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box set, The Legend and the Legacy. It is offered here in its entirety.

Frank Doris: When did you first get involved with recording?
Les Paul: I actually got into recording right at the very beginning. It all started in the late
twenties...it seemed like the harmonica, the guitar, the piano, everything came at me at
once. The crystal set, the broadcast stations...
FD: There was a moment when I was three or four years old, when I first heard a guitar
on the radio and didn’t know what it was, and I thought, “Oh my G-d, what is that
sound!” What was the initial impetus where you realized that not only did you have to
play the guitar, but that you wanted to get a certain sound?
LP: Well I wasn’t happy with the acoustical sound of the instrument. I heard what was
happening on the string itself, without the influence of the guitar body. And I knew that
when you plucked the string that that was the sound that I wanted, and so analyzing it I
strung up the string on a railroad track, then on a piece of wood...then on the guitar
itself, and I said, “now look. The guitar alters it. It enhances it. It changes it. It distorts it.
It makes it something different than it originally was. What I would like to do is go back

and build the guitar starting with the string itself. Picking up the sound of that string and
then modifying it any way you wish. And so I came up with the idea of making a
reproduction of the sound of the string only. And so I came up with a 4 x 4 [piece of
wood] with a string on it.
FD: The famous Log guitar. The description of it sounds pretty close to what the Les
Paul eventually evolved into – two pickups, a solid body...
There’s a lot of controversy surrounding who actually invented the solid body electric
guitar.
LP: Oh, there’s...listen, there’s more controversy than that. Leo Fender was a very dear
friend of mine. He sat in my backyard and watched me play...electric bass, until he put it
on the market and introduced it. He is given the credit for it. But no question about it, I
was there years ahead of everybody else with the electric bass, the electric guitar, the
whole thing!
FD: Did you actually have an instrument that was tuned an octave below an electric
guitar? Or did you get an electric bass sound by slowing down the tape?
LP: No, no. You’ll hear it tonight [when I play at Fat Tuesday’s]. I don’t touch a thing [on
my guitar]. It will sound like an electric bass here. You’ll notice that I don’t [detune] the
strings at all, I just play the bass line and there it is, and it’s what I do with the
electronics in the guitar and the way I play and that’s it. Now you don’t do anything to
that guitar. That guitar...l sit down and make a record with that guitar, that’s the whole
orchestra.
FD: As a matter of fact, on most of your recordings the guitar is all you use – maybe you
have drums in there, but you don’t have horns, you don’t have piano.
LP: Rarely. A few times I played with drums and piano, toward the end.
FD: It seems as if that’s your specific style, where you want to make the guitar sound
like an orchestra. As a matter of fact, on a lot of the Mary Ford tracks, it’s amazing how
terrific her voice sounds. Conceptually, with most pop records you have the lead vocal.
And then you have the harmonies in the background. But the way you record her, it
sounds like the same thing you do with your guitar where you’re making her sound like
an orchestral section.
LP: I learned that from working with Fred Waring and His 65 Pennsylvanians. When you
work with a glee club that big, you get to know music! When you have eight voices and
they say “Sam” you only use “S” on one voice. All the others say “am.”
FD: Because you’ll never get the attack of all the “S”es simultaneously.

LP: You’re gonna hear “sssss.” You’re going to hear eight “S”es and you’ll never
get ’em all the same.
FD: Not only is your guitar sound unique, but Mary Ford’s vocal sound is unique, and
they’re so complimentary.
LP: Oh she’s some talented person! Extremely talented. I couldn’t have done it without
her.
FD: You started with disc recording in the Forties. It’s incredible that you even thought
of doing sound-on-sound on disc…were you using acetate in those days?
LP: Yeah. [But I was using] aluminum discs in ’28. In 1928 I made the first electric
phonograph and had I known, I should have patented that! ’Cause it was 1928 that Bell
Labs patented their electronic phonograph...if I only had known. I should have patented
the synthesizer. I should have patented a lot of other things, (both laugh) echo delay,
flanging...all of it!
FD: It’s amazing how many inventions other people get credit for. I don’t remember
which engineer got credit for inventing flanging by putting his thumb on the tape wheel,
but it wasn’t you! Although to give credit where credit is due, you are credited for
multitracking, echo, reverb.
When the tape recorder first came out, after the war...I suppose the original wire
recorders were impractical?
LP: Oh I had the wire recorder in ’36. It’s the one that’s in the RCA Building now. That
one I had for six months, and I was tying knots in that wire...(laughs) I knew that wasn’t
going to work. I went back to the disc and stayed there.
FD: And then Ampex came out with their magnetic tape machine.
LP: No Ampex didn’t. Rangertone.
FD: Rangertone?
LP: Col. Ranger. Dick Ranger. He worked for me. He approached me in 1946, and we
discussed it.
FD: I’ve never heard of him!
LP: I’m sure very few know him. If more people would talk to me, they’d know exactly
where [the magnetic tape recorder] came from. Jack Mullin took the idea to Ampex, who

