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	Beatles gear
	CHAPTER 9

	
	“  I was getting frustrated listening to American records like the Motown stuff because the bass was a lot stronger than we were putting on our records. ”

GEOFF EMERICK, BEATLES STUDIO ENGINEER FROM 1966, WITH SOME NEW IDEAS FOR THE SOUND OF THINGS TO COME

	1
	966


BY THE START OF 1966 THE BEATLES HAD BECOME THE WORLD'S MOST POPULAR BAND. THEY HAD ALSO BECOME FOUR VERY WEALTHY YOUNG MEN WHO HAD LITTLE OR NO PERSONAL TIME TO ENJOY THEIR SPOILS. THEIR MANAGER, BRIAN EPSTEIN, HAD HOPED FOR A REPEAT OF THE SUCCESSFUL 1964 AND '65 SCHEDULES. UNFORTUNATELY FOR EPSTEIN, THE GROUP HAD STARTED TO TAKE CONTROL.

No longer were The Beatles willing to sacrifice themselves to an apparently never-ending .sequence of live tours and TV appearances. Epstein had hoped to begin the year with another film By the middle of 1965 plans had been set for a third Beatle movie, a Western to be titled A Talent For Loving. Time had been scheduled for the film's production, starting at the beginning of 1966. But it never happened. The Beatles rejected the script along with the notion of playing cowboys. Epstein's idea of making them into Elvis-style movie stars was foiled.

So it was that Lennon, McCartney, Harrison and Starr found themselves with three full months off. Almost no group activity was planned. There loomed the virtually unknown luxury of personal freedom. They were called upon only once during this period, on January 5th. They went to CTS Studios, a post-production film studio in west London, because the audio tape of the recorded 1965 Shea Stadium concert needed some work before the planned TV film of the show could be released. The group were required to recreate their live sound at CTS while watching the concert performance footage on a large screen.

A contemporary report described the session and some of the equipment being delivered to the studio. "When The Beatles' management filmed and recorded their performance at the Shea Stadium, Manhattan, in August 1965, the 57,000 fans killed pretty well all their sound. So the film company decided that all their songs would have to be dubbed on. Recently, The Beatles found time to go into a Bayswater studio to record them but had to borrow a complete set of equipment from Sound City as they had taken their gear to their own separate homes instead of leaving it all with the road manager, Mal Evans." 1
The idea of having a fully equipped studio in each of their homes had become appealing to the group. By the beginning of this year, Starr and McCartney had just purchased new houses, joining Lennon and Harrison as property owners. Each Beatle now had several Brenell reel-to-reel tape recorders which they used to work out new ideas for songs.

As far back as late 1964 Harrison's studio had been mentioned in a magazine item. "George decided that he wanted to put all his guitars, amplifiers and other musical gear into one big room at his new house," wrote the visiting journalist. "He's had one wall knocked down and the result is a sort of small recording studio. He also likes to have the ends of his guitar strings sticking all over the place. Says they're useful to stick ciggies onto, especially when there's no convenient ashtray near." 2
Also in late 1964, Lennon's set-up had been reported. "John is having his new house completely redecorated, and one of the rooms is being equipped as a small recording studio. In future, he wants to make demos of new songs in the comfort of his own home." 3 It had also been noted that Lennon had ordered an electric piano for the new home studio - presumably one of the Hohner Pianets the group had acquired. "Knowing the genius he has for extracting the most sounds out of ordinary equipment, everyone in the recording world is waiting to see what Lennon does with his piano." 4 As we've learned, the results were plainly heard on Rubber Soul.

Just over a year later, in early 1966, visiting reporters had even more to see and scribble about. "Anyone who has visited John's home will no doubt be impressed by his music room," wrote one. "It is situated at the top of the house and its decor is a multi-coloured effort by John. Amplifiers, guitars, organ, piano and jukeboxes: you name it, he's got it. Everything is littered all over the place. He just can't keep it tidy like George does." 5
During their three-month hiatus, the group began to write and demo new material for an upcoming record. It was reported at the time that they planned to reconvene in the spring of 1966 to record in Memphis, Tennessee. "There is a very strong possibility that The Beatles' new single will be recorded in America. After working on arrangements during late March and early April in EMI's St John's Wood studios they plan to fly to Memphis to actually record several numbers on April 11th. They have wanted to do a recording session in America for a long time now." 6 Another item added: "They've heard so much about the American techniques and sound engineers so they want to see for themselves whether it makes any difference. George Martin will be accompanying them." 7
Unfortunately the group never made the recording trip to Memphis. A Beatles single made at Sun studios would have been an interesting experiment. Instead, they wound up back at Abbey Road for another string of sessions, starting on April 6th. The sessions would eventually become part of the Revolver LP
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The idea to record in the US grew from the group's continuing desire to improve and refine their sound on tape. So even though the trip to the States was off, the April sessions at Abbey Road found them pushing ever forward in the studio, striving to set fresh standards for new kinds of recording and production. The key word for these sessions would be experimentation.
	A 1965 Gibson SG Standard similar to the one used by George in the studio and briefly on-stage during 1966. At the time this distinctively styled instrument was the flagship model in the Gibson solidbody electric line. Gibson's 1964 catalogue offered the SG model in three different styles: the three-pickup Custom and two-pickup Standard and Special.
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	Fender catalogue shot from the period showing the 'black-face' piggy-back style Showman amp and cab, which The Beatles used in the studio on the Revolver sessions.


One element in the new direction came with a change in recording personnel. At the start of the Revolver sessions the group's long-time head engineer, Norman Smith, was replaced by Geoff Emerick, a young EMI engineer eager and willing to experiment. Emerick had worked on various Beatles sessions as second engineer as far back as 'A Hard Day's Night' in 1964, but now he joined George Martin's production team as chief engineer to help translate The Beatles' ever-expanding musical ideas.

Geoff Emerick and The Beatles

During the Revolver sessions the group explored and invented new studio recording techniques -often by the relatively simple expedience of their efforts to achieve different sounds. As they requested better or more unusual sounds on their recordings, engineer Geoff Emerick tried to oblige, sometimes by using non-traditional methods.
Emerick's open-minded approach and willingness to ignore standard recording practices and techniques when necessary was exactly what the group were looking for. His input to the Revolver sessions was immediate, as he employed new working methods that helped change the sound of The Beatles' recordings. Ironically, some of Emerick's innovative approaches to recording, such as close-miking and bass-drum damping, are now considered standard practice.

Discussing his work today, Emerick says his approach to studio recording and experimentation then was simple but logical. "Recording is like painting a picture," he says. "The different sounds are like the different colours that you have to blend correctly to paint a picture." Emerick explains that he achieved The Beatles' studio drum sound by using a basic two-microphone technique. Starr, of course, produced his own sound. "He knew when it was too 'live' sounding," recalls Emerick, "and 
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then he used to put a cigarette packet on top of the snare, to dampen the sound. That would always work."

	A 1962 Gretsch 6120 like the one John used very briefly in the studio in 1966 (below). The model was another in Gretsch's Chet Atkins signature series that included the Country Gentleman and the Tennessean.
John pictured in April 1966 at the 'Paperback Writer' session at Abbey Road, playing the Gretsch 6120. In the foreground is a Vox 7120 amplifier, with its tubes (valves) clearly visible.
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The sound of Starr's kit would end up on one track of the tape while the group recorded on to four-track machines (which they had done since October 1963 and would continue to do until the onset of eight-track at Abbey Road in summer 1968). "A lot of this was because of the limitations of the mixing desk," Emerick explains, recalling his frustration at wanting to get more material on to tape. "There were only eight inputs and four outs on our mixers at Abbey Road then. Going in, you also had access to one of the channels with a four-way pre-mixer, but that didn't have its own EQ." Emerick reports that he would use AKG D19C mikes for the overhead on the drum kit, and an AKG D20 on the bass drum, virtually throughout his time recording the group. For some instruments - possibly close-miking drums - he would return to classic "ribbon" microphones, usually Telefunken 4038s.
Emerick developed one of his pioneering drum recording techniques on the Revolver sessions. "There was this woollen sweater with four necks that they had received from a fan - they wore it for one of their Christmas shows. It was around the studio, so I stuffed it into the bass drum to deaden the sound. I moved the bass-drum microphone very close to the drum itself, which wasn't really considered the thing to do at that time. We then ran the kit sound through a Fairchild 660 valve compressor." 8 Compressors were widely used on individual instruments on Beatle recordings, generally resulting in a more punchy, louder sound.

