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Sweet

have come

a long way
since the pop
days. Now
guitarist
Andy Scott

Is getting
acclaim—

but" how does
he get his
sound?

ANDY SCOTT'S
SWEET SOUND SECRETS

T HINGS are changing fast
for Sweet. If you'd stopped
any likely looking music
lover in the street a couple of
ears ago and asked him what
he thought of the band you’d
have got one of two very
distinct reactions. |f your
sample of the record buying
public was young then Sweet
would have been one of his
favourite pop groups. Had he
been an older and perhaps
more sophisticated music freak
then Sweet would have been a
dirty word. In the pop business
though leopards can and do
change their spots. David
Cassidy gains a sudden
credibility, somebody else
“sells out’”” and Sweet have
become a respectable band
who at last are getting the
recognition they deserve from
musicians and the more
discerning buyers alike.

Any band that gets in that
position must be doing
something right, and when the
talk gets round to Sweet, what
people discuss is their ability
to make hit singles and a
dynamic stage act that would
make many a Heavy band sit up
and take notice.

Another facet of the band
that’'s just beginning to catch
the light is the work of guitarist
Andy Scott. Scott is the man
who throws in those fast solos
and power effects on stage,
and who adds so much to the
band as both songwriter and
producer. We met him in the
band’s London offices to
discuss what it was that went
into his playing that was
earning him so much respect.

To start with, the main factor
in his success is work and
experience. Andy has been, as
he put it, “'slogging away from
1962 to 1970 when | first met
Sweet and Chinn and
Chapman.” It was that
meeting that lead Andy on a
path that was to result in a lot
of success and, at the same
time, more than his fair share
of frustrations.

The point simply is that his
background had been playing
the colleges in support bands
and carving out a career as a
rock guitarist. Now he found
himself (happily) in a
successful pop group and
although enjoying it, he admits
that there were frustrations in
the period before the band
finally broke away from Chinn
and Chapman and launched
their career on their own.

“I'd never known pop music



like that and | quite enjoyed

it because it was a bit of a
refreshing change. Still, we
should have made our break
at the end of ‘73 when we first
broke with Chinn and Chapman.
This has come a year and a
half too late.”

Americans are accepting the
band as a rock outfit on its
own merits which is, of course,
not surprising as they didn’t
have the few years of out and
out commerciality to draw their
conclusions from as we in
Britain did.

Germany

However, America still seems
a long way off to Andy, whose
first love is Germany where
Sweet are regarded as being
one of the biggest bands since
the Beatles.

“It's because of Germany
that we're still around, because
it gave us a place to work and
a base. The audiences over
there are far less fickle, not
like over here where one
minute they’re screaming for
us and then the next minute the
Bay City Rollers — I'm glad
to be out of that scene!” In
Germany (and, in fact, in
Scandinavia as well) Sweet
were accepted right from the
start as a live hard-working
band. The support they were
given by the German and
Continental public has enabled
them to slog away till they
reached their present position
of near respectability.

Yet Andy is still not
over-happy about the current
state of their single hits in
Britain. He is strongly
self-critical of his own work.
“On Action the production is
perfect but there's still too
much there. ! believe in
rawness, though not so much
that you don’t do yourself any
favours like we did with
Desolation Boulevard. Singles
have to be commercial and
there’s no point releasing them
if they're not going to sell.
That’s why Fox on the Run
was purely and simply a pop
single for the purpose of giving
us a hit in Britain.”

Before the new Munich
album is released over here,
though, there is a live album
on its way. The reasoning
behind that is simple. America
doesn’t want the new studio
album to be released in Britain
until things are ready for the
band in the States. That means
that the new album will be

1970: Scott's first meeting with singer Connerly.

held up until January next year.
Hence the live album which will
contain some material recorded
in 1973.