put it out, but I already had told Bing Crosby that Col. Ranger had built one. I took it to
Crosby. But Col. Ranger was too slow! He was here in Jersey and not too quick. If you
wanna know, if I don’t know, I can tell you who does!
The real true story...the real truth...it was old papa [Harry F.] Olson who made the first
disc cutters tor me, and it was GE that came up with the reluctance-type phono pickup.
The cutters...Westrex...Presto...Webster...Audax...just going back to day one, with the
single button and the double button carbon microphones and the whole thing. The two
best microphones of the day were the RCA 44BX and the Western Electric 618. It’s
terribly interesting to find out just where did it come from and how did it happen.
FD: Getting back to the first magnetic tape machines. I suppose it must have taken
about a hundredth of a second for you to get the idea that you could do sound-on-sound
by recording on one tape deck and bouncing the sound onto another.
LP: When I first saw the Ampex 300 tape machine, Bing Crosby brought it in my
backyard and says, ‘Here’s a present for you for what you did for me,” and handed me
this 300 tape machine, and took a look at it and said, “How in the hell am I going to take
this on the road so we don’t have to take the whole garage with us to make recordings!”
And all of a sudden I said, “Mary, I got it! I can make a thing called sound-on-sound!”
And she says, “How do you know it’ll work?” And I say, “I know it’ll work.”
And we drove to Chicago to play a date. I told Ampex I needed a new [tape] head, I told
them I had burned mine out, and I asked them to send a new head to the New
Lawrence Hotel, where we were staying. I didn’t want to let them know what I was
doing! And in Chicago, at my hotel, I hooked that head up after I had a guy drill a hole
for me in the top plate. And we wired in the head and I spoke into the mike and said,
“Hello, hello, hello,” and out comes two hellos, three hellos, four hellos, and I went to
work, and Mary says “My God, the thing works!” And I said, “I knew it would!”
But I’m telling you, today I look back and boy, I would never have nerve enough now to
do what I did when I was a kid! (Laughs) When I was a kid, I took all kinds of chances!
But I knew what I was doing.
FD: Obviously! You went from that to not 2 or 3 or 4 but – how did you manage to go all
the way to eight tracks?
LP: Well, it was very simple. In terms of fidelity, and according to available track width,
we decided that eight was the magic number. But that wasn’t the secret of the invention.
The secret of the invention was very simply to stack the heads in line. That was the
whole answer that nobody thought of, right in front of ’em. Now you take a razor blade
and just cut straight down [when you do tape editing], everything is in line. Now you’ve
[also] got sound-on-sound, in sync.

FD: It really didn’t catch on in pop recording until...
LP: Till the Beatles.
FD: Sgt. Pepper, ’67.
LP: I asked Paul McCartney about it and he says, “‘Les, we just worshipped what you
did,” et cetera, et cetera. I said, “How come you didn’t grab it sooner?” And he said, “We
didn’t know about it sooner!” I had the eight-track a good five years before anybody else
even thought about it, and it took ’em another five years, and then they were out looking
for another Les Paul and Mary Ford! And I told ’em, the engineers, I said, “Why are you
out looking for another Les Paul and Mary Ford?” All you have to really do is use that
thing as a tool. Record the rhythm section. Record the saxophones, the trumpets,
overdub the singers, whatever. You don’t have to use it like Les Paul and Mary Ford!
They hadn’t figured that out.
FD: Did you ever think multitrack recording would get so out of hand? Sixty-four tracks,
punching in phrases and syllables...
LP: Oh yeah. Oh yeah.