The first track recorded for Revolver was 'Tomorrow Never Knows' and it effectively set the pace for these sessions as well as many future Beatle recordings. The song was the most drastically different composition the group had recorded to date. Its hypnotic pulse derives from a core of Starr on his Ludwig 22-inch-bass kit and McCartney playing his Rickenbacker 4001S bass. The sound of a single drone note on a Hammond organ played through a Leslie speaker cabinet, layered with fuzz and backwards-recorded guitar, added to the mystical sound.

	THAT'S YOUR BABY, AND IT WILL GO ON FOREVER.
Vox boss Tom Jennings,

to AC-30 designer Dick Denney

	


The most remarkable additions to the song were the numerous tape loops that the group apparently created themselves, expanding still further the song's mind-bending atmosphere. Emerick recalls that The Beatles recorded odd sounds using their Brenell tape machines at home, and then the tapes were looped to create repeating sounds and added to the basic track. 'Tomorrow Never Knows' stands out as one of the first recordings to use the technique now known as sampling and looping, widely employed in today's studios thanks to more user-friendly electronic systems.

New Vox and Fender amps

With the new recording sessions came much new equipment. Photographer Robert Freeman captured some fine images that help document the equipment used during the creation of Revolver. Pictures taken in studio 3 show McCartney playing his Rickenbacker 4001S bass through the cream-coloured Fender Bassman amplifier. Joining the Bassman at Abbey Road were a new pair of Fender Showman amplifiers - so new that some photos show empty Fender shipping boxes in the background. The "blackface" (black control-panel) Fender Showman was in piggy-back style - separate head and cabinet - and produced 85 watts of power. The head was essentially the chassis of a Fender Twin Reverb, without the reverb. The separate Showman speaker cabinet came with a single 15-inch JBL speaker. In 1966 the Showman with 1x15 cabinet was second from top of Fender's line of 15 amplifiers, and retailed for $660 (about £235 then; around $3,580 or £2,540 in today's money).

Freeman's photos also reveal a series of new Vox model 7120 guitar and 4120 bass amplifiers present in the studio. These 120-watt amps were designed using a solid-state pre-amp coupled with a valve (tube) output section. According to Vox man Dick Denney, The Beatles received the first Vox 4120 and 7120 amps made. He says the company were keen to innovate and constantly produced prototype designs. "I he only amp that my boss Tom Jennings would never allow us to change was the AC-30. He told me, 'That's your baby, and it will go on forever.' And how right he was."

Denney had visited Vox's US distributor, Thomas Organ, in California. "They poured loads of money into Vox," he says. "They were making the Super Beatle, the Royal Guardsman amps and others. I was sent there to help work on the various models. I tried out the prototype for the Super Beatle, and I voiced it up almost like an AC-30. They had their own concept on it all, and they had a very good transistor [solid-state] vibrato unit. I had to work up the fuzz for them that was built into that amp. I brought back the circuit from America, and we took the pre-amp circuit and put it on a powerful valve [tube] output section. That became the 7120 guitar and 4120 bass amps."

The 7120 had a 4x12 speaker cabinet and the 4120 a 2x15. Denney says that these shortlived rigs are the rarest Vox amps - not many were made, and they never went into proper production. "They had all the effects, like the American amps, but with a valve [tube] output. We gave the first ones to The Beatles and the Rolling Stones." 9
New guitars: Casinos and an SG

The Revolver sessions also saw the appearance of a number of new Beatle instruments. Some would only be used briefly in the studio, while others became mainstays in the group's instrumental line-up. McCartney frequently used his Epiphone Casino on the sessions, and Lennon and Harrison too decided to join the Casino club. In the spring they each acquired a sunburst Epiphone Casino.

The most obvious difference between these two virtually identical guitars was that Harrison's Casino had a Bigsby vibrato fitted (though different to that on McCartney's), where Lennon's had the regular Epiphone "trapeze" tailpiece. Lennon's was unusual in that it had a small black rubber ring mounted around its pickup selector switch. Both Casinos had the more commonly seen Epiphone-style headstock, unlike McCartney's which had the earlier Gibson-style headstock. Both Lennon and Harrison's guitars were fitted with gold-coloured volume and tone knobs, where McCartney's had black knobs.
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	Abbey Road studios in April 1966, and Paul digs into his Rickenbacker 4001 S bass while John and George sing a backing vocal. By this time The Beatles had started to use headphones in the studio for monitoring, which would soon become common practice.


Lennon used his new Epiphone Casino as well as his '64 Gibson J-160E throughout the Revolver sessions. Harrison meanwhile played his sonic blue Fender Stratocaster, his Gibson J-160E ... and yet another new Beatle guitar, a Gibson SG Standard. The SG line had in effect been introduced by Gibson during 1961 as new-design Les Paul models, although the "Les Paul" name was dropped from them in 1963 when they properly became SGs. The new body shape was modern and highly sculpted, with sharp double-cutaway horns.

The SG Standard kept the powerful and effective humbucking pickups of the original single-cutaway Les Paul models that were being brought to the fore in Britain in 1966 by players such as Eric Clapton and Jeff Beck. Harrison knew Clapton and must have noticed the effect that the guitarist and his Les Paul were having. Harrison would also have been familiar with the appeal of Gibson's humbuckers from his earlier ES-345 guitar, but maybe wanted something without that guitar's unwieldy Varitone selector, and probably liked the look of the smaller, hipper, solidbody SG. His new Gibson had been made around 1964, was finished in translucent cherry red, and had a Maestro Vibrola tailpiece unit. The SG remained one of Harrison's favoured guitars from this time through into 1968.
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	On the right of this picture from a Burns catalogue is the Nu-Sonic Bass, the kind George Harrison experimented with in the studio during the 'Paperback Writer' sessions.


As the Revolver recordings progressed, the group's sound experiments took them in several more new directions. McCartney's 'Got To Get You Into My Life' was inspired by Motown arrangements. After the basic tracks were recorded the sound of a full brass section was added to the song, with members of Georgie Fame's Blue Flames enlisted to provide tenor saxophone and trumpet for the track. Harrison's 'Love You To' had a strong Indian flavour. Initially titled 'Granny Smith', the song featured the help of London-based Indian session player Anil Bhagwat, who would be credited on the Revolver sleeve for his work on tabla, a pair of small hand-drums. The track began with Harrison singing and playing his Gibson J-160E acoustic, and then layers of overdubs were added with Harrison playing sitar, tambura (an Indian lute-style instrument used to create drones) and even fuzz guitar, probably using a Vox Tone Bender. (This was the same fuzz-box that was perhaps used during the Rubber Soul sessions to create the distorted bass on 'Think For Yourself.)

Gretsch 6120 and Burns Nu-Sonic Bass

Keeping in step with their scheduled LP and 45 releases, the group set out to record a new single, 'Paperback Writer'. The April 13th session was photographically documented for The Beatles Monthly Book providing detailed information on the instruments used. New to their guitar line-up was a Gretsch Chet Atkins 6120 that Lennon used. The early-1960s orange-finished double-cutaway 6120 hollowbody guitar had gold-plated hardware apart from its aluminium-coloured Bigsby. The other new guitar at the 'Paperback Writer' session was a Burns Nu-Sonic Bass. Strangely, it was Harrison who was pictured playing it, while McCartney used his Casino and Lennon the Gretsch 6120. The solidbody short-scale Nu-Sonic Bass was only available in a translucent cherry red finish. Lennon and Harrison were only ever photographed using the Gretsch 6120 and Burns Nu-Sonic bass during the 'Paperback Writer' session, and the instruments were never seen again.

