


Whenever and wherever excellence in 
sound is essential, JBLs are essential. 

No other speaker is good enough for 
top recording professionals, performing 
musicians on tour and anyone who listens 
for a living. 

Because no other speaker is created 
with JBL’s combination of advanced 
design, high-technology computer and 
laser research, extensive listening tests 
and quality of craftsmanship. 

And no other speaker has the benefit 
of JBL’s history of over three decades of 
experience in professional sound. 

The JBL heritage of excellence and 
reliability can be found in a wide variety 

of applications. 
At outdoor concerts ranging from 

rock to Beethoven, thousands of listeners 
can hear the artists clearly ... thanks 
to JBLs. 

In recording studios, you’ll find more 
JBLs than any other monitor. In fact, most 
major albums are mixed or mastered on 
JBLs, according to a recent Recording 
Institute of America survey. 

Under the lights at discos around the 
world, more dancers are moving to 
JBLs ... by far the leading disco speakers 
(Billboard’s International Disco source¬ 
book). 

Night club performers rely on JBL’s 

new Cabaret Series loudspeakers—the 
first JBLs made especially for club 
musicians. 

Theater owners who want their 
audiences to experience today’s great 
new multiple sound tracks are installing 
JBLs. 

And serious musician/songwriters 
who rely on home recording are following 
the lead of the big recording studios: 
They’re turning to JBLs, too. 

Wherever excellence belongs, you’ll 
find JBL. 

James B. Lansing Sound, Inc., 
8500 Balboa Boulevard, Northridge, 
CA 91329. 



The Bose Model 802 Profes¬ 
sional Loudspeaker System 
isn’t for everyone. It’s for those 
who really want to sound like 
themselves. Clear. Full. Natural. 
Voices sound like voices, gui¬ 
tars like guitars, and drums like 
real drums. 
How does the Bose 802 avoid 
sounding like a speaker? By 
radiating sound broadly and 
evenly, just like humans and 
instruments do. By radiating all 
of its sound from the same area, 
just like humans and instruments 
do. By radiating its sound directly, 
without the use of horns, just as 
natural-sounding humans and 
instruments avoid the use of 
megaphones. And by not getting 

in the way of the music; provid¬ 
ing smooth frequency response, 
low distortion, and a clarity and 
transparency that lets the real 
you come through. 
If you want your audiences to 
hear you as you really are, 
check out the Bose 802 soon. 

Visit your Bose Professional 
Products dealer and listen for 
yourself. 

r-
Bose Corporation, Dept.SW 
The Mountain 
Framingham, MA 01701 
Please send me a copy of the 
Bose Professional Products 
Catalog and a complete 
dealer list. 

Name_ 

St reet_ 

City_ 

State_ Zip_ 

Tel. ( )-

The Bose 802. 
The Sound of You. 



Stevie is a perfectionist through and through. He 
records a song track by track. Plays it back countless 
times to check quality and performance. 

We felt we had a lot in common with Stevie. Each 
TDK cassette has 250 components, assembled with 
microscopic precision. There are1,117 check points for 
the shell alone. TDK is tested under extremes of heat, 
humidity and shock. It performs brilliantly. Which is 
why each TDK package 
has a full lifetime 
warranty.* 

As we discovered, 
Stevie has been using 
TDK cassettes for years. 
Long before we asked 
him. For a perfectionist, 
that says a lot. 
•In the unlikely event that any TDK cassette 

ever fails to perform due to a defect 
;u s a\ in materials or workmanship.simply 

\ ? return it to your local dealer or to 
TDK for a free replacement 

Suppler to the U.S. Olympic Team 

The Amazing Music Machine. 
®1980 TDK Electronics Corp., Garden City, N.Y. 11530 

CTdWIKR 
May 1980 

Vol. 5, No. 8 
Price: $1.50/ $14 

Len Latimer 
Publisher/Edifor-in-Chief 

Rich Wiseman 
Editor 

Sherry E. Thompson 
Art Director 

Eric Gaer 
Associate Publisher/ 
Advertising Director 

Pat & Pete Luboff 
Research Editors 

Maggie Cavender, Mike 
Delamater, Kathy Gronau, Al 

Kasha & Joel Hirschhorn, Michele 
Kort, Rob Sanford, Doug Thiele, 

Jill Williams 
Contributing Editors 

Jean Latimer 
Office Manager 

Donna K. Towe 
Subscription Manager 

We will consider unsolicited manu¬ 
scripts; writers desiring their return, 
however, must include a stamped, self¬ 
addressed envelope. 
We specifically welcome submissions 

for the "Open Mike" column. Articles 
should be written in the first person and 
deal with either a personal experience 
or provocative issue which songwriters 
can relate to. Please enclose a photo. 

Subscription rates payable in ad¬ 
vance. One year $14, two years $26, 
three years $36. New subscribers 
please allow up to six weeks for deliv¬ 
ery of first issue. Outside USA, add $2 
per year. Songwriter is published 
monthly by Len Latimer Organization, 
Inc., 6430 Sunset Blvd . Suite 908, 
Hollywood, Calif. 90028. Second class 
postage paid at Los Angeles, Califor¬ 
nia. Reproduction in whole or in part 
without permission from the pub¬ 
lisher is prohibited. Copyright 1980 
Len Latimer Organization, Inc. All 
rights reserved 

Songwriter Magazine 
(ISSN 0362-7373) 

Postmaster, please send form 3579 to 
Songwriter, P.O. Box 3510, 
Hollywood, Calif. 90028. 



Readers’ Poll Results X ® Mine Music ÛÎ Your Dreams 
Meet the winners in Songwriters First Annual A j / Yes, psychologist Chuck Loch maintains, you 
Readers' Poll, they tell you how they came up / \_ y y/ can dream your way to No. 1. Illustration by 
with their award-winning songs. Richard Milholland. 

Songwriter International: ' 
What Went Wrong. Michele Kort chronicles this 
sad, frustrating story of “good intentions but a 
lack of cash." In an accompanying article, 
Barry Alfonso takes a look at the 7-year-old 
American Song Festival, in contrast a Rock of 
Gibraltar. 

MIDEM , 1980 
We asked Alex Q ma, an attendee at this year's 
MIDEM — the prestigeous music biz powwow 
— to share with you what he saw and heard 
about trends for the 80's. Illustration by Carol 
Goodkind. 

Melody Lines ... Letters, Q&A column 6 
Who’S Who . ..And who will listen to you 11 
Free Verse ... The rock 'n' roll market 14 
Al Kasha & Joel Hirschhorn ... Analyses of your Songs 
of the Year 28 
Lyric Workshop... Readers' lyrics analyzed 40 
Guitar Workshop ... Accompaniment strums for bal¬ 
lads 46 
Keyboards Workshop ... Diatonic keyboard harmony 

50 
Open Mike ... David Veracruz 54 
Charts ... All the hits that fit ... 56 
Musical Chairs ... Execs on the move 60 
Classified AdS .. .Songwriter supermarket/ mating ser¬ 
vice 61 
New Products... The latest in recording instruments/ 
hardware. 62 



He Needed Goodrum’s 
Advice 

About a week ago, I wrote a letter to Randy 
Goodrum (You Needed Me) to express my 
enthusiasm for all his successes. I almost 
had a heart attack when he called me this 
morning from Nashville. He wanted to thank 
me for the letter. 

I talked to this man about songwriting, and 
he really said some heavy stuff. I’m following 
his advice. I think all songwriters should 
know what he has to say. He's one hell of a 
guy! 

I think you ought to interview him. 
Verne Sundquist 

Lancaster, CA 

Well, Verne, we already have .. . as well 
as two of Randy’s Nashville brethren, 
Sonny Throckmorton and Rory Bourke. 
Look for their interviews this summer. 

A Fan Of Styne’s, Axton’s 
'Straight Talk’ 

The two best articles I've ever seen in 
Songwriter, I’ve decided, date back to the 
January issue. The Jule Styne piece was 
good because it was 90% him talking and 
Mae Boren Axton's article was good be¬ 
cause it was all her talking. These two old 
pros really know whereof they speak, which 
is more than I can say for most of your inter¬ 
viewees. 

Both Styne and Axton flatly contradict the 
most frequent advice of ASF judges (in 
“Feedback") and the industry experts you 
quote all the time. Styne says don’t immitate, 
be original: "Don't write like the last hit” (vs. 
pick a writer you like and try to write like that, 
or listen to AM all day and write like what you 
hear). He also says we're living in a “world of 
unprofessionalism” (e.g., so-called singers 
who breathe into the mic and writers who use 
lines like “hugged my neck" in Honey and 
"one room eight by four” in Last Of The Ro¬ 
mantics apparently for rhyme’s sake) and 
that “only educated people should be in this 
business." Wouldn’t that be a blessing! 
Mae cites songs she wrote in 15 minutes, 

22 minutes and (with others) in a hotel room 
in part of a day. Hey, didn't she know that 
songs have to be rewritten over and over to 
be good? Also, she writes what she feels, not 
what somebody asks for. 
How nice to get some straight talk instead 

of a lot of conflicting versions of what makes 
a hit song by all these self-appointed experts 
who don’t know any more than I do. “He who 
knows not and knows not he knows not ... is 
a fool. Shun him!" 

Roger Gallagher 
Amherst, MA 

Q&A: Copyrighting a Title 

I’ve written some songs with the same ti¬ 
tles as some rather popular songs. They in¬ 
clude Bad Girls, Time Passages, Every 
Which Way But Loose, Aqua Boogie and The 
Highest Praise. Is it possible for me to be 
sued down the line if any of the songs were to 
prove successful? 

James Newman 
Detroit 

Under most circumstances, a title is not 
copyrightable, as most titles are common 
phrases. Holding exclusive rights to a com¬ 
mon phrase would severely cut into our use 
of the language. 

There is an exception, however, spelled 
out in the Copyright Act of 1976. Titles that 
are so ingrained in the American conscious¬ 
ness so as to only be associated with that 
song are protectable. Such titles might in¬ 
clude Moon River and Killing Me Softly. 

Practically speaking, though, many pub¬ 
lishers won’t touch a song with a title already 
famous ... just in case. Also, if you do use a 
previously used title, your song had better be 
better, because everyone will compare. 

which are not making money are not highly 
prized. Your job now is to determine what 
styie of music most of your material falls into, 
and then to contact the major publishers that 
handle that style. 

You may need to meet with a prospective 
assignee many times to discuss terms. You 
should be aware that any advance money 
you receive for assigning your catalogue 
does not have to be shared with your writers, 
as the money is not received from the exer¬ 
cise of rights in the copyright. 

Q&A: Assigning A Publishing 
Company 

I am the sole proprietor of two music pub¬ 
lishing companies, Leilani Music Co. 
(ASCAP) and Seven Palms Music Co. (BMI). 
I have many writers and many beautiful 
songs in my repertoire, including my own 
songs. 

All of the songs are copyrighted. Lead 
sheets are made, and some demos. The 
copyrights all last for several more years. 

I am presently 60 years old, have no heirs 
to pass the companies on to and do not have 
any capital to do anything with the songs. 
Therefore, I am most interested in finding a 
big music publishing company or record 
company that will take over my companies, 
and "get the show on the road.” 

I have several thousand dollars tied up in 
these businesses, but I am willing to let a big 
company take it all over (including three rec¬ 
ord labels) for a small advance, plus a royalty 
arrangement. 
Do you know anyone who would be inter¬ 

ested in taking all of this over? I do not wantto 
let my writers down any longer and would like 
so much to hear at least one of my songs on 
the air while I am still here. 

Charlotte Cromwell 
Pahrump, NV 

Your situation is a difficult one. Catalogues 
which are making money are very easy to 
assign to another company. Catalogues 

Q&A: Deceased Cowriter 

I cowrote a song with a man who has since 
died. Before any publishing contract is to be 
signed do I have to get his heir(s) to sign, or 
is my signature all that is required? Would I 
have to split the royalties, or are they all 
mine? 

J.F. Perkins 
Orange Park, FL 

A song is like any other piece of property. 
You can sell it, rent it ... and will it. If your 
cowriter did not mention you specifically as 
heir to his portion of the song, it most prob¬ 
ably now belongs to someone in his family. 
You'll have to negotiate with that/those per-
son(s). You might seek to secure a limited 
power of attorney from the heir(s) giving you 
permission to exploit the song, but stating 
that you share the resultant royalties. 

Was He Tenaciously Wrong? 

I wrote the following poem shortly after 
having one of my songs rejected: 

Hung Up On A Sour Note 

I took my song 
to the publisher, 
the best song 
I had ever wrote. 
He said, "Hey man! 
I'll buy this tune, 
If you'll only 
change one note." 
I wouldn't change the note. 
He didn't buy the song. 
Was he hopelessly opinionated — 
or was I, tenaciously wrong? 

Jim Andracki 
Redding, CA 

Send your questions and comments to 
"Melody Lines," Songwriter, P.O. Box 3510, 
Hollywood, CA 90028. 
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GHS Presents 3 Types of 
Long-Losting Acoustic Strings 
for 3 Different Kinds of Sound 

Every serious musician strives to estab¬ 
lish his own style and sound. Whether you 
want brilliance, full-bodied richness or a 
sweet and mellow tone, one of our three 
types of acoustic strings will give you just 
the right sound for your particular style. 

GHS Strings are available in 6 and 12 
string sets .. .or you can select your own 
gauges from our assortment box. 

A* BRONZE 
Rich and full-bodied 

BRIGHT BRONZE 
Extra crisp 
and brilliant 

strings 
¿/the string specialists^ 

Manufactured by GHS Corporation 
2813 Wilber Avenue Battle Creek, Michigan 49015 

ACOUSTIC GUITAR 

SILK & STEEL 
Mellow and sweet 



In the late IKOO's, 
Gibson began making 
instruments from care- I 
fully chosen aged woods, ¡ 
assembling them in hun¬ 
dreds of hand labor steps 
using traditional glueing tech¬ 
niques and finishing each one 
with fastidious attention to detail. 
Today, these processes still exist. 
Gibson's master craftsmen manu¬ 
facture instruments with the same 
dedication passed from generation to 
generation, combining the finest quality 
woods with the most modern te< hnology. 
Tomorrow, as you strive to improve your 
music al ability, Gibson's < ommilmenl 
to these standards also continues. That 
is why yesterday's Gibson instruments 
have be< ome legendary and why the 
Gilrson you own tcxlay will become 
tomorrow's classic. 

A division of Norlin Industries, Inc. 
7373 N. Cicero Ave., Lincolnwood, IL 60646 



i or over KM) years, 
I Epiphone has offered an 

t ' ' unbeaten combination of 
performant e and value. 

■ Epiphone's close assoc iation 
with Gibson— the master guitar 
maker—guarantees fine hand 

crafted instruments at affordable 
prices. The application of old work! 
techniques speaks to the quality of 

Epiphone, such as the solid maple bind¬ 
ing on the Presentation Series guitars. 

Epiphone's Masterbuilt banjrrs and man¬ 
dolins incorporate the prestige of design 
and innovative concepts normally found 

only on instruments of much higher 
price. Epiphone... a quality instrument 
at an affordable price... from Gibson. 

A product of Gibson, a division of Norlin Industries, Inc, 
7373 N. Cicero Ave., Lincolnwood, IL 60646 

In Canada: 51 Nantucket Blvd., Scarborough, Ontario 



>bu winsome. 
You lose none. 

I ? ! 
Every category of the 

Songwriter Magazine Readers' Poll t 
was won by ASCAP members. 

We would like to take this opportunity * 
to thank them 

for keeping ASCAP in the forefront 
of the world's licensing organizations. 

SONG OF THE YEAR (TIE) 
"The Gambler," Don Schlitz 

"Still," Lionel Richie, Jr. 
POP/ROCK 

"Babe," Dennis DeYoung 
EASY LISTENING 

"She Believes in Me," Steve Gibb 
RHYTHM & BLUES 

"Still" I 

COUNTRY 
"The Gambler" 

WRITERS OF THE YEAR 
Freddie Perren, Dino Fekaris 

ASCAP 
We ve Always Had the Greats 

i 



new ïo^ 
Gary D’Amato, creative manager 

Dick James Music Inc. — BMI 
Dejamus- ASCAP 
119 West 57th St. 

New York, NY 10019 
(212) 581-3420 

Home Office: London Also: DJM Records 

ary D'Amato was an apprentice florist 
when he answered an ad in the New 
York Times that led to his first music 
business job. For two years he was the 

tape copier and messenger for Dick James 
Music, all the while learning the catalog. He 
was promoted to assistant professional 
manager, and then professional manager, a 
post which he occupied for a year before 
being promoted again to creative manager 
this February. 

Dick James was the Beatles' first publish¬ 
er. He also published the songs of Jerry and 
the Pacemakers, the Hollies, Roger Cook 
and Roger Greenaway — all leading figures 
in the "English invasion” of the early 60s. In 
the mid-60s, Dick James signed a new writer 
named Reginald Dwight, who later changed 
his name to Elton John. All of Al Stewart’s 
songs up to and including those on his “Time 
Passages" album are published by Dick 
James. Through Cook and Greenaway’s 
Cookaway Music, DJM publishes It’s Like 
We Never Said Goodbye, cowritten by 
Greenaway and Geoff Stephens and cur¬ 
rently rising to the top of the country charts 
for Crystal Gayle. DJM also publishes a new 
musical by Don Black, written with Andrew 
Lloyd Webber (cowriter of “Jesus Christ 
Superstar" and “Evita") titled "Tell Me On A 
Sunday.” Both the cast album and a song 
from the play, Take That Look Off Your Face, 
are riding high on the English charts. Other 
DJM copyrights: Carrie, the latest Cliff Rich¬ 
ard single, which B.A. Robertson cowrote 
with UA writer Terry Britten; and Heart¬ 
breaker, Pat Benatar's hit. 

Gary D’Amato is looking for hits in country, 
country pop, MOR, rock and roll and "new 
wave” styles. He's open to artists, writers, 

By Pat & Pete Luboff 
bands and lyricists. You may submit a max¬ 
imum of three songs on cassettes only, with 
lyric sheets and a self-addressed, stamped 
envelope for the return of your material. 

“I suggest that you stay tuned to the radio 
and stay tuned to the new trends," Gary 
says. “I ask you to do my job a little for me. 
After you have recorded your song, sit down 
and listen to it and try to ask yourself objec¬ 
tively, 'Would I buy that record?' It's hard to 
be objective, but a good writer can be. You 
have to be totally honest with yourself, that's 
how you can weed out your bad songs from 
your good ones." 

nAcon 
Alan Walden, president 

Hustlers, Inc. 
602 Southern Trust Building 

Macon, GA 31201 
(912) 745-5391 

A
lan Walden started his music business 
career in 1964, working with his broth¬ 
er Phil in the management of Otis 
Redding until Otis was killed in a 

plane crash in 1967. Alan worked for Redwal 
Music and published Dock Of The Bay, be¬ 
fore starting his own company in March, 
1970. 

Hustlers, Inc. has been specializing in 
publishing the material of bands they man¬ 
age. They published Lynyrd Skynyrd's 
Sweet Home Alabama and Free Bird', and 
The Outlaws' There Goes Another Love 
Song and Green Grass And High Tides. To¬ 
day, Hustlers, Inc. has four gold albums, four 
platinum albums and a catalog of 300 songs 
to its credit. 

“Please don't send country or pop, I'm 
only interested in rock and roll," he advises. 
“I'm looking for new talent to record as well 
as good rock songs. We’re expanding into a 
small label to record new groups in 1980. 
You may send two songs on cassettes only 
with lyric sheets. I won’t return any tapes, so 
don't include a self-addressed, stamped en¬ 
velope. Just put your name, address and 

phone number on the tape so I can contact 
you if I’m interested. Please don’t try to con¬ 
tact me. 

"I encourage everyone to write. If you’re 
talented, it’ll come out in the long run. Don’t 
be discouraged by your first rejection. I’m 
looking for writers who have made up their 
minds to dedicate their life to writing. Write! 
They key to every successful record has 
been the song. The song is what makes it a 
hit. You can have the world's greatest singer, 
greatest producer and greatest band, but 
without the song, they’re nothing.” 

nAWLLC 
Tony Moon, president 
Top Five Songs - BMI 

Harpeth Music - ASCAP 
20 Music Square West 
Nashville, TN 37203 

(615) 254-7553 

Also: Tony Moon Enterprises: Crescent 
Moon Talent and Kovel Productions 

- ony Moon was an artist before entering 
the publishing field in the mid-60s. He 
opened the first Screen Gems/Columbia 
Music Nashville office, and ran it for 

two-and-a-half years. At that time, Don 
Kirshner was president of the company and 
Carole King, Neil Sedaka and Barry Mann 
were staff writers. Next, he opened a Nash¬ 
ville office for Pickwick International’s pub¬ 
lishing division, and ran it for three years. 
During his first five years as a publisher, he 
had seven or eight chart records each year 
and worked with writers such as Eddie Rab¬ 
bitt, Sonny Throckmorton and Dickie Lee. 
Tony got into independent production, co¬ 
producing several hits with the Vogues and 
creating some of the first rock sessions for 
major labels to come out of Nashville. Be¬ 
tween 1964 and 1970, he produced for Epic, 
RCA and Bell Records. 

In 1970, Tony started his own production 
and publishing companies, and “the largest 
rock and roll agency in Tennessee. For the 
first two years, we did little publishing, but in 
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1972, 1 wrote a Top 5 song for BobbyG. Rice, 
You Give Me You and a No. 1 record for 
Porter Wagoner, Sorrow On The Rocks . My 
writing is a secondary thing for me, but I 
believe a good publisher who works with 
writers ought to keep his writing chops up." 
Tony went on to publish chart records by 
Faron Young, Billy ' Crash" Craddock. Bar¬ 
bara Mandrell, Freddie Hart and Rare Earth. 

"I don't write a song unless I have a con¬ 
cept. I've got to have a really hellacious idea, 
and you don't get good ideas all the time. I 
write less, but my track record is incredible. 
Half of the songs I demo are cut and of those 
75% to 85% hit the charts. Selectivity is the 
secret. Ninety percent of all songs written are 
terrible, including some of those you hear on 
the radio. This is a big problem for the ama¬ 
teur writer who knows that his song is better 
than some he hears on the radio, especially 
country stations. This isn't so true of pop 
radio, with the tight playlists; only hits are 
played. It's disturbing to the writer artistically 
to take his songs to Nashville and get turned 
down. So many publishers won't tell the writ¬ 
er the truth ... that the songs got on the radio 
because the producer or the artist or hot' 
writer wrote it. It's political. 

' Only sometimes, when a song is strong 
enough, will it cut all those political barriers 
down. Ninety-seven percent of the stuff I 
hear off the street is mediocre and I can t fool 
with that with an unknown writer. But if I fi nd a 
song that’s super and unusual and makes 
the hair on my arms start to crawl. I'll pick it 
up. cause I have a chance to get it recorded. 

BRASS BRIDGE PINS 
give brighter tones 
and fuller projection 
Money back guarantee. 
S9.00 per set (shipping included). 
Calif residents add 6% sales tax. 
6 string acoustical guitars only. 

Sparkle the end of 
your strings. 
CAVIAR BRASS BRIDGE PINS 
#225 PIPER STREET 
HEALDSBURG, CALIF. 95448. 
Dealer inquiries welcome Patent Pending. 

"Country music is the purest songwriting 
field there is because the song is more im¬ 
portant in country than in any other field. I've 
had success on all the charts, so I'm not just 
saying that because I'm in Nashville. In rock, 
there's more emphasis on the charisma of 
the artist. Sounds, feel or arrangement have 
as much or more impact as the song itself." 
Send your hair-raising songs to Tony, 

preferably on reel-to-reel tape, 7’/z ips and 
leaders between the songs. Include the lyric 
sheets for a maximum of three tunes, but 
forget the self-addressed, stamped en¬ 
velope. as Tony willnof return tapes. Put your 
name, address and phone number in your 
package, so he can call you if he's inter¬ 
ested. but don’t call him about your tape. 