FD: It really seems that now modern recording technique unfortunately has the negative
effect of taking away a lot of the live feel and the interaction of musicians in the studio.
LP: That’s the danger of it. So I have that gift. And that is to never let the machine run
me. And when I recognize when it starts to separate the men from the boys, I get rid of
it. I say, hey, I gotta find the correct way of doing it. When I invented sound-on-sound,
that was one thing. When I invented separate, individual tracks, where it’s multi-tracked,
and you can separate the drums from the saxophone from the bass from the guitar, I
also realized you were taking something away which you were going to have to put in
later in the mix, but that never got put back properly that way. And consequently, when
you hear the records today, they sound like they came out of a machine shop. They
don’t have the feel. They don’t have that awesome effect that you get when you record
live. Those are the things that you’ve got to be aware of and be cautious that the
process doesn’t eat you up. It can walk away with you, and you are at the mercy of the
machine, and I don’t do that. I say, “That machine is going to obey me.” But never is the
machine going to tell me what to do!
FD: How did you manage to record so many parts and still keep the fidelity of the
vocals, the lead lines?
LP: Because the lead line goes on last. Not first. All the important parts go on last, not
first. So your least important part goes 25 dubs down, because you don’t care about it
anyway!
FD: So you – in your head you have the arrangements worked out already. This isn’t so
prominent, this instrument is....
LP: I’d just say to Mary, “Sing the sixth part first.” And I want you to do the “doo-wahs”
and put ’em in the background because the most important thing is that I hear you
breathe on that lead. The next most important thing is the bass. The next most
important thing is my guitar. And I’d record everything in reverse order of importance.
The most prominent things that you’re selling, the most hockable items, they’re up front
and clear as a bell. The other stuff can get pushed in the background.
FD: Who are some of your favorite guitarists?
LP: Al DiMeola, for his clean technique. Also Biréli Lagrène, Robben Ford for his blues
playing, Tony Mottola, Eric Johnson, George Benson – and any serious players playing
melody with heart and soul. Hard to find. I do believe there’s a crying need for the
melody these days.
FD: What advice would you give aspiring guitarists?
LP: Do your own thing. No one guitarist can do everything.

FD: Because of the stylistic diversity of the instrument – it can be played in so many
different styles, so many different ways....
LP: Exactly. It helps to study the ways other guitarists play, but ultimately, you have to
find your own voice. It you do that, playing will be a lot easier than it you try to force
yourself to play in a style that isn’t you.
FD: What were the sales figures for your Capitol hit recordings?
LP: I have no idea. I can tell you from 1948 to 1958 if was bit after hit. At one time we
did a guest appearance on the Perry Como Show. He had a list of the Top Ten hits of
the week. We had nine! Perry said, “One more hit and I’ll be home watching the show!”
For a change, I’d deliberately put only a single voice or only one guitar on a record from
the usual multitracked sound we were famous for. These “only” went to half a million in
sales. It was fun! Yeah! Goin’ to the bank!
FD: At what age did you first get interested in electronics?
LP: At the age of nine. I’m sitting [in the park]. Anyway, this fellow Harry Tice was
winding something on a toilet roll, or an oatmeal box, a round cylinder, and he’s going,
“25, 26, 27...” I wait till he stops counting and said to Harry, “What in the world are you
making?” So he says, “I’m making a crystal set.” Of course I immediately got the
schematics and the instructions from him as to how to build a crystal set. When I
stretched out that hundred feet of wire, and got a good ground, and I picked up the
station loud and clear, what do I hear but a guitar. That was enough for me!
So I had to order from Sears and Roebuck a guitar to go with my harmonica, and, of
course, with the crystal set, I now hounded my mother to death to get a radio! I then
took that apart and made it into a guitar amplifier, because I wanted to amplify the guitar
because it wasn’t loud enough. I then took my mother’s phone receiver and used it for a
PA [public address] system! I used the mouthpiece as a microphone so that I could sing
to the people through my mother’s radio.
FD: How did you meet Mary Ford?
LP: I went over to the rehearsal of the Sunshine Sisters at CBS; Gene Autry told me
Mary was doing an act with a trio. I listened to them, and they sang well – just a straight
country trio. And that’s what I was looking for, because at NBC, I had nine shows. They
wanted to make it 19 shows, and I suggested maybe doing some stuff as Rhubarb Red.
FD: You were trying to add variety to the show.
LP: Yeah. I wanted to have a girl singer for variety. So, I went over and listened to her,