The subject of live
recordings gets us onto the
topic of Sweet’s reputation as
a superbly exciting live outfit.
There's a further addition to
that as well, because it is
through live work that Andy
has built his reputation as a
guitarist. In terms of equipment,
we asked, what went into
his extraordinary style?

“At the moment I've got
several guitars. A Les Paul
and a couple of Strats, a
Gibson 335 and some French
pickup model Gherson guitars
that | got from Jeff Gardner at
Davoli.” Had the interview
taken place a month or so
earlier there would have been
another Strat to add to Andy's
list but that, as he explained,
was he victim of an attack of
frustration. “There are some
things that you can play on
stage and some things that you
can play at home that just
don’t seem to come in the
studio. I'd spent two hours
trying to get twenty bars right
in a studio when | just picked
up the Strat and threw it.

It fell to pieces and then | just
picked up my Les Paul and
did it straight off.”

The Les Paul in question is
one of the flat bodied models
which Andy has had fitted with
a Bigsby tremolo. It's a nice
guitar he admits, but
sometimes he uses Strats and
at other times the Ghersons.
Scott's sentiments about the
Fenders echo the thoughts of
many guitarists, ‘’l sometimes
use my Gibson 335 on stage
because | can play really fast
on that and more accurately
too. The Strat, though, is a

bastard to play but once you
get used to it, it can make
you a better guitarist. To get

a Strat to feedback properly,
though, is difficult, you really
have to do something to it
otherwise it just whistles. The
main problem with that 335

of mine is that it's really too
fragile for me. I've tried rubbing
it against my speaker cabs
and the nut comes off or |

lose a fret. With a Strat you
can belt hel! out of it and it
stand up to it.”

Sounds

Strats also mean different
amplification according to
Andy. Normally he uses HH
for his Gibsons but to get the
sound he wants out of the
Strat he has been using
Acoustic amps, The Acoustic
in question is one of the lead
models with built-in effects (he
wasn’t sure of the exact
model), equipped with a
graphic equaliser. The HH
amps are a set of combination
amps (three IC 100’s in all)
plus an HH top and a couple of
4x12's.

It is here that we really
begin to get into the realms of
fantasy though, because Andy
has gone into a lot of
experimentation to get the
sound he wants in terms of
effects. Without breaching too
much of his official secrets act,
we did learn some of his tricks.

Up untll recently, he has
been using two synthesisers
for stage use, an ARP
Odyssey and a Davoli guitar
synthesiser. Due to the drop-off
in attack when there is no
guitar playing, the ARP has
gone by the board and Andy
is now sticking to the Davoli
to give some of his strange

stage sounds, which include
getting three-part harmonies
going with himself!

Adding to the list of
equipment behind his strange
sound lies a Revox tape
recorder with pre-recorded
cellos and what have you, and
two echo units, one a standard
Watkins Copicat, the other an
HH tape echo with a special
head added on to the back of
the unit to give a possible
two second delay. “What
you've got to do is just hit the
notes at the right time,” he
explained. “That way you can
play along in harmony with
yourself. The trouble is that at
the moment the first repeat is
very strong and then as more
goes into the unit it begins to
fade out and distort. What
I'd like to do is feed the output
of the echo into another amp
to keep the repeat strong.”

Yet another of Scott’s tricks
is to set the tremolos of his
amps out of phase with each
other so that he can make use
of the effects. All these units
are controlled from two boards
which he has had made. One
of the pedals here also controls
the Revox and yet another is
an instant cut-out switch that
leaves a tasty echo effect
when it is hit.

Perhaps Scott’'s wierdest
machine is a heavily modified
Gherson which he refers to as
his Frankenstein guitar. The
instrument has had various bits
and pieces carved away from
its guts and tiny smoke
generators installed in their
place. The result is quite
literally a fire-breathing guitar!
Andy has only to hit a button
and smoke billows out of the
head and out of a pipe at the
bottom of Frankenstein. It's
not only smoke that comes
out of this strange creature
either, because, as Scott throws
it in the air, fire billows out
from it and it falls to the stage
in a shower of sparks! Quite
impressive, but costly, as
Sweet are forced to carry
around a load of spares needed
to repair Frankenstein's injuries.