Joe Moscheo, II, 
director of affiliate relations 
Broadcast Music, Inc. - BMI 

10 Music Square East 
Nashville, TN 37203 

(615) 259-3625 

Other Offices: New York, Los Angeles 

After education at Juilliard and Florida 
State University. Joe Moscheo worked 
for 18 years as a professional key¬ 
boardist, playing with the likes of Pat 

Boone, Elvis Presley. Carol Channing and 
Jimmy Dean. Joe had a vocal group called 
the Imperials that did back-up singing for 
Presley for three years in Las Vegas and for 
some of his movies. And Joe was coproduc¬ 
er of the "Jimmy Dean Show" for six years. In 
June of 1975, Joe formed New Direction Art¬ 
ist Guild, a management, booking business 
and independent TV production company, 
which he left in October, 1978, to join BMI. 

BMI, a nonprofit organization owned by 
broadcasters, was formed in 1940 for the 
purpose of collecting license fees from the 
users of music for profit and distributing of 
these monies to the publishers and writers of 
the music. BMI is not a music publisher (so 
please don't send tapes), but the company 
can be helpful in developing a songwriter’s 
career. 

“I work with writers and publishers,” says 
Joe "I go out to concerts, rooms, gigs to find 
new talent. All of my music business experi¬ 
ence is helping me in this job, in evaluating 
songs and seeing potential in writers. The 
Nashville BMI office covers a territory of 16 
states, including Alabama, where we work 
with the Muscle Shoals Music Assn.; Atlanta, 
and the Atlanta Songwriters Assn.; Austin, 
the home base of Willie Nelson; and Miami, 
home of the Bee Gees, who are BMI writers. 
We deal in all kinds of music, country, gos¬ 
pel, R&B and disco/pop. 

"The BMI philosophy towards songwriters, 
especially in Nashville, is based on personal 
relationships. If we help a writer get some¬ 
thing going when he/she’s fresh; if we show 
genuine interest and become friends, they 
stay when they become stars. Two examples 
of that are Willie Nelson and Kris Kristoffer¬ 
son. I’m doing for writers what I would have 
like to have had done for me when I was 
starting out. 

“Songwriters are the backbone of the en¬ 
tire industry. They're where everything starts. 
My advice is, keep it original, keep it simple, 
and keep it coming!" 

Writers who want to know more about BMI 
should call or write the office nearest them. 

mocnix 
Brent Burns, president 

Wolfhound Music - ASCAP 
P.O. Box 9964 

Phoenix, AZ 85022 

Also; Wolfhound Records and Brent Burns 
Productions 

b
rent Burns began playing rock and roll in 
Phoenix when he was 14 years old. In 
1968. he was drafted to Viet Nam. where 
he was shot. Strangely enough, the pen¬ 

sion he got for being shot enabled him to 
survive in the music business. He's a singer; 
guitar, banjo and piano player: showman 
and comedian who works in night clubs. 
He's currently playing the Rob Roy in Scotts¬ 
dale, AZ. 

Brent released his first record -in 1967, a 
rock and roll tune with the Grapes of Wrath. 
His first charter was Teddy Toad, a spoof of 
country tearjerkers that he produced and 
cowrote with artist Bobby Butler. Brent pro¬ 
duced a record with Bobby in 1976 on the 
IBC label that was not released until 1979. It 
was Cheaper Crude Or No More Food, a 
song Brent wrote and published. Paul Har¬ 
vey played the song three times on his syn¬ 
dicated radio show and the public respond¬ 
ed by buying 500.000 copies. Brent and 
Bobby performed the song on such TV 
shows as “Real People," “Hee Haw" and 
“The Mike Douglas Show." 

Brent also made the country charts with 
his Pantheon Records release. I Hear You 
Coming Back, Brent is promoting his latest 
record on his own Wolfhound label. / Think I'll 
Run For President, by dressing up as Uncle 
Sam and visiting radio stations. He’s looking 
for material for himself. Bobby Butler and two 
other artists that he is producing. All need 
good country songs with crossover poten¬ 
tial. You may submit two songs on cassette 
only with lyric sheets and a SASE, if you want 
your tape back. 

Brent says, “If you send me two aces, I’ll 
call and ask for more. And if I believe in a 
tune, I'll beat down doors to make sure it gets 
to the right ears. I'm persistent and I'll bug 
the hell out of them to get them to listen. I'll be 
as prompt as I can in responding, so please 
be patient. 

"Never say die. You have to start believing 
in yourself, that you have hit material, and 
you have to maintain that belief through all 
the rejection. It wouldn't be worth having if it 
was easy to get. The climb up the mountain 
is half the fun. You gotta be willing to work for 
50 years. You can’t say, TH go to Hollywood 
and give it a year'; you defeat yourself. You 
have to be a blind optimist, say, Tve got the 
talent and I'm going to hone it, and I don't 
care how long it takes.' You gotta love that 
trip up the mountain." 
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fact: 
Shure’s PRO MASTER 701 
speaker has it all: 

It’s smaller & lighter 
Works with 150 watt amps 
Features adjustable 
dispersion 
And we’ve even included 
a 50 ft. cable worth $20 

The 701 is smaller! 
Small enough to go on the road with you 
in virtually any subcompact car! You 
don't need a van because we used 
sophisticated computer design 
techniques to eliminate every 
unnecessary cubic inch. That's why the 
Shure 701 Speaker is 702 mm H x 
584 mm W x 402 mm D (27% in. x 23 in. 
x1513/i6 in.). 

The 701 is lighter! 
Light enough for you to be able to carry it 
up a flight of stairs... by yourself! We built it 
out of solid plywood, so it's lighter than 
particleboard—and a lot more rugged! Half the 
weight of similarly rated units. Only 26.4 kg (58 lbs)! 

60° 120° 

The 701 is versatile! 
It puts all the sound where you want it: when you're 
in a long narrow room, set the high frequency horn 
for the 60° long-throw pattern. Wide room ... set it 

-i for 120° wide-angle coverage. Only the 701 
has this unique feature, called Adjustable 
Dispersion. And for even greater ver-

x satility, the 701 is available in 
separate woofer and horn 

J enclosures (the 707 and 
708, respectively). This 

allows you to stack as needed for high- or low-
frequency emphasis or custom stage monitor 
systems. 

The 701 
offers 
high power 
capability 

708 below 707 for 
high-power 
stage monitor 

Stacked models 701 
and 707 for low 
frequency emphasis 

When we designed it smaller and lighter we didn’t leave out any of the 
"punch" of larger, heavier speakers. This 8 ohm cabinet will handle 
highly clipped program material, from a 150 watt amplifier, and its 
efficiency makes full use of the power. Each speaker delivers a wallop¬ 
ing 100.5 dB SPL at 1.2m (4 feet) with one watt! 

You save time and energy! 
Transportation, set-up and take-down will go more easily with the 
PRO MASTER System. Price out the features. Use the coupon below 
to send for the complete story. Or, even better, visit your local sound 
equipment dealer to check out the sound yourself. 

You’ll say, “It’s worth more!” 

Shure Brothers Inc. 
Attn: Dept 63 
222 Hartrey Ave. 
Evanston, IL 60204 

PLEASE PRINT 

Please send me your brochure (AL623) showing the complete 
line of Shure loudspeaker equipment: 

NAME 
the Sound of the Professionals 

STREET 

CITY STATE. ZIP 

J 

Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL 60204. 
In Canada: A C. Simmonds & Sons Limited. 
Outside the U.S. or Canada, write to Shure Brothers Inc., 
Attn: Dept J6 for information on your local Shure distributor. 
Manufacturers of high fidelity components, microphones, sound 
systems and related circuitry. 



The Rock Song Market: 
It’s Not Rolling Yet 

n
any aspiring songwriters' personal 
tastes are more comfortable with the 
stimulating energy of rock 'n’ roll than 
with the “safe” pop tunes of the Top 

Ten. But is there an outlet for such material? 
All evidence suggests that rock bands 

aren't yet ready to seriously consider songs 
from outside writers. “Many of the harder 
rock artists are now discovering how impor¬ 
tant hit songs are instead of the usual album 
filler trash," said Arista Music’s Bill Meschel. 
"Although they realize that, oftentimes, their 
own songs don’t sound like hits, emotionally 
they have difficulty coming to terms with re¬ 
cording outside material. 

“It's almost as if, creatively, they feel de¬ 
balled, because they themselves can’t write 
potential hits. Also there’s the financial 
greed. If they record someone else’s song, 
that's 2%c per every record sold that they're 
not getting. They're receptive to the concept, 
but haven't grown into actually doing it.” 
Warner Brothers Music's Greg Penney 

has a different perspective: “When an artist’s 
sales tumble, many times a record company 
will step in and exert more pressure on the 
artist to cover outside material. She's Not 
There gave a whole new life to Santana’s 
career, for instance. Other times there are 
acts — like the Babys, Eddie Money, Wet 
Willie — who are too busy touring to spend a 
lot of time writing, and who look to outside 
sources to bolster their albums.” 

Mostly, though, bands are drawing from a 
wealth of oldies to cover: You Really Got Me 
(Van Halan), (Remember) Walking in the 
Sand (Aerosmith), / Fought the Law (Clash, 
Tom Petty). Jobette’s Dale Kawashima real¬ 
izes this too, and mentions that artists like 
Herman Brood, Genya Ravan, the Jam and 
Graham Parker are turning to old Motown 
hits to augment their repertoire: 

‘‘Money was a mid-chart hit by the Flying 
Lizzards, and is Dwight Twilley's latest sin¬ 
gle. The Twisters (local Los Angeles band) 
combine reggae and rock in a new ar¬ 
rangement of the Suprêmes' Where Did Our 
Love Go." Ultimately, though, rockers are 
turning to oldies because of their familiarity, 
and because of an apparent dearth of 
otherwise suitable material, or as Kawashi¬ 
ma explains: “Because publishers are singu¬ 
larly looking for the catchy ballads and mid-
tempo pop songs they can get numerous 
covers of, they do not have good hard rock 
material.” 
Some acts are more adventurous, record¬ 

ing songs from relative obscurity. Peter 
Green, original guitarist with Fleetwood Mac 

when the group's direction was blues-rock, 
is continually being rediscovered. In 1971 
Santana scored a top fiver with his Black 
Magic Woman, last year the Rockets estab¬ 
lished their career with a hit of Oh Well, and 
currently Judas Priest is garnering a lot of 
airplay from its cover of The Green Manalishi. 

Aerosmith has an affinity for old Yardbirds 
songs, Cheap Trick has acknowledged the 
Move, and all manner of Beatles and Rolling 
Stones covers are common. But placements 
by new songwriters are rare. Quite often 
bands will perform songs written by 
“friends.” Sue Ennis provides mostly lyrics 
for Heart's Ann and Nancy Wilson's melo¬ 
dies, the Pop recorded Jamie Herndon’s 
Down On the Boulevard (on a small-label 
single), and Peter Noone (ex-Hermans Her¬ 
mits) plans to record a Tom Petty song spe¬ 
cially written for him. 
Some of the more aware local bands from 

Los Angeles’ thriving scene are performing 
outside material. The Rubber City Rebels, as 
of this writing negotiating with Capitol Rec¬ 
ords, are planning to cover songs by the 
Knack’s Doug Fieger (also their producer) 
and Jack Lee (a local whose songs have 
been recorded by Blondie and Suzi Quatro), 
as well as the very obscure Someone's 
Gonna Get Their Head Kicked In Tonight by 
Jeremy Spencer. 
The songwriting of most rock acts leaves a 

lot to be desired, aesthetically as well as 
commercially. When one examines the lack 
of success of LPs by Los Angeles’ first wave 
of New Wavers — Pop, Motels, Beat, 20/20 
(with nary a cover among them) it’s evident 
that a dearth of self-penned hits might be 
supplemented by outside material. 

- Harold Bronson 

AGAC Now Offering Classes 
on Theory and Lyric Writing 

he New York offices of the American 
Guild of Authors and Composers “are 
bursting with workshops," reports 
AGAC's Sheila Davis. In addition to 

Norman Dolph's ongoing “Strategy of the Hit 
Single" course (eight weeks, $70 for mem¬ 
bers. $85 for nonmembers), two new 
courses for composers and one for lyricists 
have been added. 
Sandy Wilbur, who led the “Getting the 

Groove" workshop, is now teaching “Intro¬ 
duction to Theory and Composition” and the 
more advanced “Harmony and Theory for 
Songwriters.” These are both 12-week 
courses and limited to 12 students. Cost for 
each is $95 for members and $120 for non¬ 
members. 

Sheila Davis, AGAC’s special projects di¬ 
rector, meantime, is teaching the new "Craft 
of Lyric Writing” class. Sheila, whose lyrics 
have been recorded by Shirley Bassey, Al 
Martino and Hank Snow, said her 10-week 
course will "stress technique and fine-tuning 
a lyric." Cost is $80 for members and $100 
for nonmembers. 

(In Los Angeles, Jack When Sonny Gets 
Blue Segal is continuing the AGAC song 
evaluation workshops. Cost for the eight¬ 
week course is $70 for members and $85 for 
nonmembers.) 

For details and applications, call AGAC in 
New York, (212) 757-8833, or Hollywood, 
(213) 462-1108. 

Summer Workshops for Writer, 
Artist Hopefuls Announced 

< ongwriter Seminars and Workshops is of-
k fering three "summer cycle" workshops 
Jbeginning in June The eight-week 

^courses, which cost $110 (SSW work¬ 
shops normally run 10 weeks and cost 
$135), are devoted to Top 40 song crafts¬ 
manship, polishing song material that is al¬ 
most ready for the marketplace, and making 
a record deal. 

For further info contact Libby Bush or Ted 
Lehrmanat SSW, 119W. 57th St, New York, 
NY 10019. (212) 265-1853. 

Guest Zinger of the Month 
) efore we get to the GZOTM, here's a 

comment on David L. DiCianni’s Feb-
)ruary Guest Zinger (“The music bus-
iness is like eating cookies in bed — you 

have to watch out for the crumbs!”) from 
Juanita Rasmussen of Garden City, Ml: 
"Right on, DiCianni! Then there’s the misled 
cookie’ who keeps crumbs in her bed to 
further her music career!” 

Without further ado, we present the Zinger 
wit and wisdom of Frank Andrews of Balti¬ 
more, MD. In poem form, no less: 

It Doesn’t Pay 
I write to pass away the day. 
My friends laugh at me and say 
My writing doesn't seem to pay. 

Ft. Zinger is getting low on Zs again, so if 
you don't want this department to go the way 
of the 8% home mortgage, create a Zinger 
and send it to: Department of Zingers, 
Songwriter, P.O. Box 3510, Hollywood, CA 
90028. 
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For some professionals, 
precision is not enough 

We've created the Peavey T-40 for the musician 
who requires much more from his instrument. We 
began with a lean and contoured body design for 
maximum playing comfort and beauty. We used only 
the finest select ash hardwoods to provide a high 
density body that is as durable as it is graceful. 

We spent years developing designs and methods 
that have resulted in what has been described as “the 
finest neck and fret job available on any production 
guitar,...regardless of price.” The T-40 s neck has a feel 
and playability that makes fingering almost effortless. 

Still, even with the finest materials and methods, we 
realize that an instrument is only as good as it sounds. 
This is where the T-40 really shines. 

The T-40's special dual pickup circuit design 
produces a range of tonal variations never before 
available from a bass guitar, without thei"crutch" of 
preamps and batteries. Deep, 
powerful lows, punching 
mids, and crisp highs; 
the T-40 has it all with a 

minimum of complicated controls 
and switches. 

We added to this special die-cast, chrome plated 
hardware, precision tuning machines, and a form fitting, 
high quality case as standard equipment. 

Finally, we gave the T-40 something no other bass 
guitar has ever had: the Peavey reputation for 
excellence. 

LEON MEDICA ' 
“LOUISIANA’S LeROUX' ■ 

The Peavey T-40 Bass and 
T-60 Guitar are now available 
with Rosewood necks and 
Southern Tobacco sunburst 
finish options. Soon at 
selected Peavey dealers in 
your area. 

PEAVEY ELECTRONICS CORP. 711 A Street/Meridian, MS. 39301 



MXR Innovations. Inc., 740 Driving Park Avenue. Rochester. New York 14613. (716) 254-2910 



Milan Rezabek’s Ill-Fated International Song Festival: 

What Went Wrong 
“The tale of Songwriter International, like most stories of failed business enterprise, 

is one of good intentions but a lack of cash.” 

By Michele Kort 

Song festivals hold a potent lure for 
many songwriters: cash and merchan¬ 
dise prizes, publicity, recognition of 

one's songwriting talent, and perhaps a boost 
to Top 40 success. Like the purchase of a 
sweepstakes ticket, an entry into a song fes¬ 
tival is a low-risk proposition. You have noth¬ 
ing to lose except the entry fee, and you may 
win unexpected riches and fame. 

Dozens of song festivals are held through¬ 
out the world each year, some encouraging 
public entry, others inviting only well-known 
artists and songwriters. In this country, the 
American Song Festival (ASF) has been 
holding an open, juried contest for the past 
seven years and has experienced little serious 
challenge to its preeminence— that is, until 
about two years ago. 

In June, 1978, a provocative advertisement 
appeared in Songwriter. It pictured the wait¬ 
ing room of "Primate Music Publishing" (Mr. 
Kong, Publisher), a company staffed by, and 
serving, human gorillas. A hapless songwrit¬ 
er, guitar in hand, peers at the reader in ob¬ 
vious distress as he reluctantly enters the 
Primate office. The ad s tag line reads: “A 
Serious Songwriter Deserves Better." 
The advertisement proceeded to introduce 

the Songwriter International Festival, no re¬ 
lation to Songwriter Magazine but appar¬ 
ently modeled closely after the American 
Song Festival. Songwriter International vaguely 
proclaimed itself an "alternative" for writers, 
and the implication was clear: this new fes¬ 
tival could do a better job for songwriters 
than ASF 
The gorilla ad, which included a send-me-

further-information blank, also appeared in 
the July issue of Songwriter. It was followed, 
in the September issue, by another eye¬ 
catching, four-color splash. This time, song¬ 
writers were urged to "Do Something With 
Those Late blight Ideas," a theme illustrated 
with a photo of a young man thoughtfully 
strumming his guitar while his wife sleeps on 
the couch. The clock reads a quarter to two. 
The ad was accompanied by complete 

rules and entry forms for the festival, which, 
like ASF, could be entered by amateur and 
professional songwriters in a variety of cat¬ 
egories— popular, rock, rhythm and blues, 
country, and spiritual. Equally similar to ASF, 
all entered songs would be reviewed by at 
least two judges and would be given written 
critiques. The rules also enumerated the 
prizes in the contest: for 100 semifinalists, a 
subscription to Songwriter and a copy of 
"The Songwriter's Handbook"; for 10 finalists, 
$500 cash, a musical instrument or cassette 
recorder, and an invitation to a special 

Until the money ran out, Milan Rezabek promoted his Songwriter International via four-color ads 
and PR packages (which included the above photo, taken on the Las Vegas Strip). 
Now, he’s back to playing bass. _ 

awards show in Las Vegas; for two big win¬ 
ners, $ 1,000 cash, the trip to Vegas, and the 
opportunity to record a professional demo. 
The contest closed Dec. 10, 1978. Cri¬ 

tiques were received by contestants several 
months later than expected. Winners were 
announced in the Sept, 1979, issue of 
Songwriter, six months beyond the date 
they were promised. To this day, no prizes 
have been distributed and no awards show 
has been held in Las Vegas. A number of 
songwriters are very angry. 

What Happened? 
Songwriter was particularly interested in 

the answer to this question, since we carried 
advertising for the event, believing it to be a 
reputable venture. When Songwriter Inter¬ 
national's phone was disconnected late last 
year, the winning songwriters transferred 
their disgruntled calls and letters to our office. 
We felt concerned, and we decided to pull 
on our trenchcoats and investigate. We spoke 
with several of the winners, with the advertis¬ 
ing agency that designed Songwriter Inter¬ 
national's ads. with the festival's publicist, with 
the head of the American Song Festival, and 

finally with the president of Songwriter Inter¬ 
national, Milan Rezabek. 
What we learned was hardly surprising, 

since the tale of Songwriter International, like 
most stories of failed business enterprise, 
is one of good intentions but a lack of cash. 
Heither were our investigations fully illumi¬ 
nating, since the final outcome of the festival 
still remained unresolved at press time. Yet 
one thing is certain, no matter if prizes are 
finally awarded or not: the winning songwrit¬ 
ers, working in a business rife with failure and 
rejection, received yet another disappoint¬ 
ment. And it was perhaps doubly disappoint¬ 
ing this time, since it came at the hands of 
an organization that was designed to honor 
them. If Songwriter International remains vi¬ 
able, as Milan Rezabek claims it will, the fes¬ 
tival will face an uphill battle to restore its 
credibility and live down the legacy of its first 
year. Songwriters may be willing to forgive, 
but they're not likely to forget. 

♦ ♦ ♦ 

Four out of five new businesses fold within 
their first year. Someone has an idea, believes 
that there's room on the market for the prov¬ 
erbial “better mousetrap," raises money or 
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withdraws hard-earned savings, and puts out 
a shingle for business. Besides money, the 
new business man or woman puts heart, 
soul, and inordinate amounts of time into the 
endeavor. Then it either hits, or, more often 
than not, misses. 

Milan Rezabek put his heart into a song 
festival. "I was breathing Songwriter Inter¬ 
national for a year," he says. The festival was 
his baby, his chance to rise from the com¬ 
fortable obscurity of being a Las Vegas bass 
player (for Wayne Newton, among other Ve¬ 
gas headliners) to the stature of show busi¬ 
ness entrepreneur. Other Vegas musicians 
had done it, after all. His friend Paul Loudon, 
for example, had parlayed $7,000 into sole 
ownership of the revitalized Hacienda Hotel, 
and is now worth millions. 
So why not Milan? He appreciated more 

than most the opportunities available in the 
United States for an individual to start his 
own business, because he had lived the first 
31 of his 44 years in Czechoslovakia, a coun¬ 
try where the government starts the busi¬ 
nesses. He also appreciated the competitive 
nature of capitalism, which encourages peo¬ 
ple to take someone's good idea (like the 
American Song Festival) and make it better. 

Milan had a Western bent to his thinking 
ever since his youth in Pilsen, Czechoslova¬ 
kia. The biography prepared by his former 
publicist, Mike Gershman, pictures Milan as 
a sort of musical freedom fighter behind the 
Iron Curtain. He first drew the government's 
ire at age 13 for wearing a U.S. Army jacket 
left behind by an American officer, and five 
years later was again under suspicion, this 
time for requesting a jazz tune— Fat Man 's 
Boogie—on Munich's Armed Forces Radio 
Network. In 1953 Milan drew unwanted gov¬ 

ernment attention a third time when he 
founded Jazz Club Brno and began receiving 
hundreds of jazz albums he had requested 
from American record labels. 
Although he spent most of his first 17 years 

studying classical violin under his father's tu¬ 
telage, jazz became the young Rezabek's 
musical raison d'etre, and the bass his in¬ 
strument by age 18. He studied civil engi¬ 
neering in college (for "political reasons" he 
says) but didn't practice it, choosing instead 
to join Gustav Brom s big band and tour 
Europe with it for eight years. At a 1965 jazz 
festival in Prague, Milan made an important 
connection with the man who would guide 
him to America— Willis Conover, the jazz 
voice of Voice of America. Conover was im¬ 
pressed with Rezabek's composing talent as 
well as his musicianship, and suggested that 
he enter the Downbeat Hall of Fame Contest. 
He did, he won, and he came to America in 
1966 on a full scholarship to Boston s Berk-
lee School of Music (though not without yet 
another debate with Czech officials). 
Over the next few years, Milan hooked up 

with a number of important American jazz 
musicians, and he ended up touring the 
world for three years with the great pianist 
Earl “Fatha" Hines. But by 1972, Milan had 
gravitated to Vegas and quite a different kind 
of playing. Like so many jazz musicians who 
switch to rock or fusion, or to television talk 
show bands, Milan probably began to dis¬ 
cover greater attraction to financial rewards 
and security than to musical challenges. His 
decision to start Songwriter international 
might be traced to both his appreciation of 
musical talent and to his understanding of 
the commercial potential in certain music-
related ventures. 

What he didn't appreciate, or fully under¬ 
stand, was the need to know a lot about busi¬ 
ness before starting one. For a businessman, 
Milan Rezabek was a good musician, and he's 
the first to admit it. “One of the first mistakes 
was that none of us had any experience in 
business or management," says Rezabek, 
"so we were learning along the way." 