and I asked somebody where I could contact this girl. They gave me her phone number.
So I called. When I called, she said. “This is a hoax!” I said, “No, no hoax.” She said,
“No, everybody knows that I idolize Les Paul.” And said, “It’s no hoax. You come over to
my studio, 1514 North Curson.” So, she shows up, and I’d forgotten all about her. And
I’m out mowing the lawn – I’d been on tour with my trio [Les Paul and His Trio] – so the
lawn was a mess.
It was nighttime, and I was mowing the lawn with a flashlight tied to the lawn mower! So
she pulls up in the car, gets out, and says, “Can you tell me where Les Paul Studios
are?” And I pointed down the driveway and said, “Just follow the driveway,” And I said,
“There’s no door on the studio. They’ll have to tilt you in through the window.” She
walked up to the studio door and my trio was back there rehearsing. Then I
remembered: that’s the gal I had made a date with to listen to her sing! She went into
the studio and said, “Where’s Les Paul?” They said, “He should be here any minute.”
Well, there was a side door going into the control room. So I walk into the control room,
and she says, “I see the gardener in there, but where’s’ Les Paul!” And I pushed the
talkback button and said, “I am Les Paul!” And she said, “No, no, no, no – I knew this
was a hoax.” So I went outside, stepped through the window, picked up the guitar,
played a run, and she said, “My G-d, that is Les Paul!” I had my Army pants on, and
Army shoes – which Mary later had bronzed. They’re now in my office along with the
Grammys and the gold records.
So now, Mary’s face to face with her idol, and she’s terribly disappointed.
FD: She couldn’t have been that disappointed! You were married how many years
later?
LP: She followed me for five years from town to town. Finally, we talked her into going
on stage, and I’d found the girl I’d been looking for. At first, Capitol Records turned her
down, turned “How High the Moon” down. They thought it wasn’t commercial. But I
insisted. It took me a year to convince them to put it out!
At first, the public wouldn’t accept Mary. Every record I made with her, she was the B
side. But I kept it up and kept it up, because I knew that one day Mary was going to be
very important. I knew everything couldn’t be instrumental, instrumental, instrumental.
And the instrumentals were so heavy, they were so spectacular, so ahead of their time,
that Mary got buried and I became something of an obstacle to her eventual success. I
had to be careful that I didn’t overplay my parts so that I overshadowed Mary. If you
listen to “Tennessee Waltz,” ”Mockin’ Bird Hill,” those kinds of things, you’ll notice that I
hardly play at all.
FD: Even your solo on “How High the Moon” is somewhat on the restrained
side…especially when you compare it to the version on Les Paul Now on London Phase

Four. There are a lot more guitar pyrotechnics in that version as opposed to the original
version.
LP: That was a big question, whether to re-do that [song] on the Phase Four record. I
thought, people are going to compare that one with the version Mary and I did. You’ll
never beat Mary and me – it’s going to be very difficult. So we did the best that we could
under the circumstances. What I did was try to play the equivalent of what she sang,
with all guitars. And it became a very powerful record.
FD: That whole album was really strong. It’s been one of my favorites for years.
LP: No kidding!

FD: Well, I’ve been playing one of your guitars since the early Seventies. When you
play a Les Paul, you say to yourself, “Who is the guy behind the guitar? All I know is a
name and a picture.” I had heard “How High the Moon” a few times when I was a kid,
and it led me to seek out your records, which were very hard to find even then. But I
managed to find Les Paul Now.
LP: These days, I’ve been shocked at the reaction I’ve been getting from young people.
The biggest names in the rock business want me to do guest appearances with them.