Scott’s stage sounds aren’t
at all represented on Sweet's
singles, so a large proportion
of the band’s record audiences
may have little idea of what
they sound like live. Perhaps
the new album will give us a
taste of what they can do.
Certainly, they could set
America alight, but will they
ever slay their British image of
being just another pop band?



YOUR LETTERS

SOLO

Dear B.l.,

I've just done a couple of
solo acoustic gigs-voice and
guitar — which went extremely
well, and | want to get into it
to a much greater extent. I'm
thinking of becoming as far as
possible a self-contained unit
and would value your com-
ments (and/or warnings) on
my ideas about equipment.

| have an old AC 30 Vox with
a separate speaker cab which
| use as a basis, adding another
cab to get a fuller sound. By
using two mikes, one for guitar,
one for voice, and by fitting a
Barcus Berry pickup to the
guitar which | could feed
through effects pedals, | end
up with two instruments
(sound-wise) while only having
to play one — the miked-up
acoustic and the same instru-
ment through pedals. This lot
would be fed through say a
four-channel mixing desk before
being fed into the amp.

It would be much easier to
use an electric guitar, but the
tonal qualities of my acoustic
are vastly preferable to this, so
I want to go about it the hard
way.

Exactly what equipment to
use is really my problem and

whether the idea is a sound
enough one to go ahead with.

If you know of any prob-
lems | might run into I'd be
much obliged if you'd let me
know.

Yours truly,

E. Mullen,
Dun Laoghaire,
Co. Dublin.
Ireland.

Your idea of sticking by the
round tonal characteristics of an
acoustic guitar is a very good
one. You may possibly have
come across the work of John
Martyn who has been using
acoustic to similar effect with
pedals and amps on the one
hand and as a pure acoustic
on the other.

We've never actually used a
Barcus Berry but understand
that one of these pickups would
give you what you need. Your
amp set-up seems fine, but you
might find the rather restricted
tone control on the AC 30 a
slight problem for your future
work. The AC 30 is one of the
best amps ever made, but your
kind of approach might call for
more in the way of tonal varia-
tion.

As far as your request for
possible problems to be high-
lighted is concerned, all we can
say is: watch out for feedback,
which can be a drag on
acoustic and  semi-acoustic

guitars. Careful positioning of
the amp relative to you when it
is used at high volume would
be essential.

If you intend amplifying your
voice, we would strongly re-
commend you to invest in a
small PA system rather than
impose such a burden on your
guitar amp. Perhaps a small
Marshall set-up or something
similar would do. That way you
could take advantage of your
mixer and put the guitar amp
and voice mike through the PA
and get a far better overall
sound.

As far as pedals ar concern-
ed, there is such a massive
range now that all we can ad-
vise you to do is to look at the
range available and try out
various things which may ap-
peal. Perhaps you should look
at wah wah, fuzz, phaser,
octave shifter, treble /bass
booster, and don’t forget echo
units, which can be a lot of
fun!

We wish you the very best of
luck!

CONTACTS

Dear Sir,
1 have been reading your
magazine for some time now

and would like to say how
much 1 enjoy it. However, the
main reason for my writing
this letter to you concerns your
article, Songwriting Can Pay!
in the July issue. 1 was won-
dering if it would be possible
for you to print a list giving
addresses of a few song pub-
lishing companies, as | am
greatly interested in this side
of the music business.

Yours sincerely,

Jim Holland,

Motherwell,
Lanarkshire,
Scotland.