Perhaps the Burns was used as part of the experimentation going on during Beatle sessions at this time to try to achieve a better bass sound? Engineer Geoff Emerick has said the group had been listening to records by artists such as Wilson Pickett and wondering why their own recordings did not have as much low-end. McCartney said later, "By then bass was coming to the fore in mixes ... you listen to early Beatles mixes and the bass and bass drum aren't there. We were starting to take over ourselves and bass was coming to the fore in many ways. So I had to do something ... I was listening to a lot of Motown, Marvin Gaye and Stax stuff, [who] were putting some nice little basslines in." 10
Chief engineer Geoff Emerick relates another bass recording experiment made during the work on 'Paperback Writer'. "I was getting frustrated listening to American records like the Motown stuff because the bass content was a lot stronger than we were putting on our records. We were governed by certain rules and regulations at Abbey Road, so I could never get the sound I really wanted on the bass. In desperation one day I figured that we could use a loudspeaker as a microphone - it works the same way in reverse, so it's effectively the same thing. That way the speaker could take the weight of the air vibrations from a bass. So we used that on a couple of tracks. It sounded all right." 11
The photographs from the 'Paperback Writer' session also reveal both of Starr's 22-inch-bass Ludwig drum sets present in the studio. The kit that he used to record with has Mal Evans's tambourine "invention" set up on the bass-drum's cymbal holder.
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	The Beatles pictured filming promotional clips for 'Rain' and 'Paperback Writer' in studio 1 at Abbey Road. John plays his Epiphone Casino, Paul uses his '63 Hofner violin bass, and George is on his new Gibson SG Standard. Behind George is a Vox 7120 amplifier. Ringo plays his first 22-inch-bass Ludwig kit, fitted with a new Beatles drum-head logo (number six in the sequence).


Other photos show two Vox organs - a single-manual and a new dual-manual Continental. The newer Continental had two keyboards, the lower manual with an extended bass section, and drew a wider tonal range from two sets of drawbars. The instrument was similar in appearance to the single-manual Continental, with the distinctive Z-shaped chrome stand, reversed black-and-white keys, and orange-red top, but of course with two rows of keys. The group would briefly use the dual-manual Vox during their 1966 tour. The two-manual Continental cost £273 (about $765 then) which translates to about £3,030 ($4,250) in today's money.

According to studio documentation, another new sound tried out for 'Paperback Writer' came from a "jangle box" put through a Leslie rotating speaker. Geoff Emerick explains that the jangle box was also known as a "tack piano". "It was a piano that had felts with little copper tips on them, to give more of a clacky, ragtime sound." 12 Ex-Abbey Road technical engineer Ken Townsend says that in order to get the sound they would also detune the piano. "A popular pianist called Russ Conway recorded some big hits at the studio using the sound of the jangle box." 13 The best of Conway's jangling hits was 'Side Saddle' in 1959.

'Rain' was destined for the flip side of the group's next single, and was recorded on April 14th. To aid the song's remarkable sound, tapes were run backwards, slowed down and speeded up. As work on the Revolver album continued, 'Doctor Robert' was recorded with a more traditional instrumental line-up of lead and rhythm guitars, bass guitar and drums. Overdubs of harmonium played by Lennon, piano by McCartney and maracas by Harrison were added later. 'And Your Bird Can Sing' and Harrison's 'Taxman' were also recorded with more familiar Beatle instrumentation, but. whenever possible studio trickery was being used to create unusual sounds.

 The Revolver sessions saw a variety of new recording techniques created for and first used by The Beatles. One of Emerick's ideas for a new vocal sound was to run a microphone through a Leslie rotating-speaker cabinet. He devised a way to do this where the Leslie was miked-up and fed back to tape. The result was the vocal effect heard on 'Tomorrow Never Knows'. "It wasn't long before they were requesting everything to be run through a Leslie speaker cabinet," 14 comments Emerick.

ADT: Ken's flanger... and using headphones in the studio

Another studio effect first invented and widely used during the Revolver sessions was ADT. It was Townsend who came up with Artificial Double Tracking after an especially long night watching McCartney endlessly double-tracking a vocal part. Double-tracking means recording a new second take of the same part to thicken the sound. For vocals in particular this can be a tricky process, because the "match" of the two takes needs to be just right.

"As I was driving home from that session," Townsend recalls, "I began to think that there must be an easier way of double-tracking if you simply want to reinforce your own voice." He thought about the work that Abbey Road engineer George Barnes was doing to apply "frequency control" to tape recorders, primarily to vary the speed at which the machines could run in order to facilitate various special effects, as on 'Rain'. "Without that invention," says Townsend, "I couldn't have done ADT." By meddling with the speed-controlled tape recorders, Townsend devised a method to electronically add an "automatic" time-delayed version of an existing recording on to itself, usually done at mixing stage.

	IT WASN'T LONG BEFORE THEY WERE REQUESTING EVERYTHING TO BE RUN THROUGH A LESLIE SPEAKER CABINET.
Geoff Emerick,

Beatles sound engineer

	


 "ADT allowed you to set a time-delay difference between the second voice and the first," he explains. "Also, by wobbling it around you could get a phasing effect, like we did later in 'Lucy In The Sky With Diamonds'. It was three devices in one, really. By just sitting there and fiddling the oscillator, it could be an automatic double-tracking device, a flanging device, or a phasing device."

In the early stages of development of his new effect, Townsend demonstrated it to another Abbey road engineer, Stuart Allen. "He said we'd better give it a name, so we came up with artificial double tracking. Everything had initials then. There was STEED, which was single tape echo and echo delay, and FITE, which was fader isolated tape echo. So ADT became the official name.

"George Martin worked with [comedian] Peter Sellers a lot. George was explaining to The Beatles what it was that I had invented, and the word 'Hanging' had come out in one of Sellers's things. So they immediately called the ADT effect a flanger. Later it became known as Ken's flanger. Double-tracking to The Beatles was a flanger." 15 (More technically, flanging is a more extreme form of phasing, which itself is a swirling effect produced by time-delaying one of a pair of identical taped pieces. Think of 'Itchycoo Park' by The Small Faces.)

During the Revolver sessions the group also pioneered the use of headphones while "tracking" or overdubbing, in other words adding vocal or instrumental parts to recordings previously taped. At Abbey Road, as in other studios, the common practice when overdubbing a vocal, for example, was simply to play back the existing track through loudspeakers in the studio while the performer sang along to it into a microphone. Some of the backing would inevitably "bleed through" into the vocal microphone ... and, irritatingly, on to the vocal track on the tape.

Headphones had never been used while tracking. Ken Townsend recalls Abbey Road's wall-mounted Altec Lansing speakers which had been used for some time for playback, and that in their earlier sessions The Beatles used two large Vox PA-type column speakers powered by a Leak TL-25 amplifier for the purpose. "These were made up at EMI by a Dr Dutton. When we did start to use headphones, they were models made by SG Brown." 16
Engineer Geoff Emerick insists that The Beatles were the first artists at Abbey Road to overdub using headphones to listen to backing tracks, so that nothing would "bleed through". Says Emerick: "At that time it was totally alien to any other producer or pop band to wear headphone's for working. It started during the time of Revolver." 17
Pulling strings

On April 28th work started on 'Eleanor Rigby', and a new kind of musical arrangement for The Beatles. To accompany McCartney's lead vocal a double string-quartet featuring four violins, two violas and two cellos was used. George Martin scored the arrangement for the eight studio musicians hired for the session. 'Eleanor Rigby' was a very significant piece of work, not least in that it marked the first Beatles recording that featured no traditional Beatle instruments. No guitars, no bass, no drums, no keyboards. Just strings and the vocals.

Experimentation with yet another new instrument graced the next cut recorded. Initial takes of 'I'm Only Sleeping' featured the sound of a vibraphone, an instrument similar to a marimba but having metal bars and rotating disks in the resonators to produce a vibrato effect. The final mix of' the song did not include the vibraphone, but years later Anthology 2 offered a snatch of the original working version complete with the dulcet instrument.