FD: How did you meet Bing Crosby?
LP: After working at CBS Radio in Chicago I packed up the car and said “I’m going to
meet Bing Crosby.” So I got out to California, and when I got there, I stalked him out. I
found where he parked his car and which door he went in, and laid out a plan as to how
to get in there [NBC Studios, Hollywood]. I said to the piano player and the bass player,
“We gotta back in when everybody is leaving on a coffee break. So when the people are
coming out of the artist’s entrance at NBC, we will back in. And you, with the bass, you
force your way back and say, ‘Les, I forgot the music.’ And I’ll say, ‘You’ll never find it! I
know where it is. Let me get in there, and I’ll help you.’”
So the three of us got into NBC. We walk down the hallways, and we’re looking at NBC
for the first time. We pick a studio. We go in there, and there’s nobody in there, so we
take our instruments, unpack ’em, plug ’em in the wall, and we start to play! In walks a
guy, and he listens for a few minutes, and he says, “Hey! You guys are good! What’s
the name of this outfit?” I said, “The Les Paul Trio.” So he opens up the studio log book,
and says, “Well, you’re not listed.” And he says, “The Les Paul?” “Yep.” “What are you
doing out here?” “I’ll tell you what I’m doing. We just uninvitedly backed in here and set
up our instruments in hope that we would find you!” (laughs) He said, “Don’t go away.
I’ve got to call the musical director. He’s got to hear you guys.”
So he gets in the musical director, Tom Palucci, who says, “I’ve got to call my boss in.”
So he gets his boss, and who is it but an old buddy of mine from Chicago, Sid Strotz,
and he’s the vice president of NBC Radio. And he says, “What are you doing out here,
Les?” And I said, “I wanted to stalk my way in and catch Bing Crosby.” He said, “How
about a job here at NBC?” Now, it’s my home! The very place where Bing is.
So now, I watch for Bing. And I see Bing goes into Studio E, just before showtime.
Every Thursday, he goes in there. For what reason, I don’t know. So I ask the girl if I
can rehearse in Studio E. So we booked Studio E for that time when Bing walks in. I set
up the piano player and the bass player, and told them, “No matter who comes in, don’t
stop playing!” And they said, “Who do you expect to walk in?” And I said, “I’m not going
to tell you.” ’Cause I knew he would scare ’em to death!
Sure enough, we’re playing “Back Home Again In Indiana,” and who opens that door?
Bing Crosby. And he stands there for a second and he says, “I’m sorry, I didn’t mean to
barge in.” And he closes the door. And the guys say, “That’s Bing Crosby!” The piano
player messes up his music, half of it falls to the floor, and I say, “For G-d’s sake, put
the music back on the stand! Keep playing! And sure enough, the door opens again,
and it’s Bing. He yells over our playing, “Mind if I listen?” So he listens for a few
minutes, and says, “What do you call this act here?” And I said, “The Les Paul Trio.”
“Where are you working?” I said, “Right here at NBC.” And he said, “Well not anymore!
Now you’re working for me! See you Thursday, you start next Thursday.” So he walks
out of the room, and I push the door open, and Bing has got his back to me, walking