It was a hard, expensive lesson. Milan and 
his partner, fellow musician Jim Seebach, 
raised an initial $45-50,000 from their sav¬ 
ings and from investors to get Songwriter 
International off the ground. They were cer¬ 
tain that the idea for a new song festival in 
Las Vegas— final resting place for many a 
popular song—was a sound one, and they 
were encouraged by some of the town's top 
stars. "We had backing from people like Roy 
Clark, Barbara Mandrel!, Wayne Newton, 
Dionne Warwick, and Tony Bennett," claims 
Milan. "And all these people said— because 
I work with them— ‘Hey, that's a great thing. 
Why don't you put it together and we ll back 
you up.' Not financially, but in terms of en¬ 
dorsement, whatever." 
The expectation of endorsements certainly 

helped, but the money would have come in 
handy, too. Because halfway through the ex¬ 
pensive four-color ad campaign, the coffers 
of Songwriter International ran dry. 
“We realized that we had to get some out¬ 

side money," says Milan. “So we started to 
approach investors and we got screwed in 
a lot of ways. Like people took $ 1,000 to write 
a prospectus and get us to meet some inves¬ 
tors, and we were waiting and waiting for 
something to come through, and it didn’t. 
Because we were naive and inexperienced, 
a few people took advantage." 

Actually, these money woes were just the 
mild beginnings of Songwriter International's 
troubles. The big blow was foretold in a letter 
Milan received in November of 1978, just 
before the entry deadline. It was from the 
American Song Festival, and it threatened a 
lawsuit for infringement of copyright. "We 
spent quite a bit of money to have all our 
stuff reviewed," says Milan, “and we got feed¬ 
back from about six attorneys that there was 
nothing wrong with it. We had our own copy¬ 
right attorney who actually saw the brochure 
before it went out, and he made one mistake. 
He charged us a tremendous amount of 
money for his services, but he didn't register 
the brochure immediately, and if he did the 
ASF had absolutely no case, because they 
didn't register their brochure until right be¬ 
fore they wrote the letter!" 
Based on the expensive legal advice, 

Songwriter International went ahead with the 
contest, and in January they were visited by 
a man with a lawsuit in his hands. “Hey guys,” 
said the process server, “you must be doing 
something right, because you are being sued 
for a million dollars." 

The Plaintiff 

Tad Danz, president of the American 
Song Festival, is' a businessman, not 
a musician. His father, the head of the 

rich conglomerate, Sterling Recreation, bought 
ASF after its first struggling year and turned 
it over to his son to manage. Even though 
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it's an adopted child, ASF is very much Tad 
Danz’ baby—and he’s a very protective father. 

“They didn’t invent a song festival," says 
Danz, “They copied mine." Of course you 
can’t copyright an idea, only its manifesta¬ 
tion, so Danz focused on the one aspect of 
Songwriter International that was pub¬ 
lished— its advertising copy. “They literally 
copied portions of our entry forms and ads," 
says Danz. "I was forced to do it If I don't sue 
them I lose my copyright. I didn't do it to pick 
on poor little Songwriter International. I'm not 
a bad guy." 

Nevertheless, it appeared to Milan Rezabek 
that the lawsuit was triggered by Danz’ per¬ 
sonal feelings toward Songwriter Interna¬ 
tional. “It was probably dumb, looking back 
at it," says Rezabek, “that I did some inter¬ 
views in which 1 said some things about 
ASF— that I had participated in the contest 
and didn't like the way they were doing it and 
thought we could do it better. (Milan entered 
a patriotic Bicentennial song in the 1975 fes¬ 
tival and received a cotnputerized critique 
which began, “There are many ways to say 
'I love you.’” He claims that this incident 
prompted him to start considering an alter¬ 
native festival.) "That seems to be what really 
triggered the personal reaction of Mr. Danz. ... 
Then we came up with two beautiful ads that 
were absolutely superior to any they ever cre¬ 
ated, and the trouble suddenly started. .. 

Lawsuits are very expensive propositions, 
and the side with the most money often wins 
by attrition. In the case of the American Song 
Festival vs. Songwriter International (and also 
vs. Songwriter International’s ad agency, Neil-
son/Anklum), the plaintiff had the larger bank 
account and could more easily afford to 
spend $30-40,000 on legal fees (Rezabek’s 
estimate) than could Songwriter International 
afford even $10,000. The $22,000 (approx¬ 
imately) that Songwriter International had re¬ 
ceived in entry fees (for about 3,200 
compositions, 1,000 of which were free sec¬ 
ond entries) quickly found its way into the 
hands of lawyers and other bill collectors. 
Ron Neilson, who spent thousands of dol¬ 

lars defending his agency’s part of the suit 
(and, he says, is still owed $6-8,000 from 
Songwriter International for both legal and 
professional fees), insists that the lawsuit was 
designed to intimidate the new festival and 
close off investment channels. "From a busi¬ 
ness point of view,” says Neilson, "we were 
giving him (Danz) very serious competition." 
Although Neilson felt that the suit was un¬ 
warranted, he admitted that he probably 
would have taken similar action had he been 
in Danz’ shoes. 
The lawsuit never made it to court. After 

several months of jockeying, ASF offered to 
drop the case if Songwriter International 
would purchase a “gratuitous license" from 
ASF that would permit Songwriter Interna¬ 
tional to advertise. Neither side admitted 
culpability, and both claimed victory. "We are 
quite satisifed with the out-of-court settle¬ 
ment," says Danz. “It ended up proving, as 
far as I’m concerned, that they infringed our 
copyright” 

Neilson and Rezabek feel that their point 
was proved, but the cost was far more than 

Meanwhile... 
The Profit-Less 

American Song Festival Plugs Along 
By Barry Alfonso 

In contrast to the beleaguered Songwriter International, the American Song Festival 
is still going strong in this its seventh year 

.. . although its present management claims 
never to have realized a profit. 
With its ads in various high-circulation 

publications, the ASF has always tried to be 
a high-visibility annual event Considering 
that for years its advertisements featured a 
photo of Suzanne Somers attired in only her 
birthday wardrobe and a strategically placed 
lead sheet how could it be otherwise? 

But is the ASF all high-powered hype and 

“ASF has awarded all 
its prizes on time... 
often going beyond 
its obligations to help 
entrants get a break.” 

little substance? Many songwriters entering 
their first tune in the festival have no doubt 
wondered how much of an organization ex¬ 
ists behind the clever ads and sales pitches. 
Such questions always come up when some¬ 
one's creative work is turned over for review: 
Exactly who is behind this contest? Will my 
work get fair consideration? Am I worth more 
than the price of an entry fee to these people? 
To begin with the basics, the American 

Song Festival is a corporate concern, it 
wasn't always that way. Promoter Larry Gold¬ 
blatt started the ASF in 1973. A group of 
investors from Saratoga Springs, NY, backed 
him in his efforts to bring a live pop music 
festival to their resort city, tied in with a na¬ 
tional songwriting contest. The initial an¬ 
nouncements of the American Song Festival 
attracted thousands of entrants, but the proj¬ 
ect ran into financial troubles and Goldblatt 
and company sold out to Sterling Recreation, 
a Washington-headquartered firm which owns 
a chain of theaters and radio stations on the 
West Coast Onder Sterling's auspices the 
much-heralded performance event was held 
at Saratoga Springs over Labor Day week¬ 
end, 1974, and later televised over ABC. 
Since then, the ASF— still owned by Ster¬ 
ling— has been revamped to be purely a 
songwriting contest eliminating live show¬ 
casing of the winners. 
Overcoming its shaky start, the festival now 

boasts of its acceptance by the music in¬ 
dustry. “The ASF is gaining credibility," as¬ 
serts Joe Willemse, its manager. “The music 

business is backing us. They know that we're 
a sound outfit, that we don't try to rip people 
off.” He notes that the festival has awarded 
all its prizes on time to its past winners, often 
going beyond its obligations to help them 
get a break. 

In fact, Tad Danz, a former Sterling exec¬ 
utive who now serves as ASF president, be¬ 
lieves that personal career assistance is far 
more important to most contest winners than 
any cash prize. “In 1975, we did a research 
project where we asked the entrants what 
they wanted from the festival," he says. “We 
found that they had entered mainly to get 
professional recognition and help in advanc¬ 
ing their careers. It wasn't instant stardom 
and a big pot of money that was a motivation 
for the songwriters.” 
Because of this, Danz says, the awards 

have been adjusted since the ASF's first few 
years to give lesser amounts to more people. 
In 1974, for instance, the Grand Prize winner 
was given $30,000, while the same award in 
the 1980 competition is worth $10,000. How¬ 
ever, the total number of awards available 
has been increased from 15 to 1,350. 

In addition, the festival has made a habit 
of aiding its top winners in placing their songs 
with publishers and artists, though it doesn't 
guarantee such assistance in its literature. 
“There have been winners that we've taken 
ads out in the trade papers about that we’ve 
taken to foreign countries to promote,” Danz 
notes. “Our attitude is simple— if our winners 
do well, that's the best thing for the American 
Song Festival. So we've done a lot of things 
to open doors for them.” 
What sort of people participate in the ASF? 

Willemse profiles the average entrant as 
somewhere in the 20 to 40 age range, eager 
to break into professional songwriting but 
with a minimum of knowledge about the 
business. What they need to win in the fes¬ 
tival, rather than contacts or connections, is 
an understanding of the contemporary hit. 

“The standards of the ASF are the same 
as those of the music industry," Willemse 
points out. “I just got a call from an elderly 
lady the other day, who wanted to know why 
our winners are generally younger people. 
The answer is that basically it's younger peo¬ 
ple who are writing today's music. Songs that 
sound as if they come from the 1940s and 
'50s don't necessarily appeal to an audience 
today." 

It’s not surprising that the ASF’s criteria for 
winning material is commercially oriented, 
considering that its judges are active music 
business pros. One of the festival's promises 
to its entrants is that every submitted song 
is heard by at least three of its first-level 
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the S1 cost of the license. Potential investors 
(like Paul Loudon) shied away from the trou¬ 
bled festival, and the energies of Rezabek and 
Seebach were diverted from the main busi¬ 
ness of the festival— such as the judging. 
Rezabek admits that festival management, an 
enthusiastic but amateur affair to begin with, 
got sloppier during the litigation. "We didn't 
have enough funds to afford competent help, 
so we had to shop for cheaper help. So we 
got into problems— like running the judges 
down and herding them together, following 
up things, you know what I mean?" Lack of 
money also meant that Songwriter Interna¬ 
tional couldn t afford to pay judges a very 
persuasive fee, so the ones that undertook 
the task did their work at home on their own 
sweet time. Hence more delays. 

Despite the hassles, the judges' critiques 
pleased Rezabek and most contestants. ASF 
critiques have been almost uniformly criti¬ 
cized, even by Danz (who says they'll be dis¬ 
continued). so Milan felt that the "personalized" 
critiques from Songwriter International would 
be his festival s distinguishing improvement 
over ASE Each entered song was evaluated 
by two judges— Vegas musicians, mainly— 
and rated in five categories on a 1-10 point 
scale. "And each contestant received the 
original evaluation sheet." Milan proudly re¬ 
veals. "How does that grab you?" 
The critiques were the last aspect of the 

festival that was accomplished. Milan fre¬ 
quently spoke to finalists on the phone, and 

sent a letter in November of 1979 explaining 
the delay in awarding prizes as due to the 
litigation. That was about the last anyone 
heard from him until Songwriter began in¬ 
vestigating. 

The Winners 

Anger. Embarrassment. Disappoint¬ 
ment. Resigned acceptance. Those are 
some of the reactions from the winners 

of the first Songwriter International contest, 
winners who have still not won anything. 

"It's small potatoes, and so are we," says 
professional pop finalist Barry Blackwood, 
"but at least we re due for what they said we'd 
win." Blackwood, who won $5,000 in the first 
American Song Festival, and his writing part¬ 
ner Ed Stockfish, have been calling Song¬ 
writer International regularly for months and 
have received no response since last Decem¬ 
ber. "It's embarrassing to have to chase after 
this little outfit to get them to pay off," adds 
Blackwood. 

David Bracken, the professional rock fi¬ 
nalist, is more philosophical about the out¬ 
come. "I went into it knowing it was risky," 
the New Jersey jingle writer says. "Song fes¬ 
tivals can't hurt you. I wasn't at all surprised 
at what happened." 

Other finalists weren't nearly so sanguine. 
Hal Hubble, who one might guess is an 
emotional guy from the title of the tune that 
made him professional country finalist—My 
Pulse Pumps Passion— says that if he ever 

(continued on page 22) 

ARE NOISE GATES OBSOLETE? 
The Carrotron Noise Filter does what you hoped 
a noise gate would do. 
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from noise. The Carrotron Noise Filter filters out the noise 
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with no coloration or cut-off and extremely low noise. 

CARROTRON 
NOISE 
FILTER 
C900B1 

Suggested retail price: 
$139.95 

Top groups such as Chicago are convinced. In fact, 
Chicago has ordered our entire line of products. Including 
our Noise Filter, our ultra low noise FET Pre-amp 
(EIN = -IPOdBV) and of course our Isolator. 

Hearing was believing for Chicago. Hearing will be believing 
for you 

+■ 
For information, contact: 

CARROTRON 
2934 Shasta Road, Berkeley, California 94708 
(415) 848-2755 

Dealer and DEM inquiries welcome. 

(continued from page 19) 

judges, who are usually recruited from the 
ranks of personal managers, independent 
producers and publisher's assistants. “Our 
song screeners have to qualify to be judges," 
says ASF Public Affairs Coordinator Jill Fris¬ 
bee. “A screener should be in a position to 
do something with a good song when he 
hears it" 
Each screener is given 100 song tapes in 

a box, which he spends an estimated two to 
three hours going through. Obviously, not 
every song is heard in its entirely, but Wil-
lemse insists that each screener is required 
to listen at least through a song's hook and/ 
or chorus before passing over it. The songs 
that survive the initial step go on to second 
and third levels, where they are weeded out 
further by panels of judges until ten category 
winners are selected. These are forwarded to 
the final judges, a cross-section of music in¬ 
dustry executives and artists, who choose the 
Grand Prize winners. 
Among the pop music heavyweights who 

judged in the 1979 ASF were Barry Manilow, 
Phil Spector. Clive Davis, Stephen Bishop 
and Charlie Rich. Unlike those serving at the 
preliminary levels, the 70 top judges don't sit 
down and hear submitted tapes at the ASF 
offices in Los Angeles. "We send them each 
the songs and a ballot," Willemse says. "They 
listen to the songs at their convenience over 
a month or so." Not all of those who agree 
to be final judges end up responding— only 
58 of them cast ballots in the last festival. 
The ASF is confident that its judges will 

spot just about any song of professional qual¬ 
ity. “If a songwriter enters his best song and 
it doesn't win a prize, then it probably wasn't 
a very commercial or competent composi¬ 
tion," Danz says. "Our judges basically give 
out the $25 Honorable Mention prize to just 
about any good song that's entered. I have 
a high degree of confidence that if any tal¬ 
ented songwriter enters his best composi¬ 
tion, he'll win $25." 
Those entrants whose tunes don t make 

the grade have the option of having a free 
critique sent to them. In the 1976 competi¬ 
tion, the ASF mailed out prerecorded, com¬ 
puter-selected criticisms of songs, which 
drew fire from contestants who felt they de¬ 
served a more personalized evaluation. Wil¬ 
lemse acknowledges that those critiques 
weren't specific enough and needed to be 
improved upon: “Right now we re using a 
check-off sheet, where judges have a list of 
20 responses to give to entrants with room 
for personal comments." The ASF claims 
that any more detailed song evaluation would 
necessitate an extra charge. 
On the subject of money, why does Ster¬ 

ling Recreation continue to back the Amer¬ 
ican Song Festival even though it hasn't 
shown a profit to date? Danz explains that 
songwriting contests are major media events 
in Europe, the Far East and elsewhere in the 
world, and Sterling still hopes that the ASF 
will soon become an important television 
property. Until then, the festival will at least 
remain prominent in the world of American 
songwriters, the people who the ASF was set 
up to bolster in the first place. 
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• Song for the Captain by K. Parker & Jon Hansel -
recorded by Roger Whitaker in England for his 
Voyager album on RCA. The album is currently on the 
charts. 

• At My Disco by Raymond Teal - Being recorded in 
Miami for TK Records. i-
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• One Night Dream Girl by Sam Conjerti - Pub¬ 
lishing agreement signed in New York with Sudden 
Rush Music. 
Why did these songs get results? They probably 
aren't better than your best songs. They just have 
better demos. 

WHY OUR DEMOS ARE BETTER 
We make professional demos. We record in a first 

rate 8 track Hollywood studio using professional 
studio equipment. 
Most other demo services make “homemade'' 

demos. They record in a living room or garage using 
home recording equipment. 
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sional demo recording service. Our production staff 
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WHAT SONGWRITERS ARE SAYING 
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• “The quality of engineering, sound mixing, and 
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Mountain, North Carolina) 
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what you want The most product for 
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Today!! 
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runs into Milan Rezabek he'd "probably 
knock his block off." 

“I'm worse than disappointed," declares 
Hubble, an Indianapolis lounge performer, 
"because I thought this contest would make 
a difference in my career. Im also embar¬ 
rassed, because 1 told people at the club I 
perform in that I won this contest and would 
be going to Las Vegas. I was going to have 
a big write-up in the Indianapolis paper. It’s 
good I held off having my picture taken for 
it, because then I would have come off as a 
fraud." 

Several of the finalists mentioned filing suit 
against Songwriter International, but as far 
as we could learn only one, professional win¬ 
ner Ernest Hatton, had hired an attorney to 
pursue the matter. "I've had so much trouble 
in the music business," says Hatton. "I haven't 
found one single honest person. It's bad 
enough to break into the business, but it’s 
really sad when you can't collect money 
you're owed." (Ironically, Hatton faces a chal¬ 
lenge of his own from the cowriter of his 
winning song, Michael Hurley, who claims 
that Hatton never even informed him of the 
contest and refused to pay him half the win¬ 
ning share— should prizes be awarded. 
Nonetheless, Hurley still hopes that the fes¬ 
tival will resolve its commitment to the win¬ 
ners. "A trip to Las Vegas doesn't interest me, 
a professional quality demo, the money 
. . ." says the Orlando, FL, writer/arranger. 
“It's the principle that matters.") 
Michael Perlin, the amateur pop finalist, 

had more contact with Milan Rezabek than 
most of the other winners, having visited him 
in Las Vegas. The two spent hours discussing 
songwriting and song contests, and Milan 
took Perlin backstage to meet Wayne New¬ 
ton. “He treated me really great," says Perlin. 
"It seemed to me the guy really had it to¬ 
gether. The kind of guy songwriters need." 

But as the delays added up, Perlin began 
to lose patience, as did Bob Johnson, Perlin's 
cowriter. "We spent a lot of money and effort 
and time trying to figure out what was going 
on," says Johnson, a staff writer for Ronnie 
Milsap. Finally, Johnson got a response from 
Rezabek to a "crap-or-get-off-the-pot letter," 
as Perlin characterized it. The prize money 
is in escrow, said Milan, so no matter what 
happens the prizes will be paid. 
The escrow claim is a vital one in preserv¬ 

ing Milan Rezabek's credibility. Everyone I 
spoke to in preparing this article considered 
Milan a sincere, honest, well-intentioned per¬ 
son. "He's not a crook," said PR man Mike 
Gershman. "He's an honorable man," said ad 
man Ron Neilson. Yet both also told me that 
they doubted that Milan had put the prize 
money in escrow. Mike Gershman even said 
that at an early point in his dealings with Re¬ 
zabek he discovered that the money wasn't 
in escrow. "I got upset about it," says Gersh¬ 
man, "and told Ron (Neilson), and he (Milan) 
supposedly did it." 

If he didn 't do it, he's been less than per¬ 
fectly honest, and that really galls Michael 
Perlin. "If it's not in escrow, I just can't abide 
by that," says Perlin. “Everything he's shown 
me until now is pretty legitimate, even the 

delays. If the money’s in escrow, why not just 
pay everybody? Who cares about the fancy 
awards ceremony?" 

The Outcome? 

Why not "just pay everybody"? I asked 
Milan Rezabek toward the end of a 
February 100-minute phone con¬ 

versation between Los Angeles and Las Ve¬ 
gas in which he had told me that the prize 
money had been in escrow “from the begin¬ 
ning." 

"That's a last step when you don't know 
what else to do," he replied. “Because we 
have an obligation to bring the people to Las 
Vegas, which we promised, give them the 
instruments, plus make arrangements for a 
recording session. If we had gone bankrupt 

we would have told them, "Sorry, we can't 
raise the money and we won't be doing the 
presentation, but we re paying the prize 
money . . . here!' But since we re not going 
bankrupt we still would like to do it the way 
we wanted to from the beginning." 

Although Songwriter International had 
reached the brink of bankruptcy, Milan told 
me, it was about to be rescued by two over¬ 
seas investors, one from Sweden and the 
other from Germany, who were going to buy 
the company from he and Seebach. “We re 
right in the middle of negotiations," said 
Milan. “These people will probably try to 
make it (the awards ceremony) some time 
in the spring. Two years later, of course,” he 
added with a nervous laugh. "And then they'll 
start advertising for the next one." 
Always the optimist, Rezabek's soothing, 

rich-toned voice almost had me convinced 
that there would be a Songwriter Interna¬ 
tional II, just as he convinced the contestants 
and winners of Songwriter International I to 
accept endless delays. As did everyone else 
I spoke with, I liked Milan Rezabek, and he 
sounded sincere, albeit with a touch of the 
"wild and crazy guy" that Ron Neilson de¬ 
scribes him as being (" He took lessons from 
Steve Martin," says Neilson). 
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But actions speak louder than words, as 
the saying goes. Although Milan returned my 
call almost immediately the first time I left a 
message for him on his Vegas answerphone, 
I began to experience increasing difficulty in 
reaching him. Either he wouldn't return my 
calls, or he wouldn't be home at the hour he 
had specified for me to call. Then he told me 
that he was coming to Los Angeles on busi¬ 
ness and at that time would give me some 
papers he's promised—such as a copy of the 
escrow statement. After three weeks of prom¬ 
ises, there was no Milan, no return of phone 
calls, no papers. I felt like a contestant in 
Songwriter International. 

Another thing bothered me about the fes¬ 
tival. Unlike most song festival presidents, 
Milan had frequently called contestants ex¬ 
pressing interest in their songs and reassur¬ 
ing them of the festival's progress. That's 
quite a personalized alternative to the way 
most such events are handled. However, 
Milan also used those calls to approach sev¬ 
eral of the winners about obtaining publish¬ 
ing on their songs, not necessarily for himself 
but for other interested parties. Milan insisted 
to me that the songs were fully protected, but 
he also indicated that a publishing cut was 
somehow expected from song festival win¬ 
ners. "We don't have any rights at all," he 
said, "but if we are responsible for getting the 
song recorded, then we get into negotiation 
with the songwriter and come up with a con¬ 
tract where we can get some little piece of 
the pie, too. I thought we'd have a better 
chance (than ASF) by dealing in this partic¬ 
ular environment (Las Vegas) where we are 
dealing directly with people who are playing 
the shows . . ." 

"Michele," added Milan emphatically, "even 
if you get 50,000 entries, the money is in if 
the songs become a hit." 
A former Hollywood publisher who I 

checked with characterized this attitude as 
naive rather than unethical, but it certainly 
points out a hidden agenda in the Songwriter 
International festival. No matter what his 
plans, though, Milan Rezabek says he hasn't 
profited at all from Songwriter International. 
Rather, he worked without salary for a year 
and has now returned to playing bass for 
Tom Jones, Paul Anka, and others. If the fes¬ 
tival is sold, however, Milan hopes to remain 
with it as a well-remunerated consultant. 

If it s sold, if the winners are paid, if the 
awards ceremony is held . . . Unfortunately 
the saga of Songwriter International must still 
end speculatively at the present time, per¬ 
haps further frustrating songwriters and peo¬ 
ple like Tad Danz who feel that an unsuccessful 
festival unwittingly taints the successful ones. 

Milan is frustrated too, especially over the 
nonrecoverable expenses of his legal battle. 
“The American justice system," says the nat¬ 
uralized U.S. citizen, "you should excuse the 
expression, sucks." 