Certainly! Here are a few and
further addresses and informa-
tion can be obtained from the
Performing Rights Society, 29
Berners Street, London, W.T.
Just address your letter or
tapes to the Professional Man-
ager at the company’s address.
Carlin Music Ltd., 17 Saville

Row, London, W.1.
April Music Ltd., 1,

Street, London, W.1.
Chappell & Co. Ltd., 50 New

Bond St., London, W.1.
Essex Music Ltd., Noel House,

Wardour

19-20 Poland St., London,
W.1.
B. Feldman &. Co., 64 Dean

St., London, W.1.

Island Music Ltd., 155 Oxtord
St., London, W.1.

Intersong Music Ltd., 14 St.
George’s St., London, W.1.

405 David Walk, David Lane,
Basford, Nottingham.

R W -
t : 3 [ L -
HAVE A GREAT DEAL IN DRUMS
3 mins from M1 Junction 26.

Telephone: Mike
Nottingham (0602) 701054.



AND QUERES

MORAZ

Dear Sir,

| am most interested in the
ORCHESTRON mentioned by
Patrick Moraz in his interview
with you. I've tried with no
success to obtain the name
and address of the company
who manufacture it in America
from the U.S. Consulate here
in Cape Town and, as | buy
your magazine each month, |
thought perhaps you could help
me by furnishing the informa-
tion | require.

Yours faithfully,

Leo G. Sack
Miinerton, Cape,
South Africa.

We spoke to the Yes office to
ask about the Orchestron and
discovered that this instrument
has been, in fact, co-designed
by Patrick who has had it
manufactured for him by a firm

in Tampa, Florida. Unfortu-
nately, the Orchestron is not
available, according to Yes, for
the general public and there
are no plans to put it on the
market.

DALLAS

Dear Sirs,

Being a regular subscriber to
your magazine and admiring its
information services on equip-
ment prices and surveys | won-
der if you can assist me.

Recently | purchased a Sound
City 120 amplifier and realise
that | know very little about it.
| wonder if you couid give me
the name and address of the
manufacturers?

Yours faithfully,

M. Sanger,
Canvey island,
Essex.
The people to contact are

Dallas Arbiter Ltd., at 213
Tottenham Court Road, London
w.1.

VALVE?

Dear B.l.,

I've been buying your mag
for a few years now but have
never seen you come out on
the side of either valve or
transistor amps for group use.

Most of my friends are using
valve amps and say that they’d
never use anything else. But,
I've read in Beat and heard
others say that transistor amps
are just as good. Which is true?

Yours sincerely,

Mick Roberts,
Ealing.
The problem is that there are
so many opinions on valve
versus solid state that it's
impossible to say which is the
absolute best. For bass or PA

use, most people have always
accepted that the benefits of
reliability, size and cost are
strongly in solid state’s favour.

‘However, guitarists like a dirty

sound that comes from over-
loading valves which tend to
emphasise the right harmonics
to get that Eric Clapton, Jeff
Beck distorted whine. Some
transistor amps (notably H&H,
Marshall and Yamaha) are so
near their valve relatives that
it's probably worth giving them
a try to see if you agree they
are near enough and then take
advantage of their other bene-
fits. On the other hand, many
manufacturers make both types
so you've really got to pay
your money and take your
choice.

The Editor welcomes letters on
any aspect of music and musicians

THE S3 PRESSURE UNIT has
been designed to meet the growing
demand for considerably Increased
power handling capacity without
the sacrifice of either efficiency
or frequency response. |t features
a powerful ceramic magnet and a
strong but light diaphragm and
voice coil assembly with many
new features. Lt is a robust,

The S3 is one of the units of
Vitavox Power Range.

Name............
' Company..
Addpress...,.

Ghreal Sound...

retiable unit of exceptional quality.

lPlea._se send me further infor |
lmatlon on your product range

VITAVOX

Limited

Westmoreland Road
London NW9 9RJ
Telephone; 01-204 4234

out of alloy and rigid polymer.