away from me, and I said, “Hey Bing? How much?” And he says, "One thou." He walks
a few steps more, and I said, “Hey Bing?” How much for the other two guys?” That’s
how I met Bing!
FD: The story of how you met Jimi Hendrix is also interesting....
LP: Yes, in 1965, after I retired from playing, I wanted to get into discovering and
producing new artists. A lot of them were out there waiting to be discovered. I found
Jose Feliciano, The Young Rascals, Mama Cass [Elliot, the late lead singer of The
Mamas and the Papas]. I introduced them to the record companies, stumbled across
them before they hit. Like Jimi Hendrix.
He was trying to get a job up there on Route 46 (in New Jersey), and I happened to run
into him. He was around in 1962. I was driving down Route 46, on my way to Columbia
Records, and I stopped in this bar. There were four or five joints on Route 46 that I
always hung out at. When I went in, there was Jimi Hendrix, and he’s up there all by
himself auditioning for a job. I walked out to my car – my son was there – and I said,
let’s go to Columbia, come back, and listen to this guy. I didn’t realize he was
auditioning – I thought he was working!
When I came back from New York, I said to the bartender, “What happened to that guy
who was up there playing that guitar?” The bartender said, “We threw him out! He was
so loud, and he was yelling and singing, and we just got rid of him!” Well I looked in
every joint that I could find in Jersey for that guy, not knowing his name, only knowing
he was a big guy who played left-handed, and was a wild man with big bushy hair! And
nobody knew him. It wasn’t until Phase Four [records] asked me to come out of
retirement, and I did, for Walt McGuire, that I found Hendrix. McGuire asked me if I
would make one more album, and I said OK. So I asked him, “Find me about five
players that are hot right now, and let me hear their albums,” So he threw the albums at
me, and they landed on the floor, and facing up at me was a picture of the guy I was
looking for! On the cover was Jimi Hendrix!
So, I told my manager to go find this guitar player, and he told me, “The guy you’re
looking for died in a fire smoking a cigarette. You can quit looking for him!” So I did.
[But] after some time I called my manager and said, “You know the guy that “died in the
fire?” Well his name is Jimi Hendrix and he’s a big smash over in England!”
FD: Let’s get back to the origin of the magnetic tape recorder. You had mentioned Col,
Ranger. I know the design originated in Germany. The Magnetophon. And then it was
taken to the United States and copied. Was it Ampex who first...?
LP: No. It was Col. Ranger. He made the first machine. He was a colonel in the Army
who went to Radio Luxembourg [after World War II]. He walked into the studio and saw
the Magnetophon. He and his men smuggled it out of the country part by part.

FD: They didn’t take it out whole?
LP: They weren’t allowed to. But they brought back a couple of the machines, and they
assembled them here. Then he immediately made the Rangertone. I got the Colonel to
come out to California and do a demonstration for the Sapphire Club. That was a bunch
of engineers who were out there; we were the whiz kids of LA. I introduced him to Bing.
The problem was, Bing said, “I’d like to have 50 of them!” Col. Ranger said, “I can make
maybe one or two a year.” In the meantime, another fellow who worked for Col. Ranger,
or he may not have, I never asked Jack Mullin whether he did or didn’t, because it’s a
very touchy subject, brought the idea to Ampex. Ampex doesn’t like to admit to anybody
that they weren’t the first with the tape machine, but Col. Ranger was ahead of them.

FD: What microphone did Mary Ford sing through?
LP: An RCA 44BX, I use them everywhere.
FD: How did you come up with close micing?
LP: I wasn’t happy with the sound of a singer miked three feet away.
FD: Did you have a problem with the proximity effect? The bass boost [resulting from

the fact that as a source gets closer to a microphone, the bass frequencies are boosted
more than the midrange and high frequencies]?
LP: Sure. So I took the mike apart and modified it. Far away, if was too thin, but close
up, it was exactly right. Also, you had less noise, less hiss, less hum, better isolation.
The guys in the Sapphire Club were saying, “It’s ridiculous that you have the mike that
close. It’s wrong! It’s wrong!”
There’s never a time when you’re an innovator that you’re not out there alone. When I
came up with the metal bridge for the guitar, every guitar player in the world was against
it. “Whoever heard of a metal bridge on a guitar?” ”Whoever heard of a solid plank of
wood for a guitar?” The vibrato was wrong. Using your thumb was wrong. The whole
world came down on multitrack recording. The echo delay, everybody was saying,
“What the hell are you going to do with it?” And look what happened…(laughter).
FD: Could we talk about the making of The Legend and the Legacy. What are some of
the techniques used in the re-mastering? Things like “Lover” which you had originally
done on acetate, did you make a tape transfer first, or go directly into the mastering
deck?
LP: We floated the acetates in liquid and did all kinds of things to keep that noise down
[the surface noise], and then transferred them to tape. Once you’ve got them onto tape
you can do all your editing.
FD: Did you transfer the original acetates and tapes onto analog or digital?
LP: We did both. We put them onto digital and we put them onto analog so we could
store both. Mostly because of the medium – it’s not the ideal way of storage, to put
something on tape because tape is quite dangerous and unpredictable as to whether it’s
going to last. It’s almost like a [cardiac] bypass. You don’t know whether it’s going to last
or not! Anything beyond five, maybe even less than five years’ time, is a big question
mark. It sheds and it fails apart, and it dries out – the lubricant and whatever.
FD: How did you keep your tapes in such good shape? You kept the masters, Not
Capitol. You hear so many horror stories about how the record companies can’t find the
tapes, or they’re falling apart.
LP: All of the above happened.
FD: But most of them were in good shape?
LP: “How High the Moon” had 37 splices and was still together. That’s the original 3M
tape. The interesting thing about it is that the old tape far outlasts the new tape of today
[the early 1990s].