But in the midst of it all, Milan waxes philo¬ 
sophical. "You know the old Chinese prov¬ 
erb," he said, and repeated to me a maxim 
that probably won't comfort anyone involved 
in this matter except himself: "You can t 
change the past, but you can really screw up 
the future worrying about the present." 
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Now you can 
have the essential 
functions and flexi¬ 
bility of multitrack re¬ 
cording in one com¬ 
pact, self-contained 
unit. Its called the 
Model 144 Porta-
Studio™ and it lets 
you record basic 
tracks, overdub in 
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mixers. 
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So see your dealer for a 
demonstration of the very affordable 
Porta-Studio. Nothing else in the 
world puts so much multitrack 
function into so small a package. 

TASCAM SERIES 
TEAC Professional Products Group 

©1979 TEAC Corporation of America. 7733 Telegraph Road. Montebello. CA 90640 In Canada, TEAC is distributed by White Electronic Development Corporation (1966) Ltd. 



I Will Survive 
Words and music by 

Dino Fekaris and Freddie Perren 

At first I was afraid, I was petrified; 
Kept thinkin' I could never live without you by my side. 
But then, I spent so many nights thinkin' 
How you did me wrong, and I grew strong, 
And I learned how to get along. 
And so you're back from outer space. 
I just walked in to find you here with that 

sad look upon your face. 
I should have changed that stupid lock, 
I should have made you leave your key, 
If I'd've known for just one second you'd 
be back to bother me. 

Go on now, go walk out the door; 
Just turn around, now, 'cause you’re not welcome anymore. 
Weren't you the one who tried to hurt me with good-bye? 
Did you think I'd crumble, did you think 

I'd lay down and die. 
Oh no, not I. I will survive. 
For as long as I know how to love, I know I'll stay alive. 
I've got all my life to live. 
I've got all my love to give and I'll survive, 
I will survive. 

It took all the strength I had not to fall apart; 
Kept tryin' to mend the pieces of my broken heart. 
And I spent, oh, so many nights 
Just feelin' sorry for myself, 
I used to cry, but now I hold my head up high. 
And you see me, somebody new. 
I'm not that chained up little person still in 

love with you. 
And so you felt like droppin' in 
And just expect me to be free. 
Well now, I'm savin' all my lovin' for 
someone who's lovin' me. 

(Repeat chorus) 

c 1978. 1979 Perren-Vibes Music Inc. (ASCAP). 
International copyright secured. All rights reserved. Used 
by permission. 

Reunited 
Words and music by 

Dino Fekaris and Freddie Perren 

I was a fool to ever leave your side. 
Me minus you is such a lonely ride. 
The breakup we had has made me lonesome and sad; 
I realize I love you 'cause I want you bad, hey, hey! 

I spent the evening with the radio; 
Regret the moment that I let you go. 
Our quarrel was such a way of learning so much, 
I know now that I love you 'cause I need your touch, hey, hey! 

Reunited and it feels so good. 
Reunited 'cause we understood, 
There's one perfect fit 
And, sugar, this one is it. 
We both are so excited, 
'Cause we're reunited, hey, hey! 

I sat here staring at the same old wall. 
Came back to life just when I got your call. 
I wished I could climb right through the telephone line 
And give you what you want so you would be mine, hey, hey! 

I can't go cheatin', honey, I can t play. 
I found it very hard to stay away. 
As we reminisce on precious moments like this, 
I'm glad we re back together, 'cause I missed your kiss, hey, hey! 

(Repeat chorus) 

Lover, lover, this is solid love. 
And you're exactly what I'm dreaming of. 
All through the day and all through the night, 
I'll give you all the love I have with all my might, hey, hey! 

(Lyric for fade ending:) 
Ooo, listen baby, I won't ever make you cry, 
I won t let one day go by without holding you, 
Without kissing you, without loving you. 
Ooo, you're my everything, only you know 
how to free all the love there is in me. 

I wanna let you know, I won't let you go. 
I wanna let you know, I won't let you go. 
Ooo, feels so good! 

c 1978. 1979 Perren-Vibes Music Inc (ASCAP). 
International copyright secured. All rights reserved. Used 
by permission. 
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Songwriters Oí The Wear 
Freddie Perren & Dino Fekaris 

Freddie Perren 

Freddie Perren 
On The Year That Was 

for Freddie Perren-Dino Fekaris 

1 think that timing played an important part in the success of our two biggest 1979 
songs, / Will Survive and Reunited. When 

Reunited came out, disco was really explod¬ 
ing. We had done that song before Shake 
Your Groove Thing, in fact, but we were ap¬ 
prehensive about coming out with a ballad 
when the airwaves were loaded with up¬ 
tempo stuff. So we decided to go with Shake 
Your Groove Thing first. But what happened 
was that there was so much airplay of Re¬ 
united off Peaches and Herb's album, that we 
were virtually forced to come out with it right 
on the heels of Groove Thing. 

In retrospect, a romantic ballad was just 
right for the time, as a change-of-pace. Also, 
I think the song really touched the emotions 
of the general public. Everyone’s experienced 
a separation from someone he/she loves, 
and then had the joy of being reunited with 
that person. So that idea, the romantic ballad 
quality—plus the dynamite vocals by Peaches 
and Herb— added up to success. 

With / Will Survive, I think the subject mat¬ 
ter had been almost totally unexplored. Or 
if it had been explored, certainly not in terms 
of women's right and feelings. We really 
wanted to explore the feelings of a woman 
victimized by a man who says: “OK, I’m going 
to walk away from you, but I know you’ll be 
there when I come back." There are many 
women who would melt like butter when the 
guy finally did come back— even though they 
may not have wanted to— and I think / Will 
Survive may have given them a fantasy. Plus, 
I think Gloria Gaynor s performance was very 
believable. On top of these things, / Will Sur¬ 
vive was definitely in the disco pocket, at a 
time when disco was peaking. 

Dino Fekaris 
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The Gambler And Still: 
Anatomy of Two Award-Winning Hits 

By Al Kasha & Joel Hirschhorn 

The Gambler, by Don Schlitz, and Still, 
by Lionel Richie, are deservedly rated 
as cowinners in the Song of the Year 

category in Songwriter s Reader's Poll. Both 
are strikingly different—Still, is a sensitive ro¬ 
mantic ballad, The Gambler a philosophical 
country song, yet both score a bullseye in 
striking the core of basic human emotion. 

Still 
he title. Still, establishes a reflective 
mood. Before its meaning is specifi¬ 
cally explained, we feel that the man 

singing is still in love with his girl; the word 
conveys a sense of longing for things past. 
The musical figure which introduces the tune 
has that same bittersweet feeling. 

With the first line. Lady, morning’s just 
a moment away, we can surmise that morn¬ 
ing is unwelcome and threatening to the re¬ 
lationship. The line, on a craft level, sings 
beautifully, musically caressing the word, 
Lady. The prosody of Morning’s just a 
moment away is excellent, starting high on 
morning, descending briefly and reaching 
up again on moment. The alliteration also 
intensifies the power of the line, with morn¬ 
ing and moment. 
And I’m without you once again spells 

out the sadness we've already begun to feel, 
and the lingering quarter notes on I’m with¬ 
out you milk that sadness for all its worth. 

Lionel Richie, as sole writer, achieves a 
warm blend between lyrics and melody; they 
talk together, as though conceived at the 
same time. Phrases such as lady and once 
again are elongated, creating the rhythm of 
thought. 

Both words and music have on-the-spot 
intimacy and immediacy; they seem to flow 
directly from the hero's mind and out. This 
is particularly notable on You laughed at 
me, you said you never needed me. 

After making his bluntly realistic appraisal 
of the situation, the hero is compelled to add, 
I wonder if you need me now. This refusal 
to accept obvious rejection is typical of all 
people involved in a fading love affair. 

Although the title of Still doesn't repeat 
often, there is a main musical phrase that 
recurs consistently, in the first bar, the fifth, 
the seventh and the eleventh. It’s a short 
phrase too, which is easy to remember. 

The hook builds dramatically. We played 
the game rises up the scale and sustains 
there with games that people play. This 
second, two-measure musical motif which 
forms the hook then repeats throughout the 
next 12 bars. 

The same insistence by the hero on be¬ 
lieving that his love was once magical sur¬ 
faces with the line, Somehow 1 know deep 
in my heart you needed me. The important 
word here is somehow, because it tells us 
that he may have been reading more into the 
situation than was really there. 
Remembering the pain, if I must say, 

it’s deep in my mind and locked away, 
points out the way the hero, in common with 
all of us, clings to the good times and blanks 
out the bad ones. All these universal feelings 
make this song a prize-winner, because peo¬ 
ple everywhere have experienced them. 
The title gains impact by defying conven¬ 

tional pop rules. Not only does the tune pre¬ 
ceding it drop down, but the word Still is 
spoken and whispered. Yet this subdued ap¬ 
proach has a theatricality of its own. because 
it calls attention to the thought in an unex¬ 
pected way. There is as much heartbreak in 
the whisper as there would be in a strong, 
sustained cry. 
The lyric is a reminder to all writers that 

words must be emotional. We see such 
phrases as I needed you so desperately, 
we were too blind to see. Others are You 
never said you needed me, You laughed 
at me, Deep in my heart and Remem¬ 
bering the pain. 

Still, melodically, has a constant under¬ 
pulse, a flowing downward-upward move¬ 
ment. The tune constantly makes a musical 
statement and answers it. 

But there’s always one main reason, be¬ 
yond all the others, for a song’s impact. The 
ingredient here is sincerity. There’s nothing 
pretentious in it, either musically or lyrically, 
and we are all brought into a quiet room and 
invited to share the feeling of the two parting 
lovers. We like them and empathize with 
them, and relate their conflicts to our own. 

The Gambler 
he second prize-winning song is a 
country tune with a lively singalong 
chorus, but it shares one vital attribute 

with Still. . . the sense of believable conver¬ 
sation. 

It also taps a familiar emotion—the impact 
of winning and losing. The metaphors pre¬ 
sented refer to actual gambling, but they can 
be read as representative of the gambles we 
all take in our daily lives. 
We begin, On a warm summer’s eve¬ 

ning. Note summer’s, not ‘‘summer"; ad¬ 
mittedly a small touch, but one that sounds 
like natural, casual dialogue. The lines also 
set up the scene: On a train bound for 
nowhere. We re on a train, but for nowhere 

suggests that the people on it are aimless 
and lost searching for answers. Again, there’s 
the conversational touch with I met up with 
a gambler. 

It’s no wonder that The Gambler is being 
adapted into a motion picture, with such lyr¬ 
ics as: We were both too tired to sleep, 
so we took turns a-starin’ out the win¬ 
dow at the darkness, till boredom over¬ 
took us and he began to speak. Every 
element of craft can be found here. The lines 
are stunningly visual. We encounter allitera¬ 
tions such as Too Fired, Took Turns and 
Boredom overtook us and he Began. 
The emotional state of the characters is 

perfectly projected with We took turns a-
starin’ out the window at the darkness. 
This shows us, as opposed to saying, we 
were both lonely and discontented. 
The music complements every thought. 

On a warm summer’s evening has six rep¬ 
etitions of Eb, because it is undramatic, re¬ 
flective conversation. On a train, features a 
jump of a fourth on train because train is 
a significant word. The melody makes no 
loud, show-off leaps, because it functions 
primarily as an accompaniment to dialogue. 
We get to know the gambler very well, 

when he says. Son, I’ve made a life out of 
readin’ people’s faces, and knowin’ what 
their cards were, by the way they held 
their eyes. These lines zoom way below the 
surface: they don’t say “I made a living out 
of playing cards, and sometimes I won and 
sometimes I lost.” They illuminate the gam¬ 
bler’s psyche; they show a key psychological 
point about gambling. You can see the old 
man studying his opponents, measuring 
them. 

1 can see you’re out of aces continues 
the use of gambling vernacular, rather than 
generalizing, as lesser writers might have 
done, with something like, I can see you’re 
down on your luck. 

Also subtly suggested is the gambler's 
fondness— perhaps destructive fondness— 
for alcohol, with For a taste of your whis¬ 
key I’ll give you some advice. No one lis¬ 
tening can fail to flesh out the person 
involved. Perhaps he has a white beard, or 
bloodshot eyes, or stooped shoulders, but 
every mind will supply a portrait. 
The hook features an infectious inner 

rhyme: You’ got to know when to hold 
’em, know when to fold ’em. 
The song’s musical form is verse/chorus, 

which is always a comfortable setup for a 
character song like this. There's no bridge, 
which is for the best, because excessive mu-

(continued on page 42) 
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Lionel Richie Don Schlitz 

Songs Of The Tear 
STILL THE GAMBLER 

By Lionel Richie By Don Schlitz 

Still 
Words and music by Lionel Richie 

Lady, morning's just a moment away. 
And I'm without you once again. 
You laughed at me. 
You said you never needed me, 
I wonder if you need me now. 

We played the games that people play, 
We made mistakes along the way. 
Somehow I know deep in my heart, 
You needed me. 
Remembering the pain, if I must say, 
It s deep in my mind and locked away, 
But then, most of all, 
I do love you 
Still. 

Memories, times I'm sure we ll never 
forget. 

Those feelings we can't put aside. 
For what we had. 
Sometimes I try to understand. 
But it's so heavy on my mind. 

So many dreams that flew away. 
So many words we didn't say. 
Two people lost in a storm, 
Where did we go, where'd we go? 
Lost what we both had found. 
You know we let each other down. 
But then, most of all. 
I do love you 
Still. 

Lady, morning's . . . 

We played the games that people play, 
We made mistakes along the way. 
Somehow I know deep in my heart, 
You needed me. 
'Cause I needed you so desperately, 
We were too blind to see, 
But then, most of all, 
I do love you 
Still. 

® 1979 Jobete Music Co., Inc. (ASCAP). International 
copyright secured. All rights reserved. Used by 
permission. 

Lionel Richie On 
Still 

Still is a story about your guts. To lose 
someone, to leave someone that you 
love . . . it’s your guts. 

I got the idea for the song from a friend 
of mine, someone who had just divorced his 

wife. He told me: “My ex-wife and I just sat 
at the table one day and agreed that marriage 
was not for us. After all the things we've said 
to each other, after all the things we've done 
to each other, we can't go back and clean 
it up. So before we start hating each other, 
let’s cut this word marriage' out and just be 
friends. But I love you still." 

I wrote Still as a tribute to those two very 
strong people. Their guts were hanging out, 
man. Judging by the song's success, a lot 
of people were able to relate to the lyrics. In 
fact I've gotten a lot of letters . . . guys have 
written "You're exactly right," “You helped get 
my head together" and other sentiments. 

Don Schlitz On 
The Gambier 

I have a friend named Bob McDill, who's written some incredibly great songs in the 
country genre. Bob has been a supporter 

of mine ever since I got to Nashville. I used 
to go to his office and play the four or five 
songs that I’d written each week and he'd 
smile and be nice and offer good, construc¬ 
tive criticism. 
One August afternoon, I had a long con¬ 

versation with McDill about writer's block. I 
had been blocked for about six months, 
pretty much since my father had died. 1 was 
so caught up in my own feelings, I guess, 
that nothing was really translating onto paper. 
That day, Bob showed me the open D tuning 
on guitar. He told me that this tuning had 
helped him simplify songwriting by making 
everything so precise and so compact; that 
it wouldn't let him do anything real fancy and 
get screwed up. 

I made the long walk home (I didn't have 
a car then), sat down at the typewriter, tuned 
my guitar to the D tuning, and in two hours 
I wrote three songs. One of them was The 
Gambler, which I wrote in about 20 minutes. 
That is, everything but the last verse. 

1 thought two of the songs were really 
good. Guess which one I didn't think was any 
good? But I let them all lay for six weeks. 
When I played them for a friend, Jim Rushing 
(another great songwriter who was struggling 
at the time, too). I got through with the ones 
I thought were any good and then said, “Well 
I do have this one other song . . .’’ and I 
played him The Gambler. He said, "That's 
really something and I think you ought to 
finish that.” 

I didn’t know how in the hell I was going 
to finish The Gambler because I didn’t have 

The Gambler 
Words and music by Don Schlitz 

On a warm summer's evening 
On a train bound for nowhere, 
I met up with a gambler. 
We were both too tired to sleep. 
So we took turns a-starin' 
Out the window at the darkness 
Till boredom overtook us 
And he began to speak. 

He said, "Son I ve made a life 
Out of reading people s faces 
And knowin' what their cards were 
By the way they held their eyes. 
So if you don't mind my sayin' 
I can see you're out of aces; 
For a taste of your whiskey 
I'll give you some advice.” 

So I handed him my bottle, 
And he drank down my last swallow. 
Then he bummed a cigarette and 
Asked me for a light. 
And the night got deathly quiet and 
His face lost all expression. 
Said, “If you're gonna play the game. 
Boy, you gotta (learn to play it right)." 
(Chorus) 

"You got to know when to hold 'em, 
Know when to fold 'em. 
Know when to walk away and know when 

to run. 
You never count your money 
When you're siftin' at the table. 
There'll be time enough for countin' 
When the dealin' is done." 

"Evry gambler knows that the secret to 
survivin' 

Is knowin' what to throw away, and 
Knowin' what to keep. 
'Cause ev ry hand's a winner, and 
Evry hand's a loser. 
And the best that you can hope for 
Is to die in your sleep." And . . . 
(Repeat chorus) 

When he finished speakin' 
He turned back toward the window. 
Crushed out his cigarette and 
Faded off to sleep. 
And somewhere in the darkness 
The gambler he broke even. 
But in his final words 1 found 
An ace that he could keep. 
(Repeat chorus) 
ç 1978. Writers Night Music (ASCAP). International 
copyright secured. All rights reserved. Used by permission. 
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Dennis DeYoung Steve Gibb 

/Rock §onq Oí The 
the last verse and I figured I was going to 
have to write about five more verses before 
anything would make any sense. But about 
five or six weeks later, out of nowhere, I sat 
down at the typewriter and, in a matter of 
about two minutes I finished the last verse. 

I’m still a little amazed that 1 wrote that 
song. First of all, I’ve never been on a train 
in my life. And, I'm a terrible poker player. 
There are just a lot of things in that song that 
I did not know about! And I came to the 
conclusion that, for me, the song was about 
my father. What I've figured out is that, in my 
head, I translated the meaning of his influ¬ 
ence on me into the influence of the gambler 
upon the singer of the song. That, to me, is 
a very comforting way of looking at it because 
my father was a great influence on me and 
really a wonderful person. That something 
wonderful could happen to me because of 
him is very gratifying. 

Getting the song written was only half the 
battle. No publisher or artist would touch it 
It was too long, it took too long to get to the 
chorus— it broke all the rules (which is one 
of the reasons I think it was successful). But 
my producer and publisher, Audie Ashworth, 
really believed in the song so he said, “Hell, 
let’s make a record of it ourselves." Well, we 
couldn’t get arrested with it! Finally, a couple 
of other new artists in town had a good feel¬ 
ing about the song and they recorded it for 
their respective labels as their first singles. 
So Audie, bless his heart, put out the rec¬ 

ord on his own label, Crazy Mama Records, 
and it started to get some airplay. It got a lot 
of attention in the trades, too, because sud¬ 
denly, there were four versions of The Gam¬ 
bler out, and everybody was saying, “Hey, this 
is a great song; I wonder which version's 
going to hit?" Our version topped the other 
versions and we were picked up by Capitol. 
It was a mid-chart country record that aid 
very well in several areas. 
About two or three months later, there 

were still people in Nashville who believed 
the song was going to be a monster. One of 
these people was a friend of ours, Merlin Lit¬ 
tlefield, the associate director for ASCAP in 
Nashville. Everyday, for a period of a couple 
weeks 1 think, he would take a record, a lead 
sheet a tape, a cassette, another lead sheet 
another record ... by the office of Larry But¬ 
ler, Kenny Roger's producer. Merlin had de¬ 
cided that Kenny was the person for the song; 
he was hot at the time and he was one of the 
people who would have a chance of having 
a hit with a song that had been recorded 
three or four times already that year. So ap¬ 
parently Lany heard the song and liked it and 
played it for Kenny, who must have liked it 

BABE 
By Dennis DeYoung 

Babe 
Words and music 
by Dennis DeYoung 

Babe, I'm leaving, 
I must be on my way, 
The time is drawing near. 
My train is going, 
I see it in your eyes . . . 
The love, the need, your tears. 

But I'll be lonely without you 
And I'll need your love to see me through. 
So please believe me, 
My heart is in your hands, 
And I II be missing you. 

’Cause you know it s you, babe, 
Whenever I get weary and I've had 

enough, 
Feel like giving up. 
You know it's you, babe. 
Giving me the courage and the strength I 

need. 
Please believe that it's true. 
Babe, I love you. 

Babe, I'm leaving, 
I'll say it once again, 
And somehow try to smile. 
I know the feeling we re trying to forget, 
If only for a while. 
'Cause I'll be lonely without you 
And I'll need your love to see me through. 
But please believe me, 
My heart is in your hands, 
'Cause I II be missing you. 
Babe, I love you. 
Babe, I love you. 
Ooo babe. 

Ë 1978 Stygian Songs (ASCAP). All rights administered 
by Almo Music Corp. International copyright secured. All 
rights reserved. Used by permission. 

Dennis DeYoung On 
Babe 

or a long time I had wanted to write a 
ballad. Styx being mostly a rock and 
roll band, I hadn't done much ballad 

writing. At the time—the fall of 1978—my 
wife Suzanne's birthday was approaching. I 
decided to give her a special present, some¬ 
thing I couldn’t buy in a store. So I decided 
to write her a song, a song that would tell her 
how I felt about having to travel so much, 
and how it wasn't easy for me having to leave 
her. The song was Babe. 

I never thought the song would be on a 
Styx album. I simply wanted to make a demo 
of the song—which I did with the help of 
John (Panozzo, Styx’s drummer) and Chuck 
(Panozzo, Styx's bass player)—and give it to 
my wife. But everyone I played the demo to 
flipped out, saying things like, "That's the best 
thing you’ve ever done." 

Finally, 1 played the demo to the guys in 
the band. In the beginning there was a feeling 
that maybe the song wouldn’t work for Styx, 
but the guys eventually decided it was a pretty 
damn good song. 

We tried to rerecord it but we gave up. The 
feeling wasn't the same. So the single you 
heard on the radio is the demo that I did. 
That demo came out of a- low point of my 
life. Styx had had incredible success but, at 
the time I was having real mixed feelings 
about having to be on the road so much, 
and so lonely. That feeling came across on 
the demo. 

As for Babe's popularity around the world, 
I think when people hear something that’s 
genuine, that’s from the heart, they pick up 
on it. One other thing I’d like to mention: 
Babe hit No. 1 on the charts last Nov. 7 
... on Suzanne's birthday . . . exactly one 
year to the day after I played her the song. 

R&B/Disco Song Of The Year 
STILL 

By Lionel Richie 

(ounirg Song Oí The Year 
THE GAMBLER 
By Don Schlitz 
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Gloria Gaither William Gaither 

SHE BELIEVES IN ME 
By Steve Gibb 

She Believes In Me 
Words and music by 

Steve Gibb 
While she lays sleeping, 
I stay out late at night and play my songs, 
And sometimes all the nights can be so 

long, 
And it's good when I fin'ly make it home 

all alone. 

While she lays dreaming 
I try to get undressed without the light 
Then quietly she says, "How was your 

night?” 
And I come to her and say it was all right. 
And I hold her tight. 

And she believes in me. 
I’ll never know just what she sees in me, 
I told her someday if she was my girl 
I could change the world with my little 

songs, 
I was wrong. 
But she has faith in me, 

And so I go on trying faithfully, 
And who knows, maybe on some special 

night 
If my song is right 
I will find a way. 

While she lays waiting 
I stumble to the kitchen for a bite. 
Then I see my guitar in the night, 
Just waiting for me like a secret friend, 
And there's no end. 

While she lays crying 
I fumble with a melody or two, 
Then I'm torn between the things that I 

should do. 
Then she says to wake her up when I am 

through 
God, her love is true. 

(Repeat chorus) 

© 1977 Angel Wing Music. World rights controlled by 
Southern Writers Group USA. International copyright 
secured. All rights reserved. Used by permission. 