When Mixing Matters

When it comes to the crunch, a mixer has to give quality and
reliability all the time. This is just what our MMX8 range does,
because no corners are cut in construction and only high-grade
low noise components are used throughout. The entire mixer

is constructed in a light weight, though durable case constructed

The basic unit is an eight'input mixer providing two outputs,
ains and foldback. A high overload marging coupied with a

TLAS

m
@ control makes the unit admirably suited for live P, A, woru

174 Crossbank Street, Oldham,
Lancashire, England,
Tel: 061-620 7114/8444




HOW THE CHARTS

Are Britain's record charts open to

HE basic truth is that

I there’s no such thing as

a perfect record industry
chart. The only way it would
be possible to have a Top Fifty,
or even a Top Twenty, of 100
per cent accuracy would be to
get returns from every single
retail outlet in the country.

Which would be much too
expensive and much too slow.
One of the most important
things about the pop chart is
the speed with which it can be
on show to the industry.

Maybe it is that essential
lack of perfection which causes
the chart, the weekly sampling
of sales which purports to be a
guide to the best-selling singles
and albums, to cause as much
anger as joy; as much fear and
controversy as acceptance and
credibility.

We've had the charts for
many years now. Best-selling
lists had been published in
Billboard, the American pop-
music bible, since July of 1941.
Radio Luxembourg started its
Sunday evening Top Twenty
show in the autumn of 1948.
And the New Musical Express
launched its own Top Twelve in
November, 1952.

As there was generally an
aura of exclusivity about the
existing charts, it was no sur-
prise that other papers got in
on the act and provided their
own charts. In turn, this has led
to discrepancies galore, with
records up in one chart and
down in another.

The lack of uniformity then
leads to allegations of rigging,
bribery and corruption and any
kind of dishonest practices.
Chart-rigging could, if properly
handied, become a major off-
shoot industry of the pop
world, simply beoause chart
positions are so vital to artists,
be they veterans or newcomers.

Right now there are several
different charts available, still
showing the inevitable dis-
crepancies. And even if the Top
Twenties of the various pub-
lications show fair uniformity,
the very system of sampling
means that anything listed from
21-560 has to be based on the
smallest of margins. In other

8

words, there’s not a lot of re-
cords separating one position
and another ten places lower.
The British Market Research
Bureau has surely the most
authoritative chart. It is accep-
ted by the BBC, not only for
radio programming but also for
the highly-prized Top Of The
Pops television show. The
BMRB has been going for years
in the field of market research
and their chart is used by Music
Week, the sole trade paper in

Britain, by Billboard, and is
part financed by top record
companies.

The System

In view of the fact that it
costs around £60,000 a year to
produce the chart, the more
subscribers the merrier.

The system? Simply to take
a panel of some 300 dealers
in different locations and of
different sizes so as to get a
cross-the-board representative
panel of the 4,000 or so actual
retail dealers in the country.

In brief, the link works like
this. Each panel dealer has a
booklet, a diary, in which he
writes down the serial numbers
of records as he sells them
across the counter. The new
diary is sent out weekly to
arrive by Friday before the
week under review, and the
dealer starts using it on the
following Monday  through
Saturday.

The diary is posted back to
BMRB after trading on the
Saturday evening. Each diary,
on return, is checked, with all
blank spaces crossed through
so nothing can be added. The
data is put on to punched cards
which are then fed into a com-
puter which eventually spews
out the top fifty.

Right? Well, not quite right.
There are then phone checks
to non-panel retailers to see
whether the sales pattern ex-
pressed in the chart information
is pretty general. Any new
single which suddenly appears
in any one area is checked
thoroughly and remains under
suspicion until it is cleared by
investigation.

If the artist concerned did a
couple of shows in that area
that week . . . well, that could
explain the sales splurge. If not,
and in the absence of straight
facts, the record is dropped
from the chart.

