 Marshall reissued many of its amplifiers of yesteryears. The most popular and well known of these is the Model 1959-SLP, which is designed to be a reissue of the late 60s era "Plexi" amplifier, but which are in reality reissues of the post-1973 Super Lead models in that they use printed circuit boards internally for ease of production. The original design utilised hand wired circuits on turret boards, which is now available for a premium in the "hand wired" series. The actual difference in sound between the circuit paths is debatable, with some[who?] insisting PCB design is inferior and others (including Randall Smith of Mesa/Boogie) saying that the difference is negligible. Other reissues are similarly PCB designed, even where the originals were hand wired, except where explicitly noted (i.e. the "hand wired" range currently offered). Other models in the Vintage series include the 1987x (the 50W version of the 100w 1959SLP, used by some, including Yngwie Malmsteen for its lower headroom and "early" distortion curve), the 100 watt valve driven JCM800 2203 (used extensively by Zakk Wylde and both Jeff Hanneman and Kerry King of Slayer), the JCM900 4100, the JTM45 2245, and the 1962 combo, also known as the "Bluesbreaker" for its famous use by Eric Clapton with John Mayall's Bluesbreakers.

Marshall has also recently introduced a handful of hand-wired reissues, using old-fashioned manufacturing techniques whereby the circuit is hand mounted on "turret boards." These have small metal stakes to which the components and leads are soldered, as compared to PCB, wherein the components are print-mounted by computer to the board, leads placed through the board, and soldered in place. The amps are "true" reissues of the 100 Watt 1959 "Plexi" a 20-Watt 2061x, and a 1974x 18-Watt model, which is a combo amp. The cabinet marketed as the match to the head version, as well as the combo, use special Celestion re-issued 55 Hz version of the popular "greenback" speaker, which Celestion has made available under its "Heritage" series.

[edit]

Solid-state amplifiers

While renowned for their valve guitar amps, Marshall produces and sells a large amount of solid state and bass equipment. Marshall's "Valvestate" amplifiers contained a hybrid of valve and solid state technology. Currently named the "AVT series" (although these are now out of production, being replaced with the "AVT tribute" for a short time), there are a number of different models, all of which are cheaper than their all-valve counterparts. It is Marshall's current line of "hybrid" amplifier, featuring a 12AX7 preamp tube employed in the preamp (to "warm up" the signal) as well as solid state components, with a solid-state power amp. These are considered and marketed as intermediate-level equipment to bridge the gap between the higher valve range and lower range MG series.

In January 2009 Marshall released their latest variant of the MG line of practice amplifiers. Replacing the MG3 line, the MG4 has been designed to offer the guitarist a whole host of features whilst keeping the control of the amplifier simple.

Marshall also sell a small series of miniature amplifiers, called the "MS" series. This range consists of only two amps, the MS-2 and the MS-4 (the MS-2 though has several varying colour schemes, based on classic Marshall amps). Neither exceed 25 cm in height, and both can be powered by 9 volt battery or through a DC mains adapter (unusually, the wall wart uses a negative-centre connector).

[edit]

Bass series

Marshall currently manufactures a professional, all-valve bass rig called the VBA400. It houses eight 6550 power valves plus three ECC83 and one ECC82 preamp valves. The input accommodates both Active and Passive bass pickups; there is also an XLR DI output for recording complete with Earth (grounding) lift and Pre/Post EQ switches.

Recently, Marshall has honoured Lemmy Kilmister with their first-ever signature bass amp head, based on his 100 watt super bass unit "Murder One"[13]

[edit]

Model number confusion

Much confusion has arisen over the years due to Marshall's arbitrary method of naming each amp model, especially during its first few decades, when under Rose-Morris. For example, the models given the 1987 designation (in the late 1960s to 1970s), or the 1987x designation (in the 1990s and beyond) had nothing to do with the year 1987 nor was there any apparent relationship in the numbering to its direct counterpart the 1959 model, which was not made in 1959 either. This led to a "clean up" of the model numbering beginning with the JCM 2000 series, although reissues retain the original model numbers.

[edit]

The Marshall Legacy

The classic Marshall Stack is one of the defining images behind loud rock music. A full stack consists of one head containing the actual amplifier, on top of two stacked 4x12s, which are loudspeaker cabinets each containing four 12 inch loudspeakers arranged in a square layout. The top cabinet has the top two loudspeakers angled slightly upwards, giving the Marshall stack a distinctive appearance. When a single cabinet is used, the complete unit is called a half stack.

In the early-mid 1960s, Pete Townshend and John Entwistle of The Who were directly responsible for the creation and widespread use of stacked Marshall cabinets. Pete later remarked that John started using Marshall Stacks in order to hear himself over Keith Moon's drums and Townshend himself also had to use them just to be heard over John. In fact, the very first 100 watt Marshall Amps were created specifically for Entwistle and Townshend when they were looking to replace some equipment that had been stolen from them. They approached Jim Marshall asking if it would be possible for him to make their new rigs more powerful than those they had lost, to which they were told that the cabinets would have to double in size. They agreed and six rigs of this prototype were manufactured, of which two each were given to Townshend and Entwistle and one each to Ronnie Lane and Steve Marriott of The Small Faces. These new "double" cabinets (each containing 8 speakers) proved too heavy and awkward to be transported practically, so The Who returned to Marshall asking if they could be cut in half and stacked, and although the double cabinets were left intact, the existing single cabinet models (each containing 4 speakers) were modified for stacking, which has become the norm for years to follow.[14]

Entwistle and Townshend both continued expanding and experimenting with their rigs, until (at a time when most bands still used 50 to 100W amps with single cabinets) they were both using twin Stacks, with each Stack powered by new experimental prototype 200W amps, each connected to the guitar via a Y-splitter. This, in turn, also had a strong influence on the band's contemporaries at the time, with Cream, The Jimi Hendrix Experience and Led Zeppelin following suit. However, due to the cost of transport, The Who could not afford to take their full rigs with them for their earliest overseas tours, thus Cream and Hendrix were the first to be seen to use this setup on a wide scale, particularly in America. Ironically, although The Who pioneered and directly contributed to the development of the "classic" Marshall sound and setup with their equipment being built/tweaked to their personal specifications, they would only use Marshalls for a couple of years before moving on to using Sound City equipment. Cream, and particularly Hendrix, would be widely (and incorrectly) credited with the invention of Marshall Stacks.

The search for volume was taken on its next logical step with the advent of "daisy chaining" two or more amplifiers together. As most amplifier channels have two inputs, the guitar signal being present on both sockets, the cunning musician hooked the spare input of one channel to an input on another amp. By 1969 Hendrix was daisy chaining four Stacks, incorporating both Marshall and Sound City amplifiers, as recommended to him by Townshend.[15]

This competition for greater volume and greater extremes was taken even further in the early 1970s by the band Blue Öyster Cult, which used an entire wall of full-stack Marshall Amplifiers as their backdrop. Artists such as Slayer and Yngwie Malmsteen also use walls of Marshalls; both Kerry King and Jeff Hanneman of Slayer can be seen playing in front of a total of 24 cabinets. Malmsteen toured with 30 heads and 28 cabinets, and in 2011 said he would use 60 full stacks on his next tour.[16] Many of those cabs used by rock bands, however, are dummies, and many artists who do not even use Marshall amplifiers have the dummy stacks on stage.