Steve Gibb On 
She Believes In Me 

It was a foggy night. I'd just gotten home from playing a gig, and I was hungry So 
I pulled out a beer, made a ham sandwich, 

and sat down with Gertrude, my guitar. By 
the way, I give all my instruments names; I've 
had Gertrude for 28 years now. Anyway, I was 
just sitting there, so I decided to write a song. 
What I wound up writing was She Believes 
In Me. I dunno, it just seemed like a nice idea 
for a song. I wrote it in about 20 minutes 
. . . plus 34 years. But songs are like that. 
Sometimes one just comes out straight 
through, and others you spend a whole damn 
day on. She Believes In Me, though, was just 
sort of a nice “heart” song—just one of those 
little of things I wrote from the top of my 
head, and the bottom of my soul. 
My good friend and partner, Buzz Casein, 

liked the song, and took it to Larry Butler, 
who's Kenny Roger's producer, and I guess 
he must have played it for Kenny. They put 
it on “The Gambler” LP, and we were very 
surprised— and grateful—when they told us 
the song would be the second single. 

Gospel Song Oí The Year 
I AM LOVED 

By William J. & Gloria Gaither 

1 Am Loved 
Words and music by 

William J. and Gloria Gaither 

(Chorus) 
I am loved, I am loved, 
I can risk loving you 
For the One who knows me best 

My scars go deeper; 
It was love for you 
That put them there." 
(Chorus) 

Loves me most. 
I am loved, you are loved, 
Won t you please take my hand; 
We are free to love other, 
We are loved! 
I said, "If you knew, 
You wouldn't want me; 
My scars are hidden by 
The face I wear." 
He said, "My child, 

Forgiven, I repeat it, 
I'm forgiven; 
Clean before my Lord 
1 really stand. 
Forgiven, I can dare 
Forgive my brother; 
Forgiven, I reach out 
To take your hand. 
(Chorus) 

© 1978, William J. Gaither, international copyright 
secured. All rights reserved. Used by permission. 

Bill Gaither On 
I Am Loved 

I think Gloria and I were motivated philo¬ 
sophically to write I Am Loved because 
of our dealings with people who seem so 

uptight, who have their fists doubled up and 
ready to swing out at anyone within striking 
distance. Psychologists tell us that people 
who are insecure are the hardest people to 
get along with because they don't like them¬ 
selves. In writing gospel music, which we’ve 
done all our lives, we talk about love and 
about God so loving the world. But we felt 
that that simple thought had not been inter¬ 
nalized very well by these people in particular. 
So we wanted to find some simple little way 
to digest that thought into a little pill that they 
could swallow: “I am loved/l am loved/l can 
risk loving you . . 
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A Psychologist’s Guide 

How To Mine 
The Music 

Of Your Dreams 
How would you like to take control of 

your dreams and write songs while 
you sleep? Many psychologists be¬ 

lieve that this is now possible. Here's one way 
a modern dream counselor could work with ’’ 
you to begin to harness the music of your 
dreams in a dream incubation ritual: 

Step 1 : Selecting A Theme 
First, you would be instructed to keep a 

written account, a dream journal, of all 
dreams remembered each morning. If you 
don't remember your dreams you would set 
your alarm clock to awaken yourself every 90 

By Chuck Loch ILLUSTRATION BY RICHARD MILHOlLaND 





minutes throughout the night. After several 
nights of discovering the five to six dreams 
each of us has every night, you would have 
no trouble remembering them in the morn¬ 
ing. A week or so later, you would examine 
your dream journal and pick out one or more 
dreams that suggest a theme you'd like to 
develop into a song. Researchers have found 
that useful creative dreams won t be pro¬ 
duced unless your subconscious is already 
working on the theme. Picking out a theme 
that has been suggested by existing dream 
content will increase your chances for having 
the dream you want. 

Step 2: Selecting Your 
Sacred Place To Dream 

The next step in the ritual is to select your 
own sacred place, a peaceful place where 
you think you would be comfortable, inspired 
and safe to create. This may or may not be 
any place you have ever seen or experienced. 
It may be a place you have only seen in your 
mind. Or, it may be in your own bed, in your 
special hideaway or in the home of a friend. 

Step 3: Selecting 
Your Dream Benefactor 

The third step of the ritual is to select a 
successful established songwriter, someone 
you admire and respect, to help you in your 
dream. This dream benefactor can be any¬ 
one dead or living that you would like to work 
with. 

Step 4: Preparation 
For one to three days before your creative 

dream takes place, you would be urged to 
think about your coming dream, its theme, 
your sacred place, your dream benefactor 
and the upcoming incubation ceremony to 
be performed in the next step. You may also 
be asked to draw pictures of your sacred 
place and benefactor, of yourself and your 
dream theme, and to imagine yourself in 
your place dreaming your dream of writing 
your song with your benefactor's help. You 
would be asked to see in your mind exactly 
how you and your benefactor would work 
together. In addition, your counselor would 
have to take part in a symbolic purification 
which may involve fasting, leisurely bathing, 
or the wearing of special clothing, etc. 

Step 5: 
The Incubation Ceremony 

This takes place either in your sacred 
place, or in a dream "tent" prepared with the 
pictures drawn of your sacred place and 
dream benefactor. For four to six hours you 
would discuss with your dream counselor the 
dreams you've already had that contained 
the theme of your song to be written. The 
two of you would also review what you want 
to accomplish, study your pictures and in 
general concentrate your full attention on 
your purpose. As a final step, you would be 
asked to imagine you are in your sacred 
place with your benefactor. Your counselor 
would help you relax, to let go and to trust 
in your inspiration. Then you would sleep and 
dream your dream. 

Step 6: Dream Testimony 
The next morning your counselor would 

listen to your dreams, discussing all in¬ 
stances reíated to the chosen theme of your 
song. Both of you would go over and record 
any remnants of your dream song that ap¬ 
peared. Your counselor would stress that 
more and more of your song would come 
to you over time in both dreams and in your 
waking life. You would then be asked to pre¬ 
pare a written summary of your entire ex¬ 
perience beginning with your first discussion 
with your counselor. 

This dream incubation ritual is very pow¬ 
erful. If you can find a dream counselor to 
work with you, several repetitions of the ritual 
with him or her should be sufficient for you 
to learn and repeat the process by yourself 
with a dream song as the result more often 
than not. 

Key Elements Of The Ritual 
This modern dream incubation ritual was 

developed by Henry Reed, a Princeton pro¬ 
fessor. Rituals like this were practiced in 
many cultures, by the ancient Greeks, Egyp¬ 
tians, far eastern Yogas and many American 
Indian tribes. The ritual that Dr. Reed has 
developed seems to mirror a natural inner 
creative process. In many respects it is similar 
to the creativity development process, de¬ 
scribed in the September, 1978, issue of 
Songwriter, that I developed and use in my 
workshops. In both processes, every element 
included is there for a reason. Each has a 
specific psychological effect. In Dr. Reed's 
ritual the two key elements which have 
proven effective in past incubation rituals are 
that the dreamer went to sleep in a sacred 
place, and expected a dream song from a 
revered, divine benefactor. 
Among certain American Indian tribes, all 

adolescent boys sought their own personal 
dream song via a similar ritual. A personal 
dream song was thought to capture the drea¬ 
mer's deepest sense of self and became the 
dreamer's personal theme throughout his 
life. Dream songs came to these dreamers 
in many types of sacred places: on mountain 
tops, in platforms built in trees and in caves. 
The songs themselves were created with the 
help of a variety of benefactors human and 
otherwise including wise old medicine men 
who sang to the sleeping dreamer. But, some 
dreamers heard the trees singing their song. 
Or crows, or rocks or deer or even the moun¬ 
tain tops. 

In studies of modern dream songs, the 
songs also have a highly emotional effect on 
the dreamers; and they tend to mirror the 
various moods of the dreamer, often crys-
talizing his or her most pressing inner conflict 
or needs which are often universal in nature. 
The dream ritual that generated these songs 
is just a vehicle for expressing these personal 
concerns from a fresh point of view. As chil¬ 
dren, we all had the ability to see things "new" 
from many different points of view. As we 
grew older, this ability was squeezed out of 
us. We learned to behave in the "proper” way 
and to think only in acceptable categories. 
Dreaming is one way to recapture this fresh 
point of view. 

Talented Dreamers 
In 1713, Giuseppe Tartini, Italian violinist 
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and composer, heard the original The Devil 
Went Down To Georgia in a dream. In Tar-
tini's version, the composer sold his soul to 
the Devil and handed over his fiddle to seal 
the bargain. In Tartinis words; 

"But how great was my astonishment 
when I heard him play with consum¬ 
mate skill a sonata of such exquisite 
beauty as surpassed the boldest flights 
of my imagination. I felt enraptured, 
transported, enchanted; my breath was 
taken away, and I awoke. Seizing my 
violin I tried to retain the sounds I had 
heard. But it was in vain. The piece I 
then composed, the Devil's Sonata 
(Trillo del Diavolo), was the best I ever 
wrote, but how far below the one I had 
heard in my dream." 
Lyricists take heart. Your ranks have heard 

their dreams also. A great number of William 
Blake's poems were written in dreams. Col¬ 
eridge's immortal "Kubla Khan" was likewise 
conceived in its entirety in a dream. The 
original was estimated to be between 200 
and 300 lines in length. Coleridge, however, 
was interrupted as he was writing down the 
54th line. He was never able to recall the rest 
when he returned to his task. Tartini also tried 
to immediately capture his dream. This im¬ 
mediate action is crucial. If you roll over 
thinking you'll remember and record your 
music in the morning you and the charts 
may well be the loser. 
An example of another way in which cre¬ 

ative material regularly came to a famous 
writer is through the brownies of Robert Louis 
Stevenson that came to him in dreams and 
told him the stories that he turned into best¬ 
selling books: "The Strange Case of Dr. Jekyll 
and Mr. Hyde,” “Treasure Island" and "A 
Child's Garden of Verses" which contained 
several songs. 

Practical Tips 
to Creative Dreaming 

Music and lyrics which appear to dreamers 
come in basically two ways. The dreamer 
observes the song in its totality in his or her 
dream. Or, the dream provides the mood or 
idea from which the song evolves in the wak¬ 
ing state. This second way is more easily 
within the grasp of most songwriters and has 
probably happened to you. Both ways pro¬ 
vide songs of equally high quality. 
Whichever way a song comes, recording 

it in some way is a must. A pad and pencil, 
a tape recorder, a guitar or other instrument 
at your bedside is very necessary so that 
when you awake with a song in your heart 
you can also get it down on paper or on tape. 

If you can’t find a dream counselor to lead 
you through the ritual, there are some things 
you can do to induce vivid dreams likely to 
contain a dream song. Fasting is an ages-
old act known to promote a state conducive 
to dreaming. If done in thin air such as at the 
top of a mountain, or in an area of negative 
air ions such as near a waterfall the effect is 
enhanced. Quiet daily activities of the mo¬ 
notonous kind, done alone in one place, also 
have the effect of increasing the likelihood 
of vivid dreaming, in much the same way as 
more total sensory deprivation or isolation 

(continued on page 58) 



SMALL STUDIO OWNER 
WITH BIG IDEAS 

I I 

If you’re a small studio owner, you may have a problem: 
your ideas are far beyond your present equipment. 

Maybe you’re an engineer, dreaming of an 
automated 24-track studio. Maybe you’re a producer, 
searching for “the next big thing.” Maybe you’re an 
artist, trying to land a record contract. What you need 
is something that will get you from where you are to 
where you’d like to be. 

Sound impossible? Not to us. At dbx. we’re 
committed to make professional recording technology 
available to anyone with the determination to make use 
of it. We make a line of rack-mountable signal-proc¬ 
essing devices designed and priced especially for the 
small studio. 

Our tape noise reduction systems, the 155 
(4-channel, switchable), the RM-155 (8-channel, 
switchable) and the 158 (8-channel, simultaneous), all 
offer the same 30 dB noise reduction and 10 dB head¬ 
room improvement as our state-of-the-art units and are 
fully compatible with them. They enable you to make 
master quality tapes, instead of demos, on your present 
equipment. 

Our 161 and 163 compressor/limiters feature 
true RMS signal detection , which closely resembles the 
response of the human ear, and feed forward gain 
reduction , which allow for infinite compression capabil¬ 
ity. The 163 employs “Over Easy” compression , the 
most natural-sounding you’ve ever heard, and its “one 
knob” operation is the simplest around. 

We can’t guarantee our products will make you 
a star. But if you’ve got the talent, they’ll take you as far 
as you want to go. dbx, Incorporated, 71 Chapel Street, 
Newton, MA 02195 617-964-3210. 

dbx 
UNLOCK 
YOUR EARS 

dbx 
158 



MIDEM 1980: 
‘Something Else Was Happening’ 

MIDEM (Marché International du Disque 
et de l'Edition Musicale) is the annual music 
biz powwow. Music publishers and record 
company executives from 50 countries at¬ 
tend the week of meetings, displays and pre¬ 
sentations, held in Cannes, on the French 
Riviera. Also on hand are independent pro¬ 
ducers, recording artists, equipment manu¬ 
facturers, studio owners, radio station 
managers . . . and songwriters— in other 
words, any music biz person who has a stake 
in knowing what is .. . and isn 't . .. selling. 
And, of course, what the Hext Big Thing is 
going to be. 

Los Angeles synthesizerist/composer/rec-
ording artist/producer Alex Cima was one of 
5.000 attendees this past January. We asked 

An Attendee’s View 
him to write about what he saw and heard. 
We won 't attempt to capsule here what he 
discovered, but here 's one hint: don 't go out 
of your way to write any more disco songs. 
Here 's his report: 

By Alex Cima 

I went to the “Malmaison,” the building 
where MIDEM registration and badges are 
located, two days before opening; now 

that I had obtained a badge, I could proceed 
inside the Palais des Festivals while the work¬ 
ers were still finishing carpentry and electrical 

wiring ... I was curious to see this year's 
booth layout. 
There was no MIDEM poster. Last year 

there was one with nice graphics and it be¬ 
came increasingly difficult to find one to take 
home. Inside, the harried workers were scur¬ 
rying around trying to finish before the mad¬ 
ness to follow two days later. I couldn't find 
the Polydor or Phonogram booths, both of 
which had prominent displays last year. I 
would later meet a lot of companies which 
had experienced staff reductions and several 
other draconian measures. What kind of 
market would 1980 turn out to be, given all 
the analyses and prognostications concern¬ 
ing recession, returns, lay-offs, firings, tight 
budgets, and smaller artist rosters? 
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On the way to a friend’s house I noticed 
that French radio was as schizophrenic as 
ever (at least to us) in its programming. I 
heard classical; lots of American, British, and 
French rock acts; lots of French ballads and 
older hits (guitar-playing troubadors who can 
write/sing French lyrics could do well in the 
present French market; television and the 
charts have a lot of voice/guitar ballads). 1 
could still hear the disco hits but I sensed 
something else was happening. The Euro¬ 
pean market gave birth and sustenance to 
progressive music and is more open and 
diversified than the U.S. (in the programming 
sense that is, as there are a thousandfold 
number of stations in the U.S.). At the 1979 
MIDEM, disco seemed never-ending and the 
percentage of companies actively looking for 
product was quite significant; at the 1980 
MIDEM, however, disco was not to be even 
considered by most companies, opening the 
field for reggae, new wave rock, and other 
styles. Most companies seemed to be feeling 
the recession and the effects of privacy and 
home taping. 
My main concern in awaiting the start of 

MIDEM was the licensing of my second syn¬ 
thesizer music album, "Final Alley." Last year 
I licensed my first one, "Cosmic Connection,” 
to Deutsche Grammophon (DGG) for re¬ 
lease in Germany and other European coun¬ 
tries through their Polydor label. I had already 
sent them a cassette of the latest LP in early 
December and was hoping to conclude an¬ 
other licensing deal. I approached my sec¬ 
ond MIDEM with very cautious optimism. 
On opening day I had an appointment 

with DGG's marketing director and 
we formulated an agreement to re¬ 

lease the second album in Germany, Austria, 
and Switzerland. Mind at ease . . . That first 
day I also met people from a video company 
which rented video projectors and cassette 
programs to discotheques and other high-
traffic environments capable of promoting 
product. If anything, the 1980s will be known 
as the decade of the video explosion. 

Independent TV stations broadcasting 
through satellites, cable . . . maybe even laser 
optics. Evidence of video growth was every¬ 
where. Hearly every booth had a videotape 
deck and monitor in addition to the stereo 
system provided to audition tapes and rec¬ 
ords. Nearly every top act performed on 
video at the booth representing it. 

European television is less censored (for 
example, all nudity is allowed), has less ad¬ 
vertising and provides far more imaginative 
programs than the drivel of our games and 
assorted misfortunes. Production values are 
high. An artist hoping to sign a deal better 
be aware of how his act would look on vi¬ 
deotape. Some acts showcased at the eve¬ 
ning galas played a videotape on three or 
four video screens placed on the stage. The 
productions usually consisted of dubbed an¬ 
tics to the radio hit, visually supported by the 
emerging technology capable of spinning 
images, colorizing, etc. 

I visited a friend at Bellaphon Records 
(Germany) and had an opportunity to dis¬ 
cuss music likes and dislikes with a repre¬ 
sentative from Arista (London). By now it was 

apparent that anyone trying to shop disco 
music would face serious trouble. The con¬ 
sensus of desired styles gravitated towards 
rock and roll and new wave. 
My visit with Virgin Records' Laurie Dunn 

was revealing. He played me some of the 
newest tracks from John Foxx' (ex-GItravox) 
solo single and album. The simplicity and 
originality of the sound texture was quite in¬ 
teresting. The vocal was half-recited, half 

“The consensus 
of desired styles 

gravitated 
towards rock and roll, 

and new wave.” 

sung. The sound was electronic, and perhaps 
could have been recorded in the right living 
room on a TEAC, later transferred or mixed 
wherever there was a great reverb. I was im¬ 
pressed by the music's direction. But per¬ 
haps I was biased by my own style, which is 
based on electronic music, synthesizers, and 
signal-processing to vocals and various other 
instruments. 

It helps to be aware of one s market. If you 
walk in and say “Here is my new album," be 
prepared to hear "Great, play us the single.” 
No doubt about it, most people here are 
music lovers but they pay their bills through 
record sales, and, somehow, you must con¬ 
vince them through your music that what you 
propose is a realistic and remunerative ven¬ 
ture for all. In other words, the song must 
have chart potential. 
Another day began by meeting a friend 

from last year and making the acquaintance 
of a new friend, a German producer who has 
an extensive budget for artist development. 
He told me how this year a record company 
which passed on a rock act for two consec¬ 
utive years had now signed the band. We talk 
a little about some production techniques, 
tape levels, eq, as I am interested in working 
with him in an engineering or production 
capacity, perhaps, on an act in the future. His 
strategy involves an investment of five years 
in an act. He assumes the first years are hard 
and most likely filled with initial losses, and 
he plans for artists who may become the 
fancy of record executives in, perhaps, three 
years' time. 

Another afternoon I met with representa¬ 
tives from EMI, Musidisc (France), Polydor 
(France), and CBS/Epic (Japan). The con¬ 
sensus from these camps is a desire for more 
rock and a certain restraint in obtaining new 
product, in light of the economic conditions. 
Last year was not particularly kind to record 
companies in France and England, and Ja¬ 
pan is a difficult market to break into without 
being already popular and tested in the Ü.S. 
I met the president of a large American label. 
His comment was: “I fired our A&R man in 
Los Angeles. If we are going to consolidate 
our roster, what do we need an A&R man 

MIDEM And The Songwriter: 

What You 
Need To Know 

The independent songwriter has the 
unique opportunity at MIDEM of per¬ 
sonally meeting executives of all the 

companies necessary for his success, avoid¬ 
ing the frustrating experience of walking up 
and down a Sunset Boulevard, only to meet 
golfers, hustlers, and flunkies. 

Before you get too excited, however, let's 
consider some expenses. First of all, attend¬ 
ance at MIDEM is controlled and costs any¬ 
where from about $200 for independent 
songwriters to around $800 for companies 
(please contact MIDEM for specifics); round¬ 
trip fare between Los Angeles/Nice (closest 
city to Cannes with international airport and 
a 30-minute drive by car) costs over $1,000 
(check with airlines for latest charges); a non¬ 
luxury hotel near the Palais des Festivals (site 
of MIDEM) and modest meals could easily 
run $100 per day; night life, a taxi, clothing, 
souvenirs, and drinks at the bar cost twice 
as much as in the G.S. Add to these the cost 
of business cards, reproducing reviews, cas¬ 
settes, etc., and you’ll see that this privilege 
is dear. 
The psychological costs could be sub¬ 

stantial as well. This meeting is not for the 
easily frustrated or for fragile egos who lack 
the determination to “crash through walls" 
with diplomacy, tact, and good taste, of 
course. The probabilities are good that you 
will return home without a deal but certainly 
better educated on the mechanics of the 
music industry and the people that give it life. 
Once you arrive, perhaps on opening day 

or the day before, you proceed to the reg¬ 
istration area (bring a couple of passport 
pictures with you), where you will be issued 
the necessary badge to enter the building, 
and the guide containing names, addresses, 
phone numbers, “who’s who” by country and 
company, and which floor of the Palais or 
hotel you may find a participant for an ap¬ 
pointment. If you have ever attended an Au¬ 
dio Engineering Society convention, or a 
County or Renaissance Fair, you’ll get a hint 
of the prevailing atmosphere. 

For most large companies (a Warner Bros, 
or EMI for example), MIDEM offers the op¬ 
portunity for an international-sized staff to 
meet and discuss problems and to have a 
good time, or to conclude deals initiated in 
the course of preceeding months . . . finding 
new deals there would prove the exception 
rather than the rule. 

Language is not a big problem as nearly 
all participants speak English, even at hotels 
and restaurants most people are able to 
communicate. 
Your day will be consumed by making and 

meeting appointments with different com¬ 
panies located at booths throughout the five 
floors of the Palais, or in their hotel suite. One 
could easily make from five to 15 appoint¬ 
ments per day. Each booth is fully equipped 
with stereo playback, cassette and reel-to-
reel decks, a turntable, and even a video deck 
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Three Great 
Bensons 

for?" And, almost in the same breath: “I’m 
always looking for a hit record.” 

By the middle of MIDEM I noticed a re¬ 
duction in promotional materials such as free 
posters, tee-shirts, albums and singles. It was 
also apparent that several companies chose 
not to have a booth this year. Still, there were 
newer companies trying to sell product, and 

“The independent 
songwriter has the 

unique opportunity of 
personally meeting 
executives of all the 
companies necessary 

for his success.” 

Subscribe Today! 
No matter if you’re an amateur songwriter or a seasoned pro, you too 

ought to receive Songwriter every month! 
Exploring the art and craft of songwriting . . . gaining valuable in¬ 

sights into the business behind songwriting . . . studying the complex¬ 
ities of music law . . . learning the attitudes of successful songwriters, 
producers, and publishers . . . keeping abreast of the publishing com¬ 
panies that will listen to your songs . . . Songwriter will give you the 

education you need to become a hit tunesmith. 
That’s reason enough to subscribe today! 

overall attendance was high—5,000— though 
down 10% from 1979. 