Weaknesses? Quite a few,
despite the sheer expense of
the chart-creation. For a start,
Boots and Smiths don‘t want to
provide sales information from
a sample of their shops, though

... 008 was
an inside
contact
who could
he bribed

F. W. Woolworth’s do co-
operate. And those diary re-
turns have got to be accurately
and diligently filled in, other-
wise the system is weakened.
And the sample of shops used
has to be sensibly worked out.

There can be problems, then.
But it's still a lot more sophis-
ticated than the old days when
the office boy would check out
returned top tens sent in by
dealers’ assistants. “Mmmm, |
think Charley Farnsbarn is ever
so good, so I'll just pop him
in at number five,” was  the
sort of thing that could happen
then.

Several people more or less
openly made a living out of get-
ting records into the charts.
The asking rate was about
£600, though it later rose much
higher because of the increased
importance of a record being
listed in the chart.

The process there is: get a
record in at the bottom of the
chart and it creates interest
among those who buy only
from chart sounds; get it higher
and it gets played on radio and
television; and the artist sells
more, earns more, and trebles
his fee on personal appear-
ances.

So the less-sophisticated
charts were rigged in one of
two ways. One was an inside
contact, who could be bribed
to make adjustments to the
figures returned. Two was to
use the influence to get a list
of the shops returning the
figures and then go out and
physically BUY substantial
quantities of the records so as
to ensure a high-placed return
to the newspaper/magazine in-
volved.

Secrecy

But newspapers don‘t like
being made to appear mugs and
once the rigging had been dis-
covered, they did their best to
tighten up the system.

Not a foolproof system, but
then what is?

In America, the system is
different in that the amount of
airplay given a record is taken
into account. The French sys-
tem is to carry out an indepen-
dent sampling of the record-
buying public.

The British Market Research
Bureau is clearly proud of its
system of providing the national
chart. When its chart finally
emerges from the computer, it
is still a list of serial numbers,
ensuring secrecy, and those
serials are transposed into titles
and artists.

And each time it seems there
is a chink in the armour, it is

possible to tighten up the
security. The secrecy over
which shops are on the return-
ing list is vital. How could



CAN BE FIDDLED?

corruption? BEAT examines the facts!

the potential chart-rigger find
out the names?

One system tried was this:
"Hello, BMRB? Singlet Records
of Upon-Sea here — our returns
diary hasn’t come this week."”

And the reply has to be one
of two things. Either: "That's
strange — it went out on time,
but thanks for letting us know.”
Or: “Not surprising — because
you're not on the list.”

That idea wouldn’t work now,

but it was confidently put for-
ward as a workable rigging
system by one firm.

However a record promoter,
described as in his mid-twen-
ties but positively refusing to
give his name or the company
where he works, gave a talk
on ‘‘corruption” to a meeting
of a Young Conservative branch
in Essex a few weeks back.

He said he was leaving his
job soon and that was why he

buy substantial quantities ! !
71‘ \
|

.., two was to go out and physically

—
—{

)POPISHOP]
i

) |

L

would talk about the seamy
side if his industry. Starting
with the ludicrous figure of 95
per cent of "‘all groups are on
drugs,” he said companies
simply delivered records to the
shops on the list and then re-
turned to the shops later to
purchase them. The chart entry

led to Radio One . . . and so on
and so on.
That is making the whole

matter seem almost laughably
easy. Yet . several national
newspapers threatened, three
years ago, to dig into the busi-
ness of chart-rigging and ex-
pose their findings, naming
names. Nothing has yet hap-
pened.

Hang-ups

At the same time, there are
unscrupulous people determin-

ed to get product into the
charts and who find it easy
coping with human beings

rather than a computer locked
away at a secret address some-
where in the London area.
That any section of the in-
dustry should get involved with
these people is just plain
stupid. Though there is no such
thing as a perfect chart, it is
in everybody’'s interest that
there should be as much
accuracy as possible. If talent
otherwise unsaleable gets a
chart break, and the whole
financially-rewarding chain re-
action sets in, then more
worthy talent is being kept out.