On May 1st The Beatles made what would turn out to be their final live public appearance in Britain. The occasion was the New Musical Express Annual Poll-Winners' All-Star Concert at Wembley's Empire Pool, where the group performed five songs. The instrumental line-up for the show had Lennon playing his new Epiphone Casino, McCartney his '63 Hofner bass and Harrison his new Gibson SG. They played through their new Vox 7120 and 4120 amplifiers. Also set up on stage was a Vox Continental organ which was plugged into the cream-coloured Fender Bassman amp. Starr used his trusty 22-inch-bass Ludwig kit. Although the other acts on the Wembley bill were filmed for an ABC television programme, The Beatles' performance was unfortunately not included.

Then it was back to the studio. To finish work on their forthcoming LP, the group recorded 'For No One' - and yet another new instrument, a clavichord, was introduced as the dominant sound, providing Revolver with a further sonic novelty. The clavichord has roots back to medieval times, being a forerunner of the piano. Small brass wedges striking horizontal strings produce the instrument's soft, percussive sound. The clavichord for this session was rented from George Martin's own AIR studios (which he'd set up in 1965). Later a decision was made to add the sound of a French horn as the solo passage on the track, played by Philharmonia horn-man Alan Civil.

With a new 45 and LP scheduled for release, promotion was usually the next step. As they had done for Rubber Soul, the group set forth to produce their own promotional film clips, filming them at Abbey Road studio 1 on May 19th. Both colour and black-and-white clips for 'Rain' and 'Paperback Writer' were filmed for distribution to British and American television programmes.

The classic promo films show the group miming, with Lennon using his Epiphone Casino, McCartney his '63 Hofner bass and Harrison his Gibson SG, with one of their new Vox 7120 amplifiers thrown on to the set for good measure. Starr used the first of his two 22-inch-bass Ludwig kits with number-six Beatles-logo drum-head. This kit/head combination would remain as Starr's main set-up into 1968. More filming for 'Rain' and 'Paperback Writer' continued the following day in the gardens of Chiswick House in west London, with Lennon, McCartney and Harrison using the same guitars and Starr without drums.

Of the final songs to be recorded for the Revolver LP, 'Yellow Submarine' would become an unexpected highlight, given the often throwaway status of the songs written for Starr to sing. It was originally conceived as a simple children's song, but ended up as a single and later the title track of an animated film loosely based on the song. Initially recorded with the simple arrangement of Lennon on Gibson J-160E, McCartney playing his Rickenbacker 4001S bass, Starr on drums and Harrison playing tambourine, the song was quickly festooned with the experimental sounds and techniques that had become such a hallmark of the Revolver recordings. The day after the basic track was cut, 'Yellow Submarine' had a number of tape sound-effects added, with more noises provided by the group and their guests at an unruly recording session held on June 1st. According to Geoff Emerick it was "anything goes" as Brian Jones of The Rolling Stones, Marianne Faithfull and other friends contributed to the chorus. The use of non-musical sound effects in the song marked another fresh area for change. Later the group would take this to almost unlistenable limits when they used sound effects to create 'Revolution No. 9' -which would have no basic instrumental track at all.

A new Harrison song was recorded next. 'I Want To Tell You' featured a basic rhythm track of guitars, drums and piano, plus a later bass overdub. Under pressure to complete the album, the group continued to work on more new original tunes. 'Good Day Sunshine' with its basic instrumentation of guitars, bass and drums was highlighted by George Martin's honky-tonk-style piano. 'Here There And Everywhere' featured a soft arrangement of electric and acoustic guitars, bass and Starr's great brush work on the drums. But it is McCartney's lead vocal and the simple yet effective harmonies that really make the recording stand out. In the midst of so much sonic experimentation, the group knew that pure singing still had the power to shine through.
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	Vox catalogue showing the two-manual Continental organ, as used by the group during the April 1966 Revolver sessions, and then on the road in Germany and Japan.


 As the record deadline quickly closed in, The Beatles made an appearance on the important TV show Top Of The Pops. On June 16th they entered the BBC's London studios to mime to both sides of their new single, 'Rain' and 'Paperback Writer'. It would be one of the last occasions on winch they made a personal appearance as a group on a British television show, and the first that Lennon and Harrison performed together with their almost matching Epiphone Casino guitars. McCartney left his Rickenbacker bass in the studio and took along his trusty '63 Hofner. Perhaps the group thought that the similar sunburst finishes on all three instruments would provide an attractive match - just like their newly tailored matching suits. Starr, as always, used his signature black oyster pearl Ludwig drum kit.

The Beatles were scheduled to start a tour in Germany on June 24th, but with only days to spare they recorded a last-minute final song for the upcoming LP, Lennon's classic 'She Said She Said'. The standard Beatle mix of two electric guitars, bass and drums drove the song along to provide one of the best and most rocking tracks on the album, with only a Hammond organ providing anything unusual in its soundseape.

The Revolver sessions had underlined a new determination by the group to think and play experimentally in the studio, resulting in a mass of new musical sounds - as well as new guitars. Beyond the scope of any previous Beatle recordings, the tracks on Revolver offered a mesmerising array of musical instrumentation. By all accounts, the studio had become littered with all kinds of instruments ready to be played at will. While we know about most of the gear present, determining exactly which guitars were used on particular songs is sometimes difficult. No detailed documentation on the subject exists. Ears are not wholly reliable. Some useful clues are tucked away in photographs taken during the sessions. But, of course, the debates will continue.

Back on tour - plus the original thriller in Manilla

As the final mixes for Revolver neared completion, the group started their 1966 world tour. They headed for West Germany where they would perform six shows in three days in three different cities. First stop was Munich. Fresh out of the studio, and with no time to rehearse, The Beatles slapped together a quick set-list which for their entire 1966 tour consisted of 'Rock And Roll Music', 'She's A Woman', 'If I Needed Someone', 'Day Tripper', 'Baby's In Black', 'I Feel Fine', 'Yesterday', 'I Wanna Be Your Man', 'Nowhere Man', 'Paperback Writer' and 'I'm Down'.

Lennon and Harrison used the Epiphone Casinos as their main instruments on the tour. Harrison brought along his Gibson SG Standard as a spare six-sting and his '65 "rounded top" Rickenbacker 360-12 12-string, capo'd at the seventh fret to use on 'If I Needed Someone'. Lennon had his '64 Gibson J-160E as his spare. McCartney preferred to use his signature '63 Hofner violin bass as his main performance instrument, but his Rickenbacker 4001S was brought along as a spare.

The group's new Vox 4120 and 7120 amps, complete with stands, were used for the shows in Germany and later in the Orient. Lennon also had the new Vox Continental dual-manual organ set up on stage, but he never used it, even on the usual organ-fired set-closer, 'I'm Down'. Starr relied on his trusty Ludwig 22-inch-bass set with number-six Beatles drop-T logo. This was the instrumentation for most of the tour, with only slight deviations. For example, at one of the two opening shows in Munich at the Circus-Krone-Bau, Harrison opted for the Gibson SG Standard in preference to his Casino.

During their brief stay in Munich they were shown a new instrument, the Tubon, by a local keyboard manufacturer. The Beatles Monthly Book witnessed the event. "Paul can't resist a new instrument. When somebody gave him [a] Tubon recently, he immediately had to try it out, and ... he was most intrigued by the unusual sound that it produced. It's a cylindrical instrument with a small keyboard, and when you play it, it produces different tones, not unlike a small electric organ." 18 It's not known if The Beatles ever used the Tubon on any recording, though it seems unlikely - and anyway, the instrument seemed to be intended for live performance, if anything. After a stop in Essen and the final shows in Hamburg, The Beatles headed for Japan.

Three days of concerts were scheduled at the Nippon Budokan in Tokyo, starting on June 30th. Of the five shows, the first two complete performances were filmed for Japanese NTV (Nippon Television). The footage exists today as the best document of the group's 1966 live stage show, with every angle of the equipment used by the group on display. However, The Beatles seem unrehearsed, even sloppy. Perhaps they didn't care, figuring that they couldn't be heard anyway. For those first two performances they did not have their new Vox 7120 and 4120 amplifiers, but instead used a set of Vox AC-100 amplifiers provided by the Japanese promoter. Later, for the remainder of the Tokyo performances, they switched to the 7120 and 4120 amps. Lennon's Vox Continental dual-manual organ was again set up on stage but was never used as intended on the final song of their set.
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	Live in Germany in 1966. John and George are playing their Epiphone Casinos through Vox 7120 amps, while Paul has his '63 Hofner plugged into a Vox 4120 bass rig. Meanwhile Ringo keeps it all together on his first 22-inch-bass Ludwig set, with Beatle logo number six.