1 feel fortunate that 1 was able to secure a 
record marketing deal, knowing how unfa¬ 
vorable market conditions seemed to be. I 
met a lot of new people, cemented estab¬ 
lished friendships overseas, have new leads 
to cultivate, and may have the opportunity 
to engineer/produce some new acts. Lasting 
impressions were the lack of money com¬ 
pared to 1979, the penny-pinching and un¬ 
bridled restraint. However, musically it is an 
open market . . . good times for indepen¬ 
dents if they are lucky. The phenomenon of 
industry favoritism to a particular style is now 
in lull. People seemed to be asking, "What 
am I supposed to like now?." 
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MIDEM and the songwriter 
(continued from page 37) 

and monitor, obviating the need to carry a 
cassette player to these encounters. (Do 
bring a small portable one for those impor¬ 
tant chance meetings at bars, restaurants, 
halls, sidewalks, bathrooms.) You'll find that 
you will be welcomed at the booth and that 
the people will generally give an attentive and 
serious listening to your material, although 
this attitude begins to deteriorate towards the 
end of the week due to radical ear collapse. 
Each appointment is an opportunity to play 
your best and to discuss your background, 
successes, aspirations, and hopefully, terms. 
(Hopefully, before you attempt to initiate or 
negotiate a deal, you've been counseled by 
a good entertainment attorney.) 
You can look forward to excitement, pres¬ 

sure, frustration, and depression (usually in 
that order). If you are lucky and work hard, 
you can look forward to the delight and 
unique pleasure in seeing your creative ef¬ 
forts pay off. One would be hard pressed to 
imagine how else to make such good con¬ 
tacts in such a short time. And on an inter¬ 
national basis, no less! 
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CUITAR ★ BASS ★ KEYBOARD ★ WHATEVER INSTRUMENT YOU PLAY 

The 

ULTIMATE RHYTHM MACHINE! 
For Practicing, Songwriting, or Recording. 

now ... 4 Complete volumes 
Recorded at Sound City ... one of Hollywood's hot¬ 
test 24 track recording studios, where Fleetwood 
Mac, Foreigner, and many more 
have recorded. Played by one of 
the top session drummers on the 
west Coast ... David Crigger, 
whose credits include: Don Ellis, 
Burt Bacharach, Brian Auger, Freda 
Payne and many more. 
DRUMDROPS™ IS A TOTALLY 
UNIQUE NEW CONCEPT. 
Because there are no other 
instruments on the album 
except for appropriate per¬ 
cussion such as: elec¬ 
tronic drums, tambou¬ 
rine, cowbell, congas, 
shaker and timbales. There 
are no charts to follow. YOU 
CAN PLAY ANY SONG ON ANY 
INSTRUMENT IN ANY KEY. YOU 
are never locked into any set 
arrangement. Every 8 bars 
there is a drum pickup or fill 
for your verse, bridge, or 
chorus transitions. This basic ar¬ 
rangement allows you to be 
totally free for playing or writing 
your own compositions. 
There is a total of 42 styles of 
rhythms to choose from on our 
three volumes of albums. There are all forms of 

Rock and Roll, Disco, Country and Jazz. Some of the 
biggest names in the music industry use DrumDrops 

as a songwriting aid. And we have on record 
numerous publishing and even 

label deals that come 
about for our buyers 
with the use of our pro¬ 
fessional drum tracks. 
Each selection can be 
transferred and edited for 
any arrangement or length 
you desire. 

WHY DRUMDROPS™ IS THE UL¬ 
TIMATE RHYTHM MACHINE™ 
DrumDrops can be added to 
your electronic rhythm 
machine to give you the 
latest styles. For $9.95 Drum-
Drops™ gives you ... 
* real drums in stereo. 
* the count, a 4 bar intro 
and pickups and fills every 8 
bars. 
* dynamics that you can't 
get from synthesized 
drum sounds. 

* fully orchestrated percussion to 
compliment your arrangements. 

* 42 completely different contemporary styles 
that you hear on the top recording artist's albums. 

DRUMDROPS SELECTIONS 
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6. Country Swing 
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Side 2 
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4. 3/4 Country Rock 
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6. Latin Rock 
7. Rock Ballad 

Side 1 
1. introduction 
2. Samba Disco 
3. Pulse Disco 
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Side 2 
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Side 2 
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2. Afro Cuban Jazz 
3. Jazz Funk 
4. 1/2 Time Rock 
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Side 1 
1. intro 
2. Half-Time Ballad 
3. Latin Ballad 
4. Swing Ballad 
5. Medium Light Rock 
6. Slow Rock Ballad 

Side 2 
1. 3/4 Rock Ballad 
2. Funk Ballad 
3. Half-Time shuffle 
4. uptempo Light Rock 
5. Laid Back Blues 

CALL YOUR MUSIC STORE OR MAIL TODAY! 
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\/our lyric entries continue to stream in, 
and we continue to be impressed by their 
over-all quality As we pledged to you we 
each read every lyric submitted, as long 

as the submission requirements have been 
followed to a tee. Don't be discouraged if you 
find your first entry didn't make it into this 
column: remember, you can submit one lyric 
per month In fact, we invite you to! 

This month, we ll take a look at two gems-
m-the-rough, written by tunesmiths from two 
out-of-the-way towns. Whether you're from 
Pontotoc. Ml, or New York City, you have an 
equal chance of hitting the Lyric Workshop 
big-time. 

Mr. Joe Walker 
By Bob Warren 
Pontotoc, Ml 

(Chorus) 
My name is Mr. Joe Walker 
That's what the little boy said 
And if you're lookin' for daddy 
He's not home - mama said he was dead 
And I am the man in the family 
I look out for mama you see 
Just call me Mr. Joe Walker 
If you have business with me 

(Verse 1) 
Have you ever looked in the mirror 
And seen the reflection of time 
That little boy was my double 
Though some 20-odd years behind 
He stood there lookin' important 
A little boy 9-year-old man 
And I must've looked kinda puzzled 
Cause that's when he told me again 

(Repeat Chorus) 
(Verse 2) 

How could those years have gone by 
How could I do what I'd done 
How could I let all my roamin' 
Come before my wife and son 
But I know it's too late to change now 
And too late to start life anew 
So I just told him "I'm sorry .., 
I wasn't lookin' for you" 

(Repeat Chorus to:) 
Yes. he is the man in the family 
He's taken my place now you see 
So I'll call him Mr. Joe Walker 
Though he's got no business with me 

© 1977 by Bob Warren 

his song opens with the chorus; a wise 
choice in this instance. It sets the stage 
for the story. We loved it! Right away we 
felt a drama beginning to unfold, and we 

could hardly wait for the story to continue, to 
see what it had to say. Everything was de¬ 
scriptive and colorful. 
When we reached the word puzzled in 

the seventh line of the first verse we felt there 
might be a better word or words. "Puzzled'' 
isn't what that story said. Little Joe Walker 

By Annette Tucker 
& Arthur Hamilton 

was very precise in expressing himself. We 
thought a better phrase might be, "I must've 
had a faraway look That tells us that he was 
surprised and moved to remember by see¬ 
ing the boy and hearing what he had to say. 
The line after that works to lead us back into 
the chorus. 
The second verse tells us why he left his 

wife and son and what happened. We are 
reminded that in this kind of song, a story 
song, it is vital to keep the listener's interest in 
the story. The drama must keep unfolding. In 
the last half of this verse, the story needs a 
little more work. We want to know what made 
the father decide at that moment that it was 
too late to change. What did he see or feel 
while standing at that door that made him 
decide to leave? The writer has made us 
guess, but we need to know. There is an¬ 
other problem. The last line of verse two does 
not set up the chorus The father should say 
something like, "I'll never forget the words he 
said. " That is only one of many possibilities. 
Whatever the final choice, the line absolutely 
must set up the chorus. 
We would like to point out that the pay-off 

line is not in the chorus. In this song it's at the 
end of the second verse, referred to in the 
previous paragraph. When the change is 
considered, remember it is the climax of the 
song and should have a “killer" line. 
The construction formula of this song is 

chorus verse chorus, verse chorus. There is 
no bridge. If the right things are said in the 
second verse we think a bridge won't be 
missed . Both the verses and the chorus con¬ 
tain a lot of information. 

In looking at this lyric on paper we find the 
length of the verse lines is almost identical to 
the length of the chorus lines. Sometimes 
that can be a problem when trying to find a 
melody for them. Remember that the verse 
and chorus should have an entirely different 
feel from each other. In this particular song, if 
the lines are left at the same length, we would 
advise that their respective melodies be very 
different in rhythm. 

Somewhere In The Middle 
By Tommi Lites 
Yeadon, PA 

Climbing the stairway of my mind 
Recalling each step that I take 
Round every corner lies a memory 
Of something that I can't forsake 
Tho time it slips on by now 
There's something I feel has been left undone 
My life needs to be fulfilled now 
And my heart says that you are the one 

(Chorus) 

So let's pick it up Somewhere In The Middle 
That's where it was easy for you and for me 
Let's start again Somewhere In The Middle 
That's where all the love is 
And where we both should be 

(Verse Two) 
At first I thought it would be easy 
Building my world without you 
But. alas, what a fool I was for believin' that 
Can't you see what I'm going through? 
And you. you said you had to find out 
What life was all about 
And now it's me who's found out that 
It's your love I can't live without 

(Repeat Chorus) 
(Bridge) 

Can't we try again? 
Tell me why we ever let it end 
I'm still in love with you 
Tell me what I have to do 
I need you... 

(Repeat Chorus) 

( 1979 by tommi Lites 

W
e chose this lyric because we 
thought it was a good example of a 
lyric that had nice lines but didn't 
tell the story. 

Let's start with the first verse. It contains 
two great lines. It might have been more 
interesting to say, "Of feelings that I can’t 
forsake" instead of something. 
The second verse leads to the chorus as it 

is, but we feel it should say it better, have 
more pictures like the first verse, in order to 
hold our interest. 
The chorus would work only if the next two 

verses provided us with different informa¬ 
tion. In the chorus, the writer says he wants to 
restart their relationship in the middle ... be¬ 
cause that's when the relationship was easy 
for them. He also says that all the love is in the 
middle. OK. now we want to know what the 
relationship was like at the beginning and the 
end in order to find out why he wants to return 
to the middle. That is what we should be 
hearing in the third and fourth verses. 

But what the writer is saying in verses 3 
and 4 is essentially the same thing he said in 
verses 1 and 2. Since the title of the song is 
Somewhere In The Middle, that's what we 
want to hear about. 

Notice that the writer used his title twice in 
the chorus. It's always a good idea to use the 
title as often as you can. In this case, for the 
number of lines in the chorus, twice seemed 
enough. The last line of the chorus is the 
pay-off line. Its strength depends on what is 
said in the lines leading up to it, as we sug¬ 
gested. 
One more minor complaint. In the third 

verse, the writer uses the word alas That 
should be changed to “oh” or “hey” or “girl." 
In this song, that Elizabethanism sounds out 
of place 
The writer is a good line writer and the 
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BE KEPT ON MORTAL TAPE. 

Good music never dies. Unfortunately, a lot of cassette tapes do. 
At Maxell, we’ve designed our cassettes to be as enduring as 

your music. Unlike ordinary cassettes, they’re made with special 
anti-jamming ribs that help prevent tape from sticking, stretching 
and tearing. 
And Maxell cassettes come with something else you won’t find 

on most others. An unconditional lifetime 
warranty. 
So if you’d like to preserve your old 

favorites for the years to come, keep them in 
a safe place. On one of our cassettes. 

Moxell Corporation of America, 60 Oxford Dave, Moonachie, N J 07074 IT’S WORTH IT 



Add $1 each outside U.S.A. Simply fill out the coupon below. 

Allow 3 to 6 weeks for delivery within the U.S.A. 

Save and Protect 
Your Copies 

of Songwriter 
SONGWRITER is more than just another 
magazine — it's one you'll find yourself 
referring back to time and again. And 
what better way to save and protect 
your copies of Songwriter than with 
these library cases or binders. They're 
custom-designed to hold a year of 
Songwriter (12 copies). Rugged. Hand¬ 
some. A perfect way to combat clutter 
and conserve space. Color: maroon with 
gold Songwriter Magazine logo. 

Files: Each file holds 12 issues. 
Price per file $4.95; 
three for $14; six for $24. 

Binders: Each binder holds 12 issues. 
Issues open flat. $6.50 each; 
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To: Jesse Jones Box Corp., P.O. Box 5120, Philadelphia, PA 19141 
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Name (Rease Print) 

Address 

central idea is fresh. The bridge of the song 
is emotional and works well as a lead-in to 
the chorus. The formula is verse/verse/ 
chorus/verse/verse/chorus/bridge/chorus. 

Want To Have 
Your Lyric Analyzed? 

Annette Tucker and Arthur Hamilton will 
give your lyric every consideration for pub¬ 
lication in this column, provided you follow 
these guidelines: 
1. Your lyric must be typed and double¬ 
spaced. A copyright notice must appear at 
the end of the lyric (only copyrighted songs 
are eligible.). 
2. On a separate piece of paper, type the 
following: "I grant permission to Songwriter 
Magazine to reprint the lyric to my song , (title 
of song), in its 'Lyric Workshop' column, for 
the purpose of analysis.” Sign your name 
and the date. Also, please type your address 
and phone number on this sheet. 
3. Address your lyric to: Lyric Workshop, 
Songwriter Magazine, P.O. Box 3510, Holly¬ 
wood, CA 90028. 

Please, only one lyric per envelope, and 
only one submission per month! Also, do not 
enclose a stamped, self-addressed en¬ 
velope, as no lyrics can be returned or ac¬ 
knowledged. 
Readers whose lyrics are chosen for 

analysis in “Lyric Workshop" will be notified 
by phone. A Songwriter tee shirt will be 
awarded to the writer of every lyric that is 
published. 
Good luck! 

City State Zip 

Get a Songwriter T-Shirt! 
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Red-Orange 
Songwriter 
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50/50 
Polyester 
Cotton, 

Non-Shrink 

Only $^95 
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Anatomy (continued from page 28) 
sical changes would distract from the story. 

Vividness in lyrics has never been dem¬ 
onstrated more effectively than in these lines: 
He drank down my last swallow, then he 
bummed a cigarette, and The night got 
deathly quiet. 
The overall message of The Gambler is: 

Ev’ry gambler knows that the secret to 
survivin' is knowin’ what to throw away 
and knowin’ what to keep. Cause ev’ry 
hand’s a winner and ev’ry hand’s a loser. 
This applies to every life. We all have deci¬ 
sions, and how we handle those decisions 
may spell the difference between triumph 
and failure, joy and sorrow, in either personal 
or professional relationships. The punchline, 
An ace that I could keep is uplifting; it has 
a suggestion of hope. It makes the listener 
feel that if he pays attention and acts on sit¬ 
uations wisely, he can control his life and 
make it happy and worthwhile. 

The Gambler is a work of consummate 
professionalism. It certainly ranks as one of 
the great songs of the 70s, perhaps of all 
time. It deserves careful analysis for its tech¬ 
nical superiority. 

It bares the souls of its characters without 
criticism or judgment; it simply holds their 
humanity to the light. Most of all, it is inspir¬ 
ing—the melody is lilting and positive— and 
any song that offers inspiration to its listeners 
is bound to become precious and meaning¬ 
ful to them. 

Beautiful, Trim, French-Cut 
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We want to hear your songs! 
Some people use their ears for listening. 
Our judges make a living with theirs. 
THE AMERICAN SONG FESTIVAL® GUARANTEES that each of your entered songs will be 
heard by AT LEAST THREE music industry pros. Recording artists, music executives, record 
producers, music publishers. . they make their living by being able to pick tomorrow’s hit songs. 
Our judges and Final Judges are always looking for fresh material and that’s why they WANT to 
hear your songs! 

BUILDING A TRACK RECORD 
We’re proud of the fact that the American Song Festival has awarded over HALF A MILLION 
DOLLARS to deserving songwriters and lyricists. BUT EVEN MORE IMPORTANT is the fact that 
many winners have used their win to get into previously closed doors. Our “track record” is 
increasing each year and, to date, winning or “discovered” songs from the ASF are on FOUR 
PLATINUM and TWO GOLD LPs, as well as on albums by many of today’s top artists. The first 
four years in a row, Grand Prize winning songwriter/singers have recorded their winning composi¬ 
tions for such labels as ASYLUM, WARNER BROS., A&M, MERCURY and PORTRAIT THE 
AMERICAN SONG FESTIVAL COULD BE THE BREAK YOU'VE BEEN LOOKING FOR! 

The 1980 Category Choices 
Any number of songs may be entered. Each song can compete 
and WIN in as many categories as your division permits: 
AMATEUR DIVISION 
1. Top 40 (Rock/Soul) 
2. Easy Listening 
3. Country 
4. Folk 
5. Gospel/Inspirational 
6. THE ASF 7 OPEN’ 

PROFESSIONAL DIVISION 
1. Top 40 (Rock/Soul) 
2. Easy Listening 
3. Country 
4. THE ASF 7 OPEN* 

’THE ASF 7 OPEN — This category is for all types of music! For 
example: Your Christmas ballad or Jazz instrumental may fit in 
Easy Listening; or you have a novelty song that is Folk; or a punk 
rock tune that would work in Top 40. Well, the ASF 7 OPEN was 
designed to give your specialized song an extra opportunity to 
win. In this category, each song is judged on its own merits — not 
compared to others of the same genre. (Remember, this is an 
additional category only, so be sure to choose a first category as 
well.) 

THE VOCAL PERFORMANCE COMPETITION 

This is a special competition that recognizes the vocal talents of 
our entrants. It is open to amateur performers only. It is a separate 
competition from songwriting, with its own Grand Prize. 

If you plan to sing on your entry, or if a friend does, check the 
requirements of Rules & Regulations *9. The VOCAL PER¬ 
FORMANCE COMPETITION may be for you. 

NOTE: You can also enter the same tape into the songwriting 
competition. 

Over 1,350 Prizes 
The 1980 American Song Festival will be awarding the following 
prizes: 

* 2 GRAND PRIZE WINNERS (1 Amateur and 1 Professional 
Category Winner) will each receive an additional prize for a 
total cash award of $10,000.00. 

* 10 CATEGORY WINNERS (6 Amateur and 4 Professional) 
will each receive $2,000.00. 

★ 30 SEMI-FINALISTS (3 from each category) will each receive 
$200.00. 

★ 350 QUARTER-FINALISTS (250 Amateur and 100 Profession¬ 
al) will each receive $50.00. 

★ 1,000 AMATEUR HONORABLE MENTIONS will each receive a 
beautiful scroll in recognition of their creative achievement. 

* The winner of the VOCAL PERFORMANCE COMPETITION will 
receive a GRAND PRIZE of $2,000.00. 

Special Features 
★ YOU RETAIN ALL RIGHTS TO YOUR SONGS 
★ AMATEURS NEVER COMPETE AGAINST PROFESSIONALS 
★ YOU DO NOT HAVE TO COPYRIGHT YOUR SONGS 

★ ADDITIONAL CATEGORIES AND JUDGES’ DECISION 
OPTION 

You can win in more than one category with the same song! 
Today’s charts show that many songs are “cross-overs” ... on the 
Top 40, Easy Listening and Country charts at the same time, for 
example. 
You can choose your own additional categories or else pick the 
Judges’ Decision Option, which allows the judges to place your 
song into an additional category for you. This has proven to be a 
very helpful feature for entrants in past competitions. In fact, 
many entrants won in categories picked for them through the 
Judges’ Decision Option. 

What You Get For Entering 
THE 1980 MUSIC BUSINESS DIRECTORY 
Up-to-date listings of the top 101 record companies; 250 music 
publishers; 200 recording studios; and a listing of 100 record pro¬ 
ducers. (Regular $4.00 value). 

THE SONGWRITER’S HANDBOOK 
This practical guide for career direction, written by PAUL 
BARATTA, provides a valuable insight into all areas surrounding 
a songwriter’s career. You will learn how to select a publisher; 
discover the inner workings of performing rights organizations; be 
provided with a glossary of music business terms; be shown how a 
writer earns income; read an in-depth discussion of the whys and 
wherefores of copyright; and much more. 

THE FINAL LIST OF 1980 WINNERS 
You will get the results of this year’s competition — including a list 
of all the judges and Final Judges, Grand Prize winners, Category 
Winners, Semi-Finalists and Quarter-Finalists. 

NOTE: Each entrant will receive one each of the above 
regardless of the number of songs entered. 



Entry Procedures 
(Please use as check list when prepanng your entry) 

□ Recoid your song on your own cassette, making sure that the judges will be able to 
hear it clearly If your song has already been recorded on disk or reel-to-reel tape, 
we will duplicate it onto cassette for $1 .00 per song. 
No leadsheets can be accepted 

□ Record only one song per cassette. Start recording at the beginning ot the tape 
Rewind the tape before mailing. 

□ On the side of the cassette on which you have recorded, print the song title only. 

Complete the attached entry form or reasonable facsimile, paying particular attention to the follouiing 
points: 

□ DIVISION CHOICE — choose ONLY a category or categories from your division 
(Amateur or Professional). For definition, see Rules & Regulations *8. 

□ CATEGORY CHOICES — You MUST designate at least one category in which 
your song will compete. The fee for entering one song in one category is $14.85. 
To enter your song into additional categories and Judges' Decision Option (JDO) 
indicate so by checking the appropriate boxes on your entry form. No additional 
cassettes are required — we will duplicate for you. The fee for each additional 
category or JDO is $8.25 each 
(Note: Both the ASF7 Open and the Judges’ Decision Option may only be selected 
as additional categories.) 

□ THE VOCAL PERFORMANCE COMPETITION - This special competition is 
open only to amateur singers (see Rules & Regulations *9) . This divisional status is 
separate from the songwriting competition s rule (*8) . so be sure to read both. 
The fee for entering this competition alone is $14.85. If you wish the Vocal 
Performance Competition to be an additional category, the fee is only $8.25; we 
will duplicate the tape for you. 

□ Make sure that you have entered all information required on the entry form and that 
you have signed and dated it in the spaces provided. 

□ If entering more than one song, you will need separate cassettes for each, as well as 
separate entry forms or reasonable facsimiles. 

With the above completed, you are now ready to mail in your entries 

□ Wrap your entry form around its cassette. Enclose a check or money order (made 
payable to The American Song Festival) or list the proper information on the entry 
form when using your Visa or Master Charge. Use rubber bands or string wrapped 
in both directions. 

□ Be sure to print your ..ame and address clearly on the outside of your entry 
package This is to ensure that an acknowledgement of receipt of your package will 
reach you; the address will be copied from your outside package, so readability is 
important 

□ Your entry package must be postmarked NO LATER THAN JUNE 4, 1980 and 
mailed to: THE AMERICAN SONG FESTIVAL. P.O Box 57. Hollywood. CA 
90028 

1980 Rules & Regulations 
1 The competition is open to any person except 1980 judges, employees or agents 

of The American Song Festival (ASF) , or their relatives. 
2. The entrant warrants to ASF that the entry is not an infringement of the copyright 

or other rights of any third party and that the entrant has the right to submit the 
entry to ASF in accordance with its Rules & Regulations 

3. No musical composition or lyric may be entered that has been released or 
disseminated for commercial sale in any medium in the United States prior to 
September 1. 1980 or the public announcement of the "Category Winners." 
whichever occurs first. All winners will be notified and all prizes awarded no later 
than January 31 . 1981 . Prizes will be paid to the songwriter named in item * 1 on 
the official entry form. 

4. The entrant shall (or shall cause the copyright proprietor of the entry if different 
from the entrant to) permit ASF to perform the entry in and as part of any ASF 
award ceremony; to record the entry either as it is originally recorded or as a 
newly recorded version, for non sale promotional purposes and to use the 
resulting recording for such promotional purposes as ASF shall deem fit. 

5. ASF assumes no responsibility for loss or damage to any entry prior to its receipt 
by ASF. 

6. All decisions of the judges shall be final and binding upon ASF and all entrants. 
7. All entry packages must be postmarked NO LATER THAN JUNE 4. 1980 ASF 

reserves the right to extend this date in the event of interruption of postal serv¬ 
ices, national emergencies or Acts of God. 

8 FOR THE PURPOSE OF SONGWRITING DIVISION SELECTION. A 
PROFESSIONAL IS ANYONE WHO IS OR HAS BEEN (AS OF JUNE 4 
1980) A MEMBER OF A PERFORMING RIGHTS ORGANIZATION. SUCH 
AS ASCAP. BMI. SESAC OR THEIR FOREIGN COUNTERPARTS ALL 
OTHERS (INCLUDING ASSOCIATE MEMBERS OF A PERFORMING 
RIGHTS ORGANIZATION) ARE AMATEURS 

9 FOR THE PURPOSE OF ELIGIBILITY IN THE VOCAL PERFORM¬ 
ANCE COMPETITION. A PROFESSIONAL SINGER IS ANYONE WHO 
HAS HAD HIS/HER VOICE RECORDED AND SAID RECORDING HAS 
BEEN RELEASED OR DISSEMINATED FOR COMMERCIAL SALE IN ANY 
MEDIUM (AS OF JUNE 4. 1980) ALL OTHERS MAY ENTER AND 
COMPETE 

10. Each entrant acknowledges that in the event he or she is the winner of a prize in 
this competition, ASF will have the right to publicize and print his or her name 
and likeness and the fact that he or she won a prize in the competition and all 
matters incidental thereto. 