Obviously the lure of the
quick buck through rigging is
more appealing to a small in-
dependent company rather than
a major. Chart success boosts
on-the-market sales prospects,
as well as all the spin-off bene-
fits.

And at least one rigger,
known to the police but be-
cause of legal quirks still at
large, simply took the money
from his ‘punters’ having guar-
anteed a chart placing — only
to fail to keep his side of the
bargain. For the management,
agent or recording executive
forking out, what chance of
redress, except possibly some
kind of physical revenge?

There are still hang-ups in the
chart system and most artists
tend to swear by the accuracy
of the chart which has them
resting highest in any one par-
ticular week.

No doubt there are still some
records which make the chart
on influences other  than
genuine sales and be sure the
riggers, some of whom are al-
ready being closely investigated
on possible fraud charges, will
always look for new ways of
beating the system.

But they are up against
electronics and skilled sampling

nowadays, not the whim of
sales girls or newspaper office-
boys.

However at least two in-
dependent record companies

are being closely watched over
their hit-strewn careers. Just
in case.

DISCO.... MIC STANDS... LIGHTING ACCESSORIES
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JOHN BIRCH’S HANDMADE GUITARS

"The only way
in which a
guitar will
change with
age is when
something
happens to the
pickup’

Front and back view of Birch’'s
interchangeable pickup guitars.

HO made Mud’'s heart-

shaped guitar? Who
made Roy Wood's spade-shaped
guitar and his Strat-like mini
mandolin? Who made Tony
lommi‘'s crucifix guitar? The
answer to these and a thousand
other questions lies in Birming-
ham in a small house converted
into a factory, the home of
John Birch. Probably the best
hand-maker of electric guitars
in the world.

Like most musicians you've
probably come across the name
John Birch via his renowned
pickups, the Hyper-Flux and
the Magna-Flux and may just
have heard an interviewed
guitar player in BEAT talk about
his John Birch axe. We decided
(with a little prompting from
Black Sabbath’s Tony lommi)
to investigate the man and his
machines for ourselves.

John Birch has been known
for many years in the music
world among discerning players
as one of the few men in
Britain who is really capable
of customising a guitar to suit
the individual musician. His

own personal skill lies in the
field of electronics,
reputation

and his

and ability have

grown from the fact that before
he came on the scene full-time
he had spent 25 years in elect-
ronics, much of that time
involved with designing and
experimenting with guitars.
Way back in the early 1940's
John was one of the first
people to mess around with the
then highly fashionable Hawai-
ian guitar. Even as early as
1943, he ‘had discarded the low
impedance pickup (which some
people are still raving about
today) but it wasn't until
around 1966 that his pickups
first hit the British market in a
big way. At that time John
took a big leap in and adver-
tised his new pickups which
brought in a flood of business.
From there he was joined by
guitar designer John Diggins
and John Birch guitars were
well and truly under way.

First customer

Among John’s first cus-
tomers from the ranks of top
players was Sabbath’'s Tony
lommi, who is still using Birch
customised axes and Birch
originals to date, but lommi
was quickly followed by Noddy
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Holder from Slade, and then
the rest of Slade who were in-
terested in new ideas in guitars.

One of John’s long standing
worries is how to put over the
fact that he really does take a
lot of trouble over his guitars.
The buying public’'s mind al-
ways tends to go for the mas-
sive names but John needn’t
really worry, for there are
enough satisfied professionals
around to keep him going for a
long while yet. In fact his cur-
rent production capacity is al-
ready virtually sold out and he
is shortly planning to move in-
to new premises to cope with
the demand for hand-made
guitars.

The question of hand-making
axes is really the one that
counts, as John is ready to ex-
plain, “It's all down to what
benefits the guitarist in ques-
tion, not us as the people who
make them. If a bloke is to
pay three, four or five hundred
pounds for a guitar he’'s