Next stop, The Philippines. What started out as two grand concerts on July 4th in front of 80,000 fans at the Rizal Memorial football stadium in Manila quickly turned into a nightmare. The group were not aware of an invitation from Philippine President Ferdinand Marcos and First Lady Imelda Marcos to visit the Royal Palace. When they didn't show, it was taken as a national snub. The band were run out of the country, treated as deviant undesirables. This uncomfortable experience was among the many reasons why they would soon decide never to tour again.

With a few days' stopover in New Delhi, The Beatles eventually made it back to London on July 8th. They had a few weeks to rest before they resumed the tour, switching now to the United States. On August 11th the group flew to Chicago. The relatively brief 14-city American tour was plagued with more unsettling experiences, starting with a press conference on their opening night in Chicago. To combat the negative publicity generated in the States about Lennon's misquoted statement of being "more popular than Jesus", Epstein forced Lennon to explain the comment during the conference and all but apologise to the American press and, thereby, US Beatles fans. This did not exactly get the tour off to a great start.

The first date was at the Chicago International Amphitheater on Friday August 12th. The songs played and instruments used on the tour were the same as in Germany and Japan. Harrison and Lennon used the Epiphone Casinos for their main instruments, Harrison playing his '65 Rickenbacker 12-string on 'If I Needed Someone'. His SG was brought along as a spare, while Lennon had the '64 Gibson J-160E as his backup. McCartney played his '63 Hofner bass and had his Rickenbacker 4001S as a spare, with Starr playing his 22-inch-bass Ludwig set with number-six Beatles logo.

The Vox Super Beatle amp

The Beatles did not bring their new British-made Vox 7120 and 4120 amps to the US. Instead, arrangements were made by Epstein and Vox for the group to use the new American-made Vox amplifiers. Vox had made their deal with Thomas to sell the amps in the US in 1964, and almost immediately had problems supplying enough product to meet the demand. Since that time the American distributor - without Vox's knowledge - had developed plans to manufacture their own line of Vox amps in the States. These plans had now reached their peak with the new Super Beatle amps. California-based Thomas Organ worked feverishly to ready the massive new solid-state amps for The Beatles' summer tour. The company tried to keep the British Vox look and sound, going so far as to enlist the help of Dick Denney to "voice" the amps to achieve the correct Vox tone.

The Super Beatle amp used a similar loudspeaker cabinet design to that of the Vox AC-100, with four 12-inch Vox Bulldog speakers, plus crossovers, and two high-frequency horns. The cabinet was similar too in dimensions, and included the chrome Vox "tilt" roller stand. But the amplifier head was unlike the Vox AC-100. In place of the British Vox's traditional cabinet, the Super Beatle head had sides angled in at the top, providing a unique image. The solid-state amp also had different controls to the British AC-100, including a wah-wah-like "MRB" (mid range boost) effect. (This would later be heard at the end of 'Bungalow Bill', the MRB circuit being subsequently added to British-made Vox amps.)

Thomas Organ had earlier offered a simpler Super Beatle model, the V1124. Now they offered for general sale the new .Super Beatle in two varieties, the V1142 and the "fuzz" distortion-equipped V1141. Although the Super Beatle was packed with the latest effects and boasted an impressive 120 watts of power, it lacked the tonal lustre of its British counterparts, the AC-100, AC-50 and even the AC-30. But a Vox Super Beatle did become a required status symbol for many American bands, and was considered one of the best (and certainly the most expensive) amplifiers available in the US in 1966. The V1141 retailed for $1,225 (about £440 then; around $6,650 or £4,700 in today's money) with the fuzz-less V1142 going for $30 less. What more could a band ask for than to play through a Vox amp with the Beatles name on it? It would surely make any group sound better. Thomas Organ thought so, and clearly they were charging accordingly.

Collectively, The Beatles had never endorsed any musical equipment to the point of lending their name to be used on the product itself. According to Vox's Dick Denney, the group knew nothing about their name being used on the Vox Super Beatle, as the arrangement had been made by Brian Epstein. Legend has it that when the group first saw the new Thomas-made Vox Super Beatle amps at the Chicago Amphitheater on August 12th they were not at all pleased by the name. Allegedly, their comment to Brian Epstein was that there was nothing greater than The Beatles - so how could it be a Super Beatle? - and that Thomas Organ should change the name to plain Vox Beatle. Maybe there is some truth to this rumour, because later versions of the Vox Super Beatle were indeed renamed Vox Beatle.

Support acts on the American tour were The Ronettes, The Cyrkle, Bobby Hebb, and The Remains. Barry Tashian, lead guitarist and vocalist of The Remains, who later wrote an engaging first-hand account of the whirlwind two-week tour, recalls that his group intended to use Fender amplifiers on the dates.

"Then word came down that we weren't allowed to use any Fender equipment," says Tashian. "We were disappointed that we would have to use these Vox Super Beatle amps. I was pretty scared, because you get attached to your own sound from your own amp. But it turned out the Vox amp did the job, and at least it was powerful and had two speaker cabinets, one on each side of the stage."

	These six live pictures of The Beatles in action were taken on August 21st 1966 by photographer Gordon Baer during the group's final US tour. The photos document Ringo's Ludwig 22-inch-bass kit with logo head number six, John and George with Epiphone Casinos, George with his '65 360-12 for 'If I Needed Someone', and Paul playing his '63 Hofner bass (with pickguard now removed). Note the American-made Vox Super Beatles amps, which were only used for this tour.

	[image: image7.jpg]





 The Remains and The Cyrkle played through some of the seven Super Beatle amps that The Beatles used later in the set, says Tashian. "It was a good thing the Vox representative was traveling with that tour. They were very temperamental amps and there was always stuff going wrong with them." The Remains would go on first to do their set for around 20 minutes, then Bobby Hebb would come out and the group played behind him for another 20 minutes or so. Next on was The Cyrkle. for a 25-minute set, then The Remains were on again to bark The Ronettes for another 25 minutes. After a 15-minute break, The Beatles hit the stage.
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The Remains used three of the amps: one for electric piano, tine for bass and one for guitar. "If I stood in front of my guitar amp," says Tashian, "and looked at the drummer playing 20 feet away from me, I wasn't able to hear him at all. It was like I was watching a silent movie of a drummer. All I could hear was the guitar blasting away. And I'd take a few steps across the stage to be in front of the piano amp and that would be the only thing that I could hear. It was really loud." 19
Outdoor sound systems

In 1966, staging concerts in very large outdoor arenas was still a new idea. The technicalities of providing good live sound in these places was equally in its infancy. Today, one could consult a list of professional live-sound hire companies and have a wide range of choices. Back in the 1960s, things were very different. Remains guitarist Barry Tashian says that as far as he can remember there was no such thing as a concert-sound company - but there was Bill Hanley. "He was building stuff to use at music concerts," says Tashian. "We hired him for every gig we did, and either he or his brother Terry would bring their gear along. Even if we were only making $400, we'd pay him $250 to come out. From his U-Haul trailer he'd produce Voice Of The Theater speakers, some good mikes and a few powerful amps. As a result, we always had really good vocals which would cut through, even though we cranked up our amps as loud as we did. So when Bill heard we'd got The Beatles gig he just said, 'I'm coming.' We didn't even have to ask him."