11. Entrant agrees to be bound by ASF's Entry Procedures and Rules & Regulations 
established in this entry form. 

12. No entered material will be returned 

©1980 American Song Festival. Inc. 

Official Entry Form 
ENTRY PACKAGES must be postmarked no later than JUNE 4th. 

1. SONGWRITER: 
(Print Name) 

□ 
□ 
□ 
□ 

AMATEUR DIVISION 
Top 40 (Rock/Soul) □ Folk 
Country □ Gospel/Inspirational 
Easy Listening □ Vocal Performance 
Judges’ Decision Option □ The ASF 7 Open 

2. ADDRESS: 

CITY: STATE: ZIP: 

□ 
□ 

PROFESSIONAL DIVISION 
Top40(Rock/Soul) □ Easy Listening □ Country 
Judges’ Decision Option □ The ASF 7 Open 

COUNTRY:. 5. 

3. 

4. 

PHONE: Home( ) 
Area Code 

TITLE OF SONG: 

Office! ). 
Area Code 

ENTRY FEE: 
FIRST CATEGORY. 
ADDITIONAL CATEGORIES AND/OR JUDGES' 
DECISION OPTION 
DUPING COST 

$8.25 X 

(If entry not on cassette) $1.00.. 

TOTAL FEE. 

$14.85 

DIVISION SELECTION 
SEE RULES & REGULATIONS *8 AND *9 TO DETERMINE YOUR 
DIVISIONAL STATUS. BE SURE TO READ BOTH. SINCE THERE 
ARE DIFFERENT CRITERIA FOR THE SONGWRITING AND 
VOCAL PERFORMANCE COMPETITIONS 

□ Full payment enclosed (only check or money order, please) 

Charge to my l] Visa or Q Master Charge 

Card No Expiration Date 

CATEGORY SELECTION 
YOU MUST SELECT ONE CATEGORY BY CHECKING THE 
APPROPRIATE BOX ($14.85 ENTRY FEE) 

6. 

7. 

COLLABORATORS' NAMES (if applicable) : 

ADDITIONAL CATEGORIES AND J.D.O. 
YOU MAY HAVE YOUR ENTRY COMPETE IN ADDITIONAL 
CATEGORIES BY CHECKING THE APPROPRIATE BOXES ($8.25 
ENTRY FEE FOR EACH). 
THE ASF 7 OPEN IS AN ADDITIONAL CATEGORY ONLY ($8.25 
ENTRY FEE) IF YOU WOULD LIKE OUR JUDGES TO CHOOSE 
AN ADDITIONAL CATEGORY FOR YOU. CHECK THE JUDGES' 
DECISION OPTION BOX ($8.25 ENTRY FEE). ADDITIONAL 
CATEGORY ONLY 

1 hereby certify that 1 have read and agree to be bound by the Entry 
Procedures and Rules & Regulations of the American Song Festival 
which are incorporated herein by reference and that the information 
contained in the entry form is true and accurate. 

SIGNED: DATE 

SEPARATE ENTRY FORM NEEDED FOR EACH SONG 

Send entry to: THE AMERICAN SONG FESTIVAL RD 
P.O. Box 57 

Hollywood. CA 90028 

The 1980 American Song Festival 
© 1980 American Song Festival, Inc. 



Accompaniment Strums For Pop Ballads 
his month we will begin a series of col¬ 
umns on developing rhythm guitar play¬ 
ing for song accompaniment. Focus will 
be on the picking/strumming hand. This 

month we will specifically look at rhythm 
strums that work particularly well as accom¬ 
paniment patterns for pop ballad-type 
songs. 

Guidelines 
For Rhythm Playing 

Keep in mind the following guidelines 
when writing an accompaniment to your 
songs: 
— The strum should suit the song. Al¬ 

though any strum in 4/4 time can, technically, 
be used as an accompaniment for any song 
in 4/4 time, the song's style must be, music¬ 
ally, the criteria for employing a certain strum 
in a given context. For example, most listen¬ 
ers would consider a funk-disco strum to 
Your Cheating Heart as inappropriate as 
submitting the same song with any strum to 
Devo. 
— The right or pick/strumming hand is the 

initiator of the sound from your guitar. Al¬ 
though the fretting hand is responsible for 
varying the pitches and much of the sustain 
from your instrument, the attack of the 
strumming hand generates the energy and 
percussiveness of your sound. Treat your 
strumming hand like a drummer and strive 
for accurate time-keeping. 
— Practice a given strum until you can feel 

the move without conscious thinking. A sim¬ 
ple test of your feel vs. thought for a strum is 
to see if you can play the strum immediately 
upon arising after a night’s sleep. At this time 
your ability to think through a strum will be 
reduced enough to test your true fee/ for the 
move. Only when you have practiced a 
strum to the nonverbal level of habit will you 

By Rob Sanford 
be able to pass this feel test successfully. 
— Know what you are going to play before 

you play it. Leave your guitar in its case and 
tap out these rhythms on a table top, coffee 
tins, bongos, etc. You can even rehearse 
these strums in odd moments such as, while 
driving your car by tapping a finger on the 

Remember your focus now is on the right 
or strumming hand, so play something your 
left hand knows how to do without thinking. 
Do not split your attention when learning a 
new move. Refer to the Fig. 1 box for an 
explanation of the symbols used in the nota¬ 
tion of the strums. 

Strums Explained 
Ex. 1 shows a very basic eighth note strum 

with the accents on the downbeats of 1 and 
3. First, play the accents alone to help you 
establish a feel for the punctuation. After you 
have learned where the accents fall, add the 
remaining motions of the strum. 

Notice that this strum uses all alternate 
picking. Think of playing the nonaccented 

steering wheel in the tempo of the song on 
the radio. Once you have a feel for the 
rhythm, then bring the strum to the instru¬ 
ment. Otherwise, the guitar may actually in¬ 
hibit your acquisition of the strums. 

Levels Of Harmonic Rhythm 
The harmonic rhythm of a song refers to 

the number of chords per bar. Level 1 (see 
graphics) shows a four-bar phrase in 4/4 
time with a harmonic rhythm of one chord per 
bar. Another way of expressing the same 
idea is to say that each chord received four 
beats. 

Level 2 shows the same chord sequence, 
but this time the harmonic rhythm is more 
active with two chords per bar. Now each 
chord receives only two beats. Play each 
one of the following strum examples first at 
Level 1 and then at Level 2 using the given 
chord progression or others of your choice 
for practice. 

strokes softer than the accented strokes 
rather than playing the accented strokes 
louder than the unaccented strokes. If you 
need to count the strum, count "one - and -
two - and - three - and - four - and.” Be sure to 
discard this verbal counting crutch as soon 
as possible. 
When you verbalize, you activate the left, 

analytical, thinking hemisphere of your brain 
which will inhibit the right, intuitive, feeling 
hemisphere of your brain. So you must elim¬ 
inate as soon as possible the counting/think-
ing act in order to develop the strum to the 
desired level of habit/feeling. This transition 
will come of itself with practice as you let go 
of all verbalizing. 

Ex. 2 differs from Ex. 1 only in accent. First, 
achieve the feeling of accent on downbeats 
2 and 4 and then fill in the other strokes as 
before. The counting crutch is “one - and -
two - and - three - and - four - and." 

Ex. 3, similar to Ex. 1, displays an anticipa¬ 
tion of the downbeat of 3 by shifting the ac¬ 
cent a half-beat earlier and sustaining the 
chord (via a tie in the notation) over the first 
half of beat 3. Again, first establish the feel for 
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The CF Martin Company 
Introduces The 

MARTIN D25K 
Koa wood—Not a mystery to the guitar makers at Martin. 
For years we've known koa as the finest Hawaiian natural 
hardwood. As a matter of fact, we introduced various smaller 
body koa instruments as early as 1917. 
In our D-25K we combine the distinctive patterns and lasting 
durability of koa with our original dreadnought design. The 
result is a guitar with deep rich appearances producing 
splendid crisp sounds. 
For nearly a century and a half, we have never compromised 
our philosophy of quality and craftsmanship. 
We at The CF Martin Organisation are very pleased 
to introduce the D-25K. 

CF MARTIN & COMPANY NAZARETH, PA. 18064 

See the D-25K (spruce top) 
or the 
D-25K2 (koa wood top) 
at your local authorized 
Martin dealer. 

MARTIN & SIGMA GUITARS ARE THE OFFICIAL GUITARS OF OPRYLAND U.S.A. 
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* SONGWRITER DEMOS * 
* YOUR SONGS arranged and produced by 

experienced, award-winning professionals 

Producer: TOM HOLBROOK 
* Arranger: JOHN FELTEN * 
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Male Vocal * 

Lead Sheets $20 * 
Personal detailed evaluation and ¥ 
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Sample Tape of Our Work $5 
R-R or Cassette ¥ 
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the accents. Note that the anticipated accent 
is strummed down to add emphasis to the 
stroke. Downstrokes (possibly due to gravi¬ 
ty) are always stronger than upstrokes. 
Some players who adhere to the strict al¬ 

ternation concept would use an upstroke on 
every upbeat whether or not the upbeat oc¬ 
curred as an accented anticipation. I rec¬ 
ommend that you strive to play all accented 
anticipations with a downstroke whenever 
tempo possibly allows. This main use of the 
downstroke will add a force and confidence 
to your strumming that strict alternation can¬ 
not always provide. The decision, of course, 
is left up to each individual player and is. in 
part, a function of the given rhythm and 
tempo considerations. 
When you play Ex. 3 at Level 2 (harmonic 

rhythm of two chords per bar, two beats per 
chord), you should anticipate the chord 
change just as you have anticipated the ac¬ 
cent. That is, the chord that would normally 
occur on the downbeat of 3 is now antici¬ 
pated to occur a half-beat earlier on the ac¬ 
cented upbeat of 2. In other words, the accent 
and the chord change are synchronized. 
The counting crutch is "one - and - two -

and - (three) - and - four - and." You do not 
need to say the word(s) in parentheses. Be 
sure that you do not strum the downbeat of 3 
as indicated in the example by the omission 
of a strum symbol above the note, by the use 
of the tie in the notation, and by the paren¬ 
theses in the counting crutch. 

In Ex. 4, note the downstroke and accent 
on the upbeat of 3. Following this accent, you 
see an eighth rest on the downbeat of 4. Be 
sure to stop the strings from vibrating for the 
duration of this rest in order to create the 
proper punctuation of the strum. You can 
deaden the vibration by slightly releasing the 
fretting fingers and/or by damping the 
strings with the palm of the right or strum¬ 
ming hand. The counting crutch is “one - two 
- and - three - and - (four) - and." 

Ex. 5 is yet a little trickier strum with an 
accented downstroke on both the upbeat of 
one and the upbeat of 2. Be sure to accom¬ 
modate the eighth-rest moment of silence by 
muting. Notice that the first three strokes are 
all down. 
When playing at Level 2, anticipate (syn¬ 

chronize) the chord change with the accent¬ 
ed anticipation of beat 3. The feel of this 
anticipation including the tie is the same as 
Ex. 3 The counting crutch is "one - and -
(two) - and.- (three) - and - four - and.” 

Ex. 6 introduces sixteenth notes, a simple 
subdivision of eighth notes. The strumming 
alternates down-up with accents on the 
downbeats of 2 and 4. Comparing Ex. 6 with 
Ex. 2 you will observe that the accents in 
each strum occur identically and that Ex. 6 is 
simply a more active strum with 4 even 
strokes per beat as opposed to the 2 even 
strokes per beat in Ex. 2. The counting crutch 
is "one - ee - and - ah - two - ee - and - ah -
three - ee- and - ah -four - ee - and - ah." Do 
not let any nonmusician who questions your 
sanity catch you verbalizing this counting 
crutch out loud. 

Ex. 7, by combining eighth notes and six¬ 
teenth notes in one strum, may appear on 

paper to be a new and tricky move. In aural 
reality, however, the strum is very similar to 
that in Ex. 1 where the upbeat of 1 is an eighth 
note. In Ex. 7 this same upbeat has been 
subdivided into two 16th notes. To help you 
feel and hear the differences and similarities 
of these two strums, practice alternating be¬ 
tween a few measures of Ex. 1 and Ex. 7 
without stopping. The counting crutch for Ex. 
7 is "one - (ee) - and - ah - two - and - three -
and - four - and." 

Ex. 8 is similar to Ex. 7 with the addition of 
an accented downstroke anticipation of beat 
3 as found in Ex. 3. Be sure to anticipate the 
chord with the accent when playing at Level 
2. The counting crutch is "one - (ee) - and -
ah - two - and - (three) - and - four - and.” 

Ex. 9 shows another variation of Ex. 7 by 
changing the accented downbeat of 1 into a 
muted stroke. Muting often adds even more 
emphasis to an already-accented stroke. 
Here the strumming hand actually attacks 
the strings per usual while the fretting hand 
lifts lightly off the fretboard (but not the 
strings) to create the muting effect. The 
counting crutch is the same as that for Ex. 7 
Try executing Ex. 8 with a similar muting of 
the downbeat of 1. 

Ex. 10 also includes the muting technique 
on the accented downstrokes of beats 2 and 
4. The counting crutch is "one - two - and 
-three - and - four - and." Experiment with 
playing through all the strums and muting all 
the downstroked accents. The aural effect of 
the muting should be a percussive punch of 
indefinite pitch. The strum motion itself, how¬ 
ever, should be very definite and articulated 
accurately. 

Unity And Variety 
In Accompaniment 

Ex . 11 is a chord chart for a pop ballad-style 
song. Experiment applying all the different 
strums to this song and your own tunes. 
Notice that the overall harmonic rhythm of 
the verse is basically at Level 1 while the 
harmonic rhythm of the chorus is at Level 2 
Because the harmonic rhythm changes from 
verse to chorus, you can use one strum ef¬ 
fectively for the entire tune. The strum thus 
provides the unity while the harmonic rhythm 
provides the variety of the accompaniment 
When the harmonic rhythm does not 

change from verse to chorus, then the strum 
should change for the sake of variety and 
interest. Generally, the strum of the verse will 
be less active than that of the chorus, but the 
opposite also occurs. The psychology of 
hooks states that if you increase activity or 
stimulation somewhere in the hook you also 
increase excitement and thus attract more of 
your listener's attention to the message of the 
song. An appropriate accompaniment can 
effectively underscore the attraction of your 
hook. 

Next month, put on your dancing shoes, 
because we will be diving into some distinct 
disco rhythms. In the meantime, you have 10 
strums and 30 days to help build up those 
rhythm chops for the disco strums. Till then, 
keep in mind this timely answer of the famous 
orchestral cymbal player who, when asked if 
he had to know a lotto play cymbals, replied: 
"No. Just when." 
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When you 
need a clean 
delay of up to 330 ms. 
the DOD 680 Analog Delay 
is for you. No tapes or mechan¬ 
ical problems, ever! Only 100% solid 
state reliability, utilizing CCD technology. The 
DOD 680 is ideal for instrument, mono PA or stereo PA by 
using the dual mix controls and output jacks. And more 
good news, the DOD 680 Analog Delay is only $189.95 list! 

DOD ELECTRONICS CORPORATION, SALT LAKE CITY, UTAH, 84115 



A Guide To Diatonic Keyboard Harmony 

n the past three issues we have explained 
how to play a basic bass-chord or "boom-
chick” piano accompaniment pattern use¬ 
ful in a variety of pop styles. Now that we 

have a means of applying chord progres¬ 
sions into a working pop context, let's look at 
chord progressions themselves. Most 
songwriters find the harmony to their songs 
by trial and error, using intuition to arrange 
chords to fit their melodies. Depending on 
the talent and skill of the untrained song¬ 
writer, sometimes this works and sometimes 
it doesn’t. However, certain theoretical 
knowledge of the ways chords are related to 
melodies, scales, and to other chords can 
take the guesswork out of your song har¬ 
monizations. In the next few columns we will 
discuss the craft of harmonic construction, 
and apply this knowledge to the pop key¬ 
board. 

Let’s begin with one of the simplest forms 
of harmonic organization, diatonic harmony. 
This is the set of chords that is formed direct¬ 
ly out of a 7-tone major scale, using only the 
tones of that scale. For instance, let’s look at 
a C-major scale: Example #1-

Diatonic harmony is formed by building 
triads (three note chords) on each step of the 
scale. A good way to see this is simply by 
building chords counting up every other 
scale step as in Example #2. 

This results in three different types of 
chords: 

a) major triads (4 3 half-steps e.g. 
C C# D D# E F F# G) 

b) minor triads (3 4 half-steps e.g. 
E F F# G G# A A# B) 

c) diminished triads(3 3 half-steps e.g. 
B C C# D D# E F) 

We notate the triads in Roman numerals as 
follows: 

a) major — large case (I) 
b) minor — small case (iii) 
c) Diminished — small case with a circle 

above and to the right (vii) 
Example #3 is the official notation for C-

major diatonic harmony. 
Of these seven diatonic chords, only six of 

them are useful in pop music. We can dis¬ 
pense with the vii chord for now because of 
its relative weakness and instability. Instead 
let’s divide the remaining six chords into two 
groups — the major diatonic triads I, IV, and 
V; and the minor triads ii, iii, and vi. 

Example #4 
The most standard three chord harmoni¬ 

zation is achieved by utilizing the basic 
major diatonic triads of I, IV, and V. Songs 
like I Walk The Line, Louie, Louie and Mar-
garitaville can be played using only these 
three chords. 

I’d like to compare these chords to the 
primary colors of the artist’s pallette; we will 
call them primary triads. They are all major 
and bright or "up” sounding. 

By David "Cat” Cohen 
Contrasting these primary triads are the 

minor diatonic (secondary) triads of ii, iii, and 
vi. Each of them has a distinctive sound that 
is much darker than the I, IV, or V. It is impor¬ 
tant that we learn to recognize each one 

independently, as these chords add both 
color and dimension to our primary harmoni¬ 
zation. The ii chord is slightly darker, the vi 
chord somewhat darker, and the iii chord 
has an ever more poignant, somber sound. 
You can learn to recognize these chords by 
learning to differentiate their individual qual-
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¡ties, but until that is mastered, counting in¬ 
tervals and scale steps will be your best 
approach. 

Example #5 
These diatonic chords are traditionally 

taught in terms of harmonic substitution with 
fixed rules for the order and resolution of the 
minor chords. 

Example #6 
They are called substitutes because they 

contain two common tones with their related 
primary chord. In theory, no substitute is 
supposed to precede its primary chord. 
Other rules such as the V chord not proceed¬ 
ing the IV chord are also prescribed by text¬ 
book education. 
However, the pop music world has peri¬ 

odically thumbed its nose at the academics. 

This was especially true during the 60s rock 
era, when groups like the Beatles and Stones 
purposely showed us that any order of these 
six chords would work effectively. A con¬ 
temporary example that makes use of this 
harmonic freedom is Bob Seger’s Still The 
Same which uses I, Hi, V. 

Example #7 
As many three-chord songs as have be¬ 

come popular, you can imagine how much 
has been written with just these six chords. I 
would guess that at least one-third of all pop 
songs stay within these basic diatonic guide¬ 
lines. Here are a few keyboard voicings 
using primary and secondary harmonies that 
you can play through. In the next issue we 
will expand on these voicings as well as ex¬ 
plore minor diatonic chords. 

1980 Pro-Line Guide 
• A comprehensive 64 pg. color guide to all 
Carvin Pro-Line equipment including illustra¬ 
tions, technical information and specifica¬ 
tions with Special Direct Prices. 
• Carvin’s new products for the 80’s include; 
double neck guitars, modular power amps up 
to 700w RMS. Recording and road mixing 
boards, JBL Pro speakers, bi-channel tube 
guitar amps, Parts, plus much, much more. 
• As we introduce you to the finest Pro Equip¬ 
ment available, you’ll appreciate Carvin’s 
policy of selling Direct for exceptional values. 
Write:CARVIN Dept. SW80, 155 Industrial Ave., 

Escondido,CA 92025« Phone: (714)747-1710 
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Your next demo 
can sound 

like solid gold. 
Your song should be arranged and 

recorded uuith os much loving core as 
you gave composing it. Send us a 
leod sheet or rough tope, ond cue' II 
put our professional staff of musicians 
to work UJe ll record in our 
fully-equipped, multi-track studio, 
ond send you bock o tope that will be 
music to your ears. 

14-KARAT PACKAGE $30. 
Voice • Drums • Bass • Guitar • Piano 

24-KARAT PACKAGE $50. 
• All the above, Plus 

• Synthesizers • Background Vocals 
• Percussion • Brass • And more 
Each package includes one original 

tope. Additional copies $5 each. Any 
format. 

Feel free to coll or write for ony 
additional information. 
Send check or 
money order 
with lead 
sheets or 
rough tope to 

RECORDICIG STUDIO. IOC 

2400 lb. Hassell fid.. Suite 430 
Hoffman Estates. Illinois 60195 

(312) 882-7446 
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The 
BooksYou 

Should Read 
Are On 

Songwriter’s 
Bookshelf 

How to Be 
a Successful 
Songwriter 
Interviews, interviews, inter¬ 
views! Mac Davis, Loggins & 
Messina, Henry Mancini, The 
Osmonds, Bill Preston, Barry 
White. Seals & Crofts, Paul 
Williams, and 14 other famous 
songwriters. Literally hun¬ 
dreds of hours of interviews 
with people who have helped to 
create more than 160 gold rec¬ 
ords. Contains advice on 
where to get ideas, how to 
structure a song, the all too 
common mistakes to avoid, 
presentations, song protec¬ 
tion , and perhaps more impor¬ 
tantly, howto promote and sell 
your final masterpiece. 

Code #1315 . $13.95 

The Songwriters 
Handbook 
by Harvy Rachlin. A guide for 
the beginner and a valuable 
reference book for the profes¬ 
sional. Covers the entire 
spectrum of the professional 
— from the conception of an 
idea for a song to getting it 
recorded. "This Is one of the 
most comprehensive books 
on the subject yet" Henry 
Mancini. . An Important 
and necessary reference 
guide" Burt Bacharach. "Is 
encyclopedic In the Informa¬ 
tion it covers” Marvin Ham¬ 
lisch. 

Code #1179. $11.95 

How To Make 
Money In Music 
A concise, up-to-date, guide¬ 
book for success in today s 
music business. Tells you how 
to open the doors and secure 
for yourself a niche within the 
bustling, burgeoning music 
business. Covers recording, 
concerts, equipment, man¬ 
agement, promotion, copy¬ 
rights, publishing, and various 
contracts with sample forms. 
Paperback. 272 pages 

Code #1281 . $6.95 

Melody and 
Harmony in 
Contemporary 
Songwriting 
by Daniel A. Ricigliano. Ricig-
liano is the author of the highly 
successful book Popular & 
Jazz Harmony and is a faculty 
member of the Manhattan 

School of Music. Book pre¬ 
sents the most significant me¬ 
lodic and harmonic principles 
in songwriting. Illustrates and 
examines the effects of a par¬ 
ticular interval, chord, pro¬ 
gression, etc., rather than to 
suggest that it is "good" or 
"bad," or that it should or 
should not be used. From in¬ 
versions to endings, diatonic 
sevenths to whole tone scales, 
book is highly informative. See 
separate workbook below. 

Code #1360 . $13.50 

The Music/Record 
! Career Handbook 

by Joseph Csida. An encyclo¬ 
pedic guide to beginning and 
developing more than 30 dif¬ 
ferent careers in the creative, 
commentary, business and 
educational areas of the music 
and record industry. "Cslda's 
credentials are Impeccable 
and impressive — former 
music editor of Billboard . . . 
He covers virtually all aspects 
of song and music writing, 
royalties, publishing, etc." 
Downbeat, 376 pages 

Code #1089 $15.95 

How to Write 
Lyrics That 
Make Sense . . . 
and Dollars 
by Hy Glaser. This fascinating 
and informative book explains 
the mechanics of writing lyr¬ 
ics . . . plus an in depth look 
at the world of music publish¬ 
ing. Hy’s songs have been 
recorded by such artists as 
Frank Sinatra, Nat King Cole, 
Sarah Vaughan. 

Code #1113 . $10.95 

Melody and 
Harmony in 
Contemporary 
Songwriting — 
Workbook 
Companion workbook to text¬ 
book above (see Code 
#1360). Each chapter corre¬ 

sponds to the same chapter 
given in the text. Exercises are 
designed to help the student 
acquire working knowledge of 
the material presented in the 
text. 