FD: I’ve heard lots of people say that. I can’t understand that with all the advances in
technology and tape formulations, et cetera, the old tapes are proving to be more
durable over time.
LP: Maybe not frequency-wise or signal-to-noise-wise, but the lubricant in the base of
the tape, the iron oxide that didn’t shed, the durability of it lasting, the stability of it. We
found the 3M 190 tape, astonishingly, to this day, reliable, with a lot of things going for
it. 3M discarded that, and went to stuff that you could get higher biasing on, you could
get better signal-to-noise ratio, better frequency response.
FD: You could put a hotter signal on it.
LP: That’s right. Now, the new 3M tape that’s out there, depending upon how hard you
hit that tape, you can get as much as 9 dB better signal-to-noise. So your analogue is
almost equal to the digital in terms of signal-to-noise ratio. Our recordings were so quiet
– you’ve got to realize, none of those early hits were made on the eight-track.
FD: You didn’t put the eight-track into practice until 1956.
LP: I used it for all of the Listerine shows, all the TV stuff, commercials and things like
that.
FD: On The Legend and the Legacy, on some of the stereo cuts, the sound is a little bit
brighter, a little different.
LP: (laughs) Because I had just played it! I just got the old guitar out and laid some of
the parts down new. The sound I got was the closest thing I could get to the sound of
the 1947 to 1958 period. In that period there were a lot of different guitars used. And
when, say, “Goodnight, My Someone” comes up, I have to dig out that old flat top [an
early Gibson customized with a flat, rather than the usual arched, top]. Luckily, I still
have it. And I have to play like I played then. Not no more and not no less!
So, I tried to play [the newly overdubbed parts] as close to the original as I could, “Back
Home Again in Indiana,” or “Dark Eyes” – any one of those on the fourth CD – almost all
of that was unfinished and we had to go back and finish them. You see, none of those
were in stereo. So I remade them into stereo. And it wasn’t a picnic either! Because now
I only had two fingers out of ten whereas then I had all ten!
FD: How has arthritis affected your playing?
LP: I have only two fingers which can move with full range of motion.
FD: Do you use the other ones?

LP: Once in a while I can get somewhere with my pinky, even though it’s got a bone
graft. It will bend at the knuckle.
FD: (incredulously) You mean all the stuff you were doing at Fat Tuesday’s was done
with two fingers on the fretting [left] hand?
LP: That’s all there is! Two fingers, and occasionally that third finger – I can’t pull a
string, bend a string like I used to, but it has forced me to find new things. And the new
ways of playing things may be better in some cases.
FD: One last question: All the controversy about digital versus analog, tube versus
solid-state –do you have any particular feelings?
LP: If you use the digital stuff properly, and don’t record like analog, record like digital,
the digital is extremely good. As far as tubes versus transistors, the transistor is terribly
good. But there’s no question in my mind, from a musician’s standpoint, the tube has a
warm sound. Not necessarily the truth, but it is an enhancement that is likable. If I have
a choice, at Fat Tuesday’s, the tube. [I’ll use] the [Fender] Twin Reverb [tube guitar
amplifier]. When it’s all said and done, there’s the sound.
I mixed the whole album [The Legend and the Legacy] [using] analog [and] tubes.
We used to sit around the back yard in LA and talk about the differences between the
pentode and the triode. Never could we make a record as good with the pentode as
opposed to the triode.
FD: Our readers are going to go crazy over this stuff.
LP: Isn’t that nice!