At the first date, the Chicago International Amphitheater, Hanley set up his system on the stage. "There were these humungous vacuum tubes [valves] just glowing purple, like a science fiction vision," recalls Tashian. Hours before the show was due to start, word had got around about the Hanley sound system. "Eventually, there was our manager and Brian Epstein standing looking at Bill's gear. Our manager said, 'Well, what do you want to use? This state-of-the-art high powered system this guy brought out, or that puny house thing over there that they use for announcements?' So then and there, Hanley worked out a deal with Epstein to do as much as he could of the tour - which was not all of it, because it was physically impossible to make the distances between dates. They did throw a few extra things on the plane to beef up what they had, and set up some stuff on the stage. He had much better mikes." 20
Bill Hanley naturally recalls that '66 tour. He claims that Hanley Sound was the first concert-sound company in the US. "We had these big heavy-duty 600-watt tube [valve] amplifiers that would just sit there and cook at full output. We used JBL woofers and Altec Lansing high-frequency drivers. For Shea Stadium, I think I had 16 cabinets. And for mikes I used Shure 546s. We even put mikes on the amps and drums. We had a little mixing board with EQ on the input - we built our own. But when The Beatles came on and the girls started screaming, you could still hardly hear anything. At Shea Stadium, with 48,000 people facing one direction and screaming, it was just impossible to override that noise level." 21
The Beatles tour moved on through Detroit, Cleveland, Washington DC, Philadelphia and Toronto. The whole entourage travelled together from city to city by bus or chartered plane. The Beatles would sometimes be taken from an airport in the same bus as the other acts, but more often would move off separately in an armoured car or limo. "After the gig, we would have to wait for the road guys to load all the stuff into the truck," says Tashian, "get out of die stadium, and drive to the airport to load it inside the airplane. I remember standing under the plane helping schlep stuff into the cargo hold myself, all these great big Vox Super Beatles as well as guitars and suitcases." 22
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On August 17th the tour played at Toronto's Maple Leaf Gardens. By this show McCartney had removed or lost the pickguard on his '63 Hofner bass, which has remained pickguard-less ever since. The following night at the Suffolk Downs racetrack in Boston, McCartney almost lost the use of his bass amp as well. Vern Miller, bassist for The Remains, explains: "We all ended up using the same equipment for that tour, and I think it was Suffolk Downs where I blew an amp head. They had a Vox rep on the whole tour, and he managed to fix the amp in time for when The Beatles came on. Later they took us through the plant at the Thomas Organ factory, outside of LA. They picked us up in limousines and took us out there." 23
As the tour moved south to Memphis on August 19th, The Beatles faced more opposition and negative publicity. Calls came in making death threats to the group. One such attempt was supposed to occur during a Memphis performance. Touring was no longer a happy-go-lucky experience. Prisoners of their own fame and success, the group were now in fear of their lives.

When the rain comes...
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Due to a torrential downpour, the next day's show in Cincinnati was postponed to the 21st, when the group had to play two shows in two different cities: first Cincinnati, and then later at Bush Stadium in St Louis. Evidently Bill Hanley was not providing the sound for this show. Tashian reports a two or three-second delay between singing and hearing the sound coming back. "So there was no way of singing in time! All you could do was to try and shut your ears off and just plough through it - and pay no attention to the sound you were hearing. And the rain ... well, I remember getting a few shocks, but I survived." 24
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	A custom-made Guild Starfire XII electric 12-string guitar originally presented to John, seen here on display at its present home at a Hard Rock Cafe, (inset) Mark Dronge of Guild presents a specially made 12-string electric guitar to John during a press conference in New York City in 1966.


Roadie for The Remains was Ed Freeman, who also managed to survive. Today, Freeman shrugs at the thought of those unsophisticated days. "That St Louis gig was typical," he says. "The promoter didn't want to pay $200 for a roof over the stage, so the rain poured down on to it. Every time Paul sang he'd bounce up and down, and every time his mouth bounced into the microphone these sparks would fly out.

"My assignment was to sit back with my hands and feet on some monster mains plug, and the first person that went down to the ground, I was supposed to pull the plug for the whole show. That was if someone was totally electrocuted - but no one was. Still, there were sparks flying all over the place and crackles and things going out. It was pretty disgusting. You know, you wouldn't even tolerate it with a garage band. Very unprofessional!"

Freeman explains that he was not in fact a proper roadie at all, but a folk singer from Boston who happened to be a friend of the band. He had no experience of electric instruments. "It was absolutely a new thing for me, and it changed my life. At the time I was still looking down my nose at pop music - I was into old English and Scottish ballads - but I changed then." Later Freeman became a record producer, perhaps his most famous recording being Don McLean's 'American Pie'.

One of the most vivid memories Freeman has of the '66 Beatles tour was that all the gear for all five bands would fit into one stretch van, and was carried in the belly of the plane. "There were no separate equipment trucks," he says. "In fact there was less equipment than one drummer would have on the road now - and fewer roadies than a drummer would have. There were three roadies for five bands for the entire tour, and that was it. Me, Mal Evans, and Mike Owens.

"Mal Evans as far as I could tell was tone deaf. His basic advantage was that he could pick up one of those huge Super Beatle amps, squeeze it between his hands and lift it six feet on to a stage. He was absolutely stunning that way. He could also pick up half a dozen fans, lift them six feet off the ground and throw them over a fence. Very strong guy - but I don't think he could tune anything.

"Sometimes I'd go out and tune the guitars with the amps full on: I played Shea Stadium and got a round of applause," he laughs. "But I think by the end of the tour, it was obvious that this was a joke as far as actually playing music was concerned. Nobody could hear a damned thing.

"They walked on stage and all you could hear was screaming for the next 20 minutes, and then they walked off stage." 25
John's Guild Starfire 12-string

The Beatles spent August 22nd and 23rd stowed away at the Warwick Hotel in New York City. For the first day, two press conferences were scheduled at the hotel. It was during one of these that Lennon was given a Guild Starfire XII electric 12-string guitar. Mark Dronge, son of Guild guitar company founder Alfred Dronge, recalls first hearing The Beatles when he was in a record store in London in 1963.

"When they started to come to the States I spoke to our advertising agent at Guild, a guy by the name of Harold Jacobs. He got hold of a photographer that he knew. The guy was going to cover The Beatles at a press conference, and he got me into it. Months before, we'd started working on this deal to make a beautiful guitar that might fit The Beatles. There was nothing in the Guild line that would do the job. We had just started making double-cutaway electric guitars, and we weren't too familiar about electric guitars anyway, but we had a reputation already for our acoustic 12-strings. So we figured we should make an electric 12."

	[image: image9.jpg]




	[image: image10.jpg]




	The American-made solid-state Vox Super Beatle (top) allowed Vox's US agent Thomas Organ to capitalise on The Beatles' fame The close-up of the rear of the head reveals the positioning of the controls, and the US catalogue shows a later version of the amp.


 Guild had been set up in New York City by Dronge's father Alfred in 1952, at first making a name for their arch top guitars, and then acoustic flat-tops. Electric guitars began to appear, and the company relocated to New Jersey in 1956. Their Starfire XII 12-string, in a Gibson ES-335 style, first appeared in the line in 1966. For the special guitar to be presented to The Beatles, the factory came up with a body of especially "flamed" or patterned maple, finished in a dark amber stain, with non-standard De Armond pickups, a master volume control, gold-plated hardware and a better bridge and tuners.

"We only made one," says Dronge, "because we wanted to make it special, to really pour our heart into it. My father really didn't know exactly what was going on. He obviously knew that The Beatles were getting big, but he was really funny about giving stuff away. He felt that if someone paid for a guitar, it was because they liked it and they were going to use it. So at the time he took a lot of convincing - and two guitars was just out of the question. But it was an absolutely spectacular guitar for the time."

Once the press conference that Dronge had managed to gatecrash was over, he took the special 12-string guitar out of its case. "I marched up and walked past George, and he'd kind of seen me coming and thought it was for him. I could see his expression getting sour, but I walked right past him and gave it to John. I thought John played the electric 12! I gave it to John ... and George was pissed [off]. I don't even know if the case and the guitar ever got back together until years later, when I saw that guitar in Hawaii, at the Hard Rock Cafe." 26
It is unknown if the Guild Starfire XII made it to any Beatle recordings. There is certainly no evidence that it did. Somehow, the guitar did make it into the hands of Tony Cox, Yoko Ono's ex-husband, who years later sold it to the Hard Rock Cafe and, as Dronge notes, the guitar now hangs on a wall at the fast-food chain's Honolulu branch.