The Songwriters' 
Success Manual 
by Lee Pincus. Author is music 
publisher whose songs include 
Lennon/McCartney's She 
Loves You and I Saw Her 
Standing There. In the man¬ 
ual's 28 chapters the author's 
experience is used to help any 
writer trying to break into the 
business. . . Very helpful 
to the beginning songwriter 
. . . Realistic and practical" 
ASCAP Today. 

Code #1078 . $7.95 

Psychology 
of Music 
by Carl E. Seashore. Between 
the physical world of vibration, 
as measured by apparatus, 
and the world of consciously 
heard music there is a third 
area of investigation — the 
psychology of music. Book 
opens with the musical mind 
and with a series of chapters 
on music as a medium; vibra¬ 
to. pitch, loudness, duration, 
timbre, tone, consonance, 
volume, and rhythm, dealing 
with each from the special 
point-of-view of the role of 
psychology. It then moves to 
such factors as learning, imag¬ 
ining, and thinking in music; 
the nature of musical feeling; 
measures of musical talent; 
etc. 

Code #1382 . $6 

How To Have 
Your Hit Song 
Published 

•y Jay Warner, a noted, ex¬ 
perienced music publisher 
This book is a step-by-step 

■guide to marketing your song. 

Topics include “how to choose 
«a performing rights society,” 
"how to present your songs, ” 
"how a publishing company 
-works,” “how to make pub¬ 
lishing contacts,” "how to 
publish your own songs," etc. 
■95 pages plus indexes and 
glossary 

Code #1348 . $12.95 

Music to Sell By — 
The Craft 
of Jingle Writing 
by Antonio Teixera, Jr. and 
Tony Teixera. Besides being 
one of the top commercial 
writers and film composers 
on the East Coast, Tony is a 
popular clinician, lecturer and 
music educator (faculty 
member of Berklee College of 

Music). Nationally, he has 
written for Chrysler Air Condi¬ 
tioner, Budget Rent-A-Car, 
Steinbrau Ale, etc., and has 
won many national ad 
awards. 

Code #1090 . $10.50 

This Business 
of Music 
edited by Shemel & Krasilov-
sky. Revised and enlarged In¬ 
valuable source covering seri¬ 
ous music, background music 
and transcriptions, tape and 
cartridges, production and 
sale, live performances. 204 
pages 

Code #1023 . $12.95 

Code #1405 . $9.50 

Gospel Music 
Directory and 
Yearbook 
An annual publication of the 
Gospel Music Assn. Lists 
gospel award winners plus 
artist/musicians, talent agen¬ 
cies, periodicals, radio sta¬ 
tions. record companies. 

Gospel Publishers. 

Code #1157 . $6.00 

Modern Recording 
Techniques 
by Robert E. Runstein. Intro¬ 
duces the reader to the equip¬ 
ment. controls and techniques 
used in the modern studio re¬ 
cording. Learn how to talk in 
real audio terms to studio 
engineers. 

Code #1168 . $11.50 

} How I Write Songs 
(Why You Can) 
by Tom T. Hall. Over 10 years 

of Tom's commercial success 
go into this practical and non 
technical guide to songwriting 
and the music industry. Also 
included are definitions of 
music business terms and ex¬ 
pressions, examples of song¬ 
writer contracts and analyses 
of Tom’s own biggest hits. 

Code #1056 . $5.95 



A Music Notation 
Primer 
A little book that will teach the 
songwriter how to write 
music with pen and ink. Writ¬ 
ten by a professional studio 
copyist who has taught col¬ 
lege level copying and nota¬ 
tion classes for several years, 
the book has been classroom 
tested and well received on 
many campuses. . . Will 
solve a lot of problems 
young writers have. A must 
ior all beginning compos¬ 
ers." Dr. Herb Patnoe, De 
Anza College. . an in¬ 
valuable aid to anyone enter¬ 
ing the field of professional 
music preparation" John Wil¬ 
liams, motion picture com¬ 
poser ("Jaws," "Star Wars," 
"Close Encounters”). 47 
pages. 

Code #1337. $5 

Making It 
With Music 
by Kenny Rogers, one of Amer¬ 
ica’s top recording stars, and 
Len Epand, music journal-
ist/record publicist. A much-
needed book on forming a pop 
group and making it succeed. 
Here is valuable information on 
a wide range of subjects — 
from buying equipment to re¬ 
hearsing, arranging and stag¬ 
ing; from songwriting to ap¬ 
proaching record companies; 
from dealing with booking 
agents to touring. The book 
even offers advice on invest¬ 
ments and on renegotiating a 
deal. Len Epand's introduction 
traces the steps of Kenny 
Rogers’ career from group 
member to solo artist, and 
puts the pop music business 
into perspective. Included are 
sample contracts and many 
behind-the-scenes photo¬ 
graphs of Rogers's musical 
evolution. 192 pages; over 50 
illustrations. 

Code #1416 . $14.20 

This Business 
of Music 
editd by Shemel and Krasil-
ovsky. Here is the revised, 
expanded, and updated new 
Copyright Act edition of a 
book that has become estab¬ 
lished as the most relied on 
guide to the music-record-
tape industry. It provides de¬ 

tailed explanations of the le¬ 
gal, practical, procedural prob¬ 
lems encountered by every 
practicing music man and 
provides detailed explanations 
of the new Copyright Act of 
1978. 575 pages. 

Code #1012 . $19.50 

Technical Handbook 
of Mathematics 
for Motion 
Picture Music 
Synchronization 
by RubyRaksin. Here is a 
book for both beginners and 
the highly skilled profession¬ 
al. It makes the business of 
catching cues foolproof, set¬ 
ting the composer free to cre¬ 
ate the music. The first and 
only complete film music 
synchronization text with all 
charts, tables, formulas and 
information needed. Clicks, 
beats, and other film mea¬ 
surement solutions. 

Code #1102 . $41 

Songwriter 
Magazine’s 
Special Report 
“How to Sell 
Your Songs” 
Sixteen music business pros 
contributed to this very spe¬ 
cial report to bring you a de¬ 
tailed explanation of the pro¬ 
cess of getting your songs 
published and recorded. It 
answers the “most-asked” 
questions from how to make 
a presentation demo to how 
to approach a publisher. 
Legal tips and contract terms 
explained . . . must reading. 

Code #1269 . $2 

Great Songs 
of Madison Ave. 
If you’re interested in writing 
commercial jingles this book is 
a must. Contains the words 
and music to over 100 top jin¬ 
gles such as Brylcreem a Little 
Dab'll Do Ya, Let Your Fingers 
Do The Walking (Yellow 
Pages), Nobody Doesn’t Like 
Sarah Lee, Winston Tastes 
Good, Put a Tic Tac In Your 
Mouth, Sometimes I Feel Like 
a Nut, You Deserve a Break 
Today, etc., etc. For all or¬ 
gans, piano, guitar, and other 
"C" instruments. Terrific song 
collection book. 251 pages. 

Code #1292 . $8.95 
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Payment must accompany order . . . make checks or money orders payable to 

How To Write 
a Hit Song 
and Sell It 
by Tommy Boyce and Melvin 
Powers. A how-to book for the 
beginner or the up-and-com¬ 
ing songwriter. Reveals pro¬ 
fessional songwriting bps and 
charts a course of instruction 
to follow. Tells how he wrote 
six of his biggest hits and in¬ 
cludes the music and lyrics for 
study. 160 pages. 

Code #1067 . $8.50 

From Score 
to Tape 
by David Bird. Guide to Music 

producers, engineers and 
studio musicians. Glossary of 
recording terms, micro¬ 
phones, compressors, Echo, 
Dolby, E.Q., recording the 

voice, etc. A demonstration 
record is included for exam¬ 
ples of studio sound effects 
and shaping. 

Code #1135 . $10.50 

How To Play The 
Piano Despite 
Years of Lessons 
by Ward Cannel and Fred 
Marx. Breaks down "music 
theory" barriers, teaches you 
howto harmonize, create sim¬ 
ple variations, countermelo¬ 
dies and accompaniments, 
chords, voicing arrangements, 
melody and chordal move¬ 
ments . . . how to play by ear 
(and how not to) . . . Plus a 
new 48 page folio of sheet 
music. 

Code #1124 . $9.95 

P.O. Box 3510, Hollywood, CA 90028 

Rush Me the Following Books 

Code # Title Quantity Price 

Legal Protection 
for the 
Creative Musician 
by Lee Elliot Berk, president 
of Berklee College of Music, 
and legal advisor to the Na¬ 
tional Assn, of Jazz Educa¬ 
tors. Easy to read style . . . 
teaches you to spot those in¬ 
stances when you should 
seek professional guidance. 

Illustrated by actual recent 
litigation involving well-known 
music personalities. 
Code #1146 . $16 

Songwriter 
Magazine s -« 
Music Directory 

Songwriters’ 
Rhyming 
Dictionary 
by Jane Shaw Whitfield; Edited 
by Frances Stillman. Thou¬ 
sands of rhymes. A handy 
time-saving reference guide 
for lyric writers. 283 pages. 

Code #1034 . $6 

This handy, time-saving an¬ 
nual directory lists the top 
music publishers, carefully 
selected for their chart action 
and indexed according to 
their musical preference, 
such as “Pop,” “Country,” 
"Easy Listening,” and 
"R&B." But that's not all! 
You also get the top record 
companies, personal manag¬ 
ers, independent record pro¬ 
ducers, songwriter organiza¬ 
tions and associations, plus a 
special Canadian section. 

Total 

Calif, residents add 
6% sales tax 

□ Check or money order enclosed for _ Total Amount 

□ Charge my purchase to □ Visa □ Master Charge. 

Expiration date_ Account Number_ 

Cardholder Name_ 

Signature _ 
(Must be signed to be valid) 

If using Master Charge, please indicate the 4 numbers above your name. _ 

Name _ 

Address_ 

City _ 

State _ Zip_ 

All U.S. Orders Include Postage and Handling. 

Outside USA add $2 postage and handling. Allow 3 to 6 weeks for delivery. 

Code #1258 . $3, 



xpreíí io n 
MUSIC PRODUCTION COMPANY 

MASTERS - DEMOS 
TOP PROFESSIONAL MUSICIANS, 
ARRANGERS, SINGERS AND 

PRODUCERS 

Overcoming Creative Blocks - A Prisoner’s View 

EIGHT TRACK 
PROFESSIONAL EQUIPMENT 
WITH DBX NOISE REDUCTION 

POP-ROCK-GOSPEL-COUNTRY 
DISCO-BLUES-FUNK 

SUPER DEMO-guitar, piano, bass, 
strings, drums, vocalist $60. 

MASTER-2 guitars, piano, bass, 2 string 
sections, electric organ, drum, vocalist, 
plus other effects as needed for a top 
single including vocal harmony. $90. 

Prompt Service Co-Writing Available 
Extra Copies-$4 00 Sample Cassette-$4 00 

Evaluation Free with Order 

SEND SONGS, CHECK & DETAILS TO: 

EXPRESSION MUSIC COMPANY 
652 HILARY DRIVE 
TIBURON, CA. 94920 

for details call Lori Roberts (415)435-5223 

BLANK 
CASSETTES 
Professional Quality Demos 

Our Specialty 
Time Length Customized 

Direct from Manufacturer 

Below Wholesale Prices!! 

• CHROMIUM • 

GAMMA FERRIC OXIDE 

• HIGH OUTPUT • 

• LOW NOISE • 

• VOICE APPLICATION • 

Cassette Duplicating 
Also Available 

ANDOL AUDIO PRODUCTS, INC. 
4212 14th Avenue Brooklyn, NY 11219 

N.Y Office, (212) 435-7322 
For info. Call toll-free 

(800) 221-6578 

By David Veracruz 
n this sometimes puzzling, often unpre¬ 
dictable chain of sequences we call life, 
situations will arise that limit the creative 
flow of those of us who are songwriters. 

Many of these creative blocks may indeed 
be perplexing and the remedy may be long 
in coming. I would like to share with you 
some things I've learned about overcoming 
various creative blocks and developing a 
healthy attitude in regards to "life situations.” 

While I have been in prison there have 
been many times that my creative inspiration 
has been greatly diminished by a prison sys¬ 
tem that — through its very essence — seeks 
to limit individuality and stifle creativity. 
Being forced to exist in an environment 
where you are classified, categorized, and 
ostracized can bring about feelings of de¬ 
spair and frustration that would limit any¬ 
one's creativity However, learning to use 
these emotional reactions as an implement 
to promote expression is a valuable key in 
opening doors that block creativity. 

Songwriting can be a means of getting in 
touch with ourselves as well as being a pow¬ 
erful tool of expression. Our feelings are 
much of what makes our person unique and 
expressing these creatively can put mean¬ 
ing in our lives as well as our writing. Instead 
of letting painful experience bring about de¬ 
spondency. fear, or anger and reduce us to 
a state of irascibility, we can let it enhance 
ou r existence by identifying with it as a part of 
our common nature as human beings and 
expressing it creatively in our own unique 
way. In this way we may transcend it and 
squeeze from it a quasi-tragic or near-comic 
lyricism that keeps alive the painful details 
and episodes of anguish so that we may 
finger them like a healing wound that gives 
testimony to the fact that we live, endu re and 
grow. Through this others may share in our 
solace by relating to their own personal ex¬ 
perience through our songs. In fact, many 
successful songs have this quality in com¬ 
mon: The ability to reach deep into our souls 
and touch a part of our being that cries out for 
love and affection in a world too full of hate 
and rejection and gives us the hope and 
strength to reaffirm our faith in mankind. 

In artistic endeavors we can make our 
moods work for us and use them as vehicles 
to put us in touch with the reservoir of 
thoughts, feelings, and abstract impressions 
within us. Our moods can determine what 
shaoe our artistic creations take and give 
them life and form. It is important to recog¬ 
nize what moods bring about our greatest 
inspiration and cultivate these as well as 
looking to each of our moods for its own 
unique type of inspiration. 
A creative setting can be as inspiring as a 

creative mood but many times — as in my 
present circumstances — this is limited by 

our physical situation. I've attempted to cre¬ 
ate an atmosphere for myself that is as con¬ 
ducive as possible to creative inspiration. I 
can explore the physical and metaphysical 
worlds through a wide variety of literature 
and let my mind roam to realms far beyond 
my physical grasp. My cell walls are adorned 
with photographs of mountain scenes, as¬ 
tronomical wonders, and lovely ladies, which 
I find infinitly more inspiring than cold, grey 
prison walls. I can recall one particularly 
productive setting we created when Buddy 
Miles was the gym clerk here. As well as 
being a phenomenal drummer, Buddy is 
also an accomplished bassist and guitarist. 
He managed to install a Fender Stratocaster 
and a small practice amp in the gym office, 
where four or five of us would meet daily to 
exchange licks and write songs. For a few 
months there, the coach saw very little gym 
work get done... while many songs were 
written. Buddy has since paroled from 
Chino, undoubtably with a great deal of new 
material from what could have been a dire 
experience. 

I've always felt that no matter what circum¬ 
stances I've found myself in that something 
could be gained from the experience. Just 
what we gain from any experience, however, 
is up to each one of us. If we look at our 
problems and perplexities as a challenge 
and an opportunity to grow by overcoming 
them instead of a source of misery, we'll find 
that we can live a healthier existence. 
So the next time you feel your creativity 

hindered by too many days that don’t go 
right, or the next time you sense depression 
closing in with despair barking at your heels 
... remember that these very feelings are a 
part of the life struggle that much of art rep¬ 
resents, and you may be able to draw from 
your personal experience a profoundly sig¬ 
nificant statement. 

David Veracruz, a songwriter and profes¬ 
sional musician, was paroled from the Cor¬ 
rectional Training Facility at Soledad, CA, 
April 19. 
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Now... one of America’s top songwriters 
Thousands have heard Buddy Kaye teach “The 

Complete Songwriter" course as a regular instruc¬ 
tor at UCLA-Extension and as a guest instructor at 
the University of California at Berkeley, University 
of British Columbia, University of Nevada, Univer¬ 
sity of Colorado, University of Utah, and scores of 
other top colleges. 
Now for the first time, this exciting "learn by lis¬ 

tening course is offered to you in a complete cas¬ 
sette program, with everything you need to know 
from the beginning of songwriting to marketing 
your songs. 
Buddy Kaye is the lyricist of over 400 published 

songs such as "Till the End of Time," "Quiet 
Nights," "A You're Adorable," etc. Additionally 
he's the author of the lyric scores of the last two 
Elvis Presley films, recipient of 13 gold records, a 
Grammy Award Winner, and a year-round teacher 
at UCLA-Extension. 

This professional songwriting course for Pop 
Top 40, Country, Gospel, Soul, MOR, and New 
Wave writing features The Songwriters' Blueprint, 

(and college instructors) 
has created a 
complete songwriters 
course on 
cassette! 

components 
mercial Short-cuts, and 
intriguing topics include: 

• 12 Writing Assignments 

• The Impact of Lyrics 

• Finding Titles 

• What to Write About (10 
top categories) 

• Overstating (lines bigger 
than life) 

• Creative Writing 

• How to Personalize Your 
Lyric 

• The 4-Lines-a-Day 
Technique 

• Helpful Books to Read 

• Working with Words 

• Writer's Block 

• Writing for People (not 
for yourself) 

• Mr. Jaws (The Song 
Shark) 

• The Overseas Market 

ssional Techniques, Com-
Success Formulas. Other 

• The Importance of Being 
'Titled' 

• Commanding Attention 
Quickly 

• Working from an Outline 

• Changing Lyrical Scenes 

• Writing for Mind or Body 

• 'Speak' Before You Think 

• Collaboration 

• Music Writing 

• Country Songs (full 
discussion — great 
examples) 

• Crossover Songs (for the 
big money) 

• The Business Side of 
Music 

• Organizations (helpful to 
songwriters) & Song 
Protection 

• The Professional Way to 
Market Your Songs 

P.O. Box 3510 Hollywood, Cal. 90028 

Yes! Rush me Buddy Kaye's The Complete Songwriter of four cas¬ 
settes containing eight 30 minute lessons right away. 

□ I've enclosed my check or money order payable to 
SONGWRITER MAGAZINE in the amount of $39.95 (Califor¬ 
nia residents add 6% sales tax). 

□ Or, please charge my purchase to: 

□ Visa 

Expiration date: 

Cardholder name 

Signature 

□ Master Charge 

Account no. 

Now you too can attend this leading dynamic 
course on songwriting in the convenience of your 
own home, office or automobile. It's. a terrific 
learning experience to be the only student in the 
class. 

College students today are paying up to $75 for 
the same instructional advice being offered to you 
in these four cassettes of eight 30 minute sessions. 
Your price for The Complete Songwriter is only 
$39.95, a mere $5 per lesson. Give your career a 
big boost and send for your The Complete Song¬ 
writer cassette course today. 

(must be signed to be valid.) 

If using Master Charge please indicate 
the four numbers above your name here: 

Name 

Address 

City 

State 

Outside of USA add $2 postage & handling. Allow 2 to 4 weeks for delivery. 



★ Denotes a recording artist who will record outside songs. 

MAY 1980 

ctli® 
COUNTRY TOP 10 

Songwriter Title Artist Publisher, Licensee, label_ 

1 H. Williams Honky Tank Blues ★ Charley Pride Fred Rose, BMI (RCA) 
2 R. Greenaway/G. Stephens Its Like We Never Said Goodbye ★ Crystal Gayle Cookaway/Dejamus, ASCAP (Columbia) 
3 B. Goldsboro The Cowgirl And The Dandy ★ Brenda Lee House Of Gold, BMI (MCA) 
4 E. Stevens/E. Rabbltt/D. Malloy Gone Too Far Eddie Rabbitt DebDave/Briarpatch, BMI (Elektra) 
5 D. Frazier Beneath Still Waters ★ Emmylou Harris Acuff-Rose. BMI (Warner Bros.) 
é G. Tubb/D. Lindsey/T. Wynette Two Story House ★ George Jones & ATV/First Lady, BMI (Epic) 

Tammy Wynette 
7 H. Williams Jr. Women I've Never Had Hank Williams Jr. Bocephus. BMI (Elektra/Curb) 
8 D. Bellamy Sugar Daddy Bellamy Brothers Famous/Bellamy Brothers, ASCAP (Warner/Curb) 
9 J. MacRae I'd Love To Lay You Down ★ Conway Twltty Music City, ASCAP (MCA) 
10 R Stevens Shriner's Convention Ray Stevens Ray Stevens, BMI (RCA) 

SOUL TOP 10 
Songwriter Title Artist Publisher, Licensee. Label 

1 RTerrperton Off The Wall Michael Jackson Almo. ASCAP (Epic) 
2 E Isley/M. Isley/C. Jasper/ Don't Say Goodnight Isley Brothers Bovina. ASCAP (T-Neck) 

R. Isley/O. Isley/R. Isley 
3 D. Wolinski Any Love ★ Rufus and Chaka Overdue, ASCAP (MCA) 
4 L. Johnson/G. Johnson/ Stomp Brothers Johnson State Of The Aris/Brojay, ASCAP (A&M) 

V. Johnson/R. Temperton 
5 L Slmmons/R. Wilson/C. Wilson/ I Don't Believe You Want To Gap Band Total Experience, BMI (Mercury) 

R. Wilson/R. Taylor Get Up and Dance 
6 Haywood Don't Push It, Don't Force It Leon Haywood Jim-Edd, BMI (201h Century) 
7 B g King Music Trance Ben E. King Smiling Clown. BMI (Atlantic) 
8 R. Muller High Skyy One To One. ASCAP (Salsoul) 
9 La Belle/Elllson/Edwards You Are My Friend ★ Sylvester Zurl. BMI (Fantasy) 
10 W. Robinson Let Me Be The Clock Smokey Robinson _ _ Bertram, ASCAP (Tamia)_ _ 

EASY LISTENING TOP 10 
Songwriter Title Artist Publisher, Licensee. Label _ 

1 T. Schmlt/D. Henley/G. Frey I Can't Tell You Why Eagles Jeddrah /Cass County/Red Cloud. ASCAP (Asylum) 
2 D. Gates Where Does The Lovin' Go David Gates Klpahula, ASCAP (Elektra) 
3 C. Dore Pilot Of The Airwaves Charlie Dore Ackee. ASCAP (Island) 
4 G. Russell Lost In Love Air Supply Arista/BRM. ASCAP (Arista) 
5 P. Davis Do It Right Paul Davis Web IV, BMI (Bang) 
6 N. Gimbel/C. Fox We Could Have It All + Maureen McGovern Dutchess/MCA. BMI (Wamer/Curb) 
7 D. Frank/D. James After You ★ Dionne Warwick Sumac. BMI (Arista) 
8 Mather/Stegall /Waters Sexy Eyes ★ Dr. Hook April, ASCAP/Blackwood, BMI (Capitol) 
9 F. Cavaliere Only A Lonely Heart Sees Felix Cavaliere Ki Music, ASCAP (Epic) 

10 H. Ray/A. Goodman/L. Walter Special Lady _ Ray, Goodman & Brown H.A.B./Dork Cloud (Polydor)_ 
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TOP 40 
Songwriter Title Artist Producer Publisher, licensee, Lobel 

1 B. Seger Fire Lake Bob Seger Bob Seger & The Gear. ASCAP (Capitol) 
Muscle Shoals 
Rhythm Section 

2 R. Temperton Off The Wall Michael Jackson Quincy Jones Almo, ASCAP (Epic) 
3 B. Joel You May Be Right Billy Joel Phil Ramone Impulslve/April, ASCAP (Columbia) 
4 T. Schmlt/D. Henley/G. Frey 1 Can't Tell You Why Eagles Bill Szymczyk Jeddrah/Cass Country/Red Cloud, 

ASCAP (Asylum) 
5 Mather/Stegall/Waters Sexy Eyes * Dr. Hook Ron Haffkine April, ASCAP/Blackwood (BMI) 
6 G. Russell Lost In Love Air Supply Robbie Porter & Arista/BRM/Rlva, ASCAP (Arista) 

Rick Chertoff 
7 G. Moroder/D. Harry Call Me Blondie Georgio Moroder Ensign. BMI/Rar Blue. ASCAP (Chrysalis) 
8 C. Cross Ride Like The Wind Christopher Cross Michael