Barry Tashian of The Remains remembers Harrison with the Guild 12-string on the tour plane. "He was plunking around on it and he handed it to me, asking if I wanted to try it. I think I played a few bars of 'Freight Train' and George called me a show-off.

"We usually talked more about music and records [than instruments]. But I did ask Ringo about 'I'm Looking Through You' and that tapping percussion sound on it. He told me that I was privy to a great secret, that he just tapped on a pack of matches with his finger." 27
Tashian's bassist, Vern Miller, remembers talking to Harrison in particular, primarily about the Indian music he was interested in. "I remember one or two times going up to his room at night after we were done with the shows and listening to these sitar-lesson cassettes by Ravi Shankar that he'd brought with him.

"I also remember that Mal Evans carried a violin-case with a bottle and various other pleasures. He called this violin-case his sin kit," laughs Miller. "Mal was a bit of a character." 28
Don Dannemann, guitarist of The Cyrkle, recalls how once during a pleasant enough chat he was having with Harrison, someone asked the Beatle about the guitar he'd used on 'And I Love Her'. "George didn't remember," says Dannemann, "and it sort of ruined the conversation actually - because we were having a general conversation and all of a sudden George was being forced to be a Beatle. I had a feeling that we probably knew more about what they used on their records than they did, because we used to study them." 29
Shea Stadium; no to Rickenbackers

On August 23rd the group made their second-ever appearance at Shea Stadium, but this was not a triumphant concert as the first had been. It was certainly successful -over 40,000 fans were in attendance - but the date did not sell out as it had done in 1965, and over 10,000 seats were left unoccupied. The signs were that Beatlemania was beginning to fade a little. No doubt this added yet more strain and disillusionment to The Beatles' touring party.

Immediately after the Shea Stadium show the tour flew to Los Angeles, where The Beatles rented a private home in Beverly Hills and enjoyed a day's rest. On August 25th they flew to Seattle and played two shows at the Coliseum. Returning to LA, they took advantage of a further three days off, hanging out with friends including members of The Byrds, The Beach Boys and The Mamas & The Papas.

During this time, Rickenbacker made another attempt to meet the group and to present them with new guitars. John Hall of Rickenbacker recalls being invited to stop by the house, but not being let in when he arrived. "The guitar I had with me was more of a Roger McGunin type of 12-string. What was unique about it was the top, which was extremely thin, almost like an acoustic guitar. It was a three-pickup model, but it had a different type of switching, and it had reverse stringing, like an acoustic: 12-string. The other one was a prototype, similar to a 325 shape but full-scale, and with a rounded body edge, like our later-style 360." 30
On Sunday August 28th The Beatles performed at Dodger Stadium in Los Angeles to a capacity crowd of 45,000 fans. One small guitar detail to report: by this show the pickguard on Harrison's Epiphone Casino had been removed.

	Support band The Remains on-stage in Los Angeles during The Beatles US tour in 1966. All the acts on the tour used Vox Super Beatle amps supplied by Thomas Organ.
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The following day not only marked the last gig of the group's American tour but The Beatles' final public concert. Touring had taken its toll. As a band they were commercially and financially successful, without doubt, but the negative pressures of touring were making it less and less desirable to travel around playing live. After all, no one could hear much of the performances anyway. The band figured it would be much easier and far more constructive to work on studio recordings. At least that way people would be able to listen to and hear their music. With all this in mind, and without anyone else knowing, The Beatles decided privately never to perform live again after the show on Monday August 29th at San Francisco's Candlestick Park. This concert marked the end of an era. Beatlemania was all but dead.

Returning to Britain, the group knew their contract with EMI was up for renegotiation, so there would presumably be less pressure to go back into the studio to record a new LP or single for an autumn release. Instead, the four Beatles went their own separate ways. Lennon flew to Spain to star in Richard Lester's film How I Won The War. McCartney composed the score for the film The Family Way. Harrison flew to India to study sitar with Ravi Shankar and absorb Indian culture. Starr spent time at home with his family.

Metamorphosis into a studio band

The Beatles producer, George Martin, later remembered how the group returned to the recording studio in November for the first time since their decision to stop touring in August. "They were fed up with being prisoners of their fame," he said. "We started off with 'Strawberry Fields', and then we recorded 'When I'm Sixty-Four' and 'Penny Lane'. They were all intended for the next album. We didn't know it was Sgt Pepper then - they were just going to be tracks on The New Album. But it was going to be a record created in the studio, and there were going to be songs that couldn't be performed live." 31
The Beatles had barely seen each other for the better part of three months when they reconvened on November 24th at their familiar haunt: Abbey Road's studio 2. They were about to embark on another new album -yet this date marked a new phase in the group's career. Once again exploring new and uncharted ground, this time they would leave behind their duties as a live touring & recording act and reinvent themselves as a studio-only band. At the time, such a move was unheard of. Bands made money by constant touring. Records were the icing on the cake.

But The Beatles knew if they were to remain a functional band and play together, it would have to be in the studio, where they could create music without boundaries, free from external pressures on their time and concentration. They would no longer face deadlines linked to record-release dates. Work would continue on recordings until they were satisfied with the result. This new-found freedom in the studio would uncover yet more of their experimental side, as hinted at on Revolver. The result of the new studio sessions would be Sgt Pepper's Lonely Hearts Club Band, an album that would change the way in which popular music was made and how it was considered and evaluated.

	
	IT WAS GOING TO BE A RECORD CREATED IN THE STUDIO, AND THERE WERE GOING TO BE SONGS THAT COULDN'T BE PERFORMED.
Producer George Martin,

on the germination of Sgt Pepper


'Strawberry Fields' and the Mellotron

The first song to be recorded by a band already absorbed by their new role was 'Strawberry Fields Forever', which would be released as a single the following February. The piece would become infused with virtually every studio gimmick that the group and their technical team had learned so far, as well as some new tricks. It would set a new standard for 1967's pop music scene and provide a suitable backdrop for that year's "summer of love" - and yet was recorded entirely within 1966.

The song started out on November 24th with a basic rhythm track of guitars, bass and drums, quickly changing shape with the addition of a Mellotron. As we've learned, Lennon had acquired an early example of the new Mellotron Mark II keyboard back in summer 1965. He'd finally found time to experiment with the tape-replay instrument as he looked for a way to include its distinctive sounds on his latest composition. Ironically, it was McCartney who played the Mellotron on the recordings.

For this first take of 'Strawberry Fields' McCartney played the brass setting on the Mellotron Mark II. The instrument had two keyboards, the right-hand one being the main section for playing melodies, the left split into rhythm parts and accompaniments. Above the right-hand keyboard, pressing the second of six pushbuttons switched to Station 2, which selected the beginning of a particular 42-foot length of pre-recorded tape inside the Mellotron for each key. McCartney - or whoever was working the instrument. - would then have moved to a further row of three buttons marked A, B or C, and chosen Track B. This would line up the "brass" portion of the tapes - a recording of close-miked trumpet, trombone and saxophone. Now, pitched single-note lines and chords could be played with this sound on the right-hand keyboard. "Brass" is the Mellotron sound heard throughout take one of 'Strawberry Fields', as released on Anthology 2.

The sessions spilled into the following days with new versions being recorded, and various instrumental overdubs added along the way, such as Harrison's slide guitar, a piano, more Mellotron, maracas, and speeded-up vocals treated with Ken Townsend's ADT effect. On the 29th November the song was finalised, take 7 being the favoured version, but by this time the Mellotron sound had been changed. The Mark II's "flute" sound was now used, selected by hitting Station 1 Track A, and most clearly heard at the very start of the official released version. Next, the group started work on another new song, the vaudevillian 'When I'm Sixty-Four', initially featuring McCartney on piano.
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The group and George Martin then decided to remake 'Strawberry Fields Forever', starting on December 8th. They went for a different approach, recording a fresh basic track for the song. This new version featured heavy use of backwards hi-hat cymbals, timpani, bongos, tambourine and a wild drum track played by Starr. "All right, calm down Ringo," pleaded Lennon as the drummer created an enormous din.

The following day Harrison added a new Beatle instrument to the developing remake of 'Strawberry Fields', a surmandal (often misspelled as swordmandal). This Indian/Pakistani instrument is similar to a board zither, usually with about 40 metal strings played with a plectrum or plectrums, and provides something like the sound of a high-pitched harp. If the released version of 'Strawberry Fields' is considered as starting with the song's chorus ("Let me take you down...") and having three subsequent verses in between (one: "Living is easy...", two: "No one I think...", and three: 'Always know...") then the surmandal is prominently heard just before the start of verse two (1:18) and verse three (2:04), and also at the end of the song (from 3:06 and prominently from 3:15). A week later, on December 15th, seven session musicians were hired to overdub trumpets and cellos on to the remake, playing parts that George Martin had written. With this second orchestral/drum version of 'Strawberry Fields' now complete, work turned again to 'When I'm Sixty-Four' with Starr adding orchestral bells. The Beatles were gradually increasing the input of studio musicians to help complement their sound, and on December 21st three more session players were called upon to add clarinets to 'When I'm Sixty-Four'.

Two complete recordings of 'Strawberry Fields Forever' had now been finalised - the take-7 Mellotron/guitar version and the later drum/orchestral version. The story goes that Lennon was still not completely satisfied with either, and that he simply asked George Martin for them to be joined together. According to Martin, the obstacle the producer faced was that the two versions were at different tempos and in different keys. In order to fuse them, tape speeds had to be manipulated using Abbey Road's frequency-control system. Various theories have been put forward based on the official and unofficial releases of 'Strawberry Fields' in its various forms concerning the nature of the tape-speed manipulation. The take-7 Mellotron/guitar version released in its entirely on Anthology 2 is two semitones higher than the official released version, which implies that it must have been slowed down. Accounts suggest that the drum/orchestral version was also slowed down.
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	In 1965 John had been one of the first to acquire a Mellotron Mark II tape-replay keyboard, a kind of early sampler. At the end of 1966 The Beatles finally used the instrument, for the recording of 'Strawberry Fields Forever'. The Mark II pictured above was sold at auction as John's.


 Whatever the technical adjustments, Martin did an apparently remarkable job by bringing the two versions to the same tempo and pitch, and thus was able to satisfy Mention's request. On the official released recording, about the first minute is the (edited) take-7 Meliotron/guitar version, the rest the drum/orchestral version. To achieve the blend Martin made two edits.32 The first occurs at 0:55 into the released version, chopping in from elsewhere in the Mellotron/guitar version the "Let me take you down cos I'm..." phrase needed to provide the start of chorus 2. Then at 0:59 comes the main edit, switching to the orchestral/drum version, which kicks in at "...going to Strawberry Fields...". Suddenly there are cellos!

At the very end of the track, coming in around 3:35, is a "re-entry" edit piece with more of the wild Starr drums and some swirling Mellotron. This time, McCartney played the Mark II's left-hand keyboard, selecting a tape of an entire passage of ensemble flutes. The passage was played in a random, repetitive fashion, without necessarily waiting for the internal tape to return to the start after releasing a key. The result sounds something like looped flutes, but is pure Mellotron.

Finally 'Strawberry Fields Forever' was complete, as much a complex studio construction as a new song. Where before the group had been interested in exploring new musical instruments to provide fresh inspiration, the studio itself was now fast becoming an instrument in its own right.

George Martin and his team must have wondered whether every track by the newly-cast recording band was going to be this complicated. The Beatles were clearly taking to their new role in exciting and creative ways, with all four members fully involved and working co-operatively toward a single goal. Whatever next?

More new Vox amps - solid state of the art

When the group had returned to Abbey Road at the end of November in their new guise as a full-time recording band, they were once again bestowed with the latest amp offerings from Vox. In the late summer, Vox had abandoned the 7120 and 4120 amp designs and moved on to a newer line of solid-state (transistor) amplifiers. According to Vox designer Dick Denney the new amps were first shown at the summer 1966 musical instrument trade show in London.

One magazine reporter present at the unveiling became quite excited by the new direction that Vox were taking, "Vox have completely shunned previous concepts this year and introduce their revolutionary range of solid state amplification," he gushed. "These, they say, are lighter, sturdier and do not get so hot as the valve [tube] type."

The principal new amp was "the revised version of the Beatle amp", which Vox called the Supreme. "This has built-in fuzz, treble boost, middle-range boost, reverb, volume and tremolo, all of which are controllable from buttons on a footplate. Each pushbutton has a red light to indicate when the effect it represents is in use. This amp now gives 200 watts." 33
The reporter went on to itemise the rest of the new line, including four guitars amps - the 100-watt Defiant, 70-watt Conqueror, 40-watt Virtuoso, and 20-watt Traveller - and three bass amps - the 150-watt Super Foundation Bass "with a range of effects to rival the Beatle amp", the 75-watt Foundation Bass, and the 50-watt Dynamic Bass. Prices ranged from the Traveller at 59 guineas (£61.95, about $175 then; around £690 or $965 in today's money) to the Supreme at 259 guineas (£271.95, some $760 then; around £3,020 or $4,230 today). The AC-30 and AC-50 remained, mercifully, as valve (tube) amps.
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	This British Vox catalogue shows the Jennings-made solid-state amplifiers available at the time. Some of these models found their way to The Beatles.


 Dick Denney says that for their late-1966 studio sessions, the group were provided with almost every new Vox amplifier, including prototypes. Denney also points out that The Beatles had requested smaller amplifiers and that they started to mix various Vox amp heads and Vox cabinets. This does not help in trying to determine which Vox amps were used during the Sgt Pepper sessions.

Denney mentions a prototype "hybrid" Defiant amp head, mixing valve [tube] and transistor [solid-slate] systems, which he built for the group, and goes on to explain the frequent changes made in the Vox line and outlines:

"Vox boss Tom Jennings was always saying that this or that amp was beginning to look stale. He was aware of the fashion aspect of amplifiers. So we would alter the shape or the look, change the knob layout, whatever. That's all it was: to look different and new. We would only make so many of these prototypes, maybe five of this and two of that. Sometimes they were made for the groups and would be given to them to try out - and they would use them up on the stand and get photographed with them. Now nobody can figure out what they were!" 34
Although Vox did build a larger and louder 200-watt amp in this new series with The Beatles in mind, the reality was of course that the group no longer needed large amps for live concerts. Vox had had no idea, when the 200-watt amps were designed during 1966, that The Beatles were going to stop performing live. But as the group evolved into a recording outfit, the musicians quickly realised that large amps are unnecessary in the studio. This had been evident as long ago as the Rubber Soul sessions when their Vox AC-30s were pulled out again for some studio work.

	[image: image14.jpg]




	By the end of 1966 The Beatles were using a range of different Vox amps, including prototypes. Here is a Vox Conqueror similar to those they would have used.


The most likely line-up of Vox amps used during the Pepper sessions would be a combination of the newer-style Vox Conqueror or Defiant amps (with controls at the top of the front of the head) along with various prototypes. Some studio photographs show McCartney playing bass through a Vox 4120-style head (controls at the bottom of the front) with a smaller 2x12-style cabinet. In any case, the tone produced by any of these amps would have been very similar. As Denney points out, each had almost identical pre-amp sections.

Certainly the cream-coloured Fender Bassman was present throughout the Sgt Pepper sessions. As for guitars, Lennon and Harrison both used their Epiphone Casinos and Gibson J-160Es, while McCartney too played his Epiphone Casino, using the Rickenbacker 4001S as his main studio bass. Starr played the same 22-inch-bass Ludwig drum set that he'd used during the final tour, still equipped with number-six Beatles-logo head.

As 1966 came to a close, the year's final sessions were held at Abbey Road's studio 2. On December 29th McCartney introduced a new piece, 'Penny Lane'. As final mixes were made of 'Strawberry Fields Forever' in studio 3, the group were busily delving into this new song, which for now featured piano as its main instrument. It was treated to a number of overdubs, including harmonium and more piano, both run through a Vox amp to create various sound textures. But 'Penny Lane' was not completed this year. The new sessions would spill over into 1967. And what a year it would prove to be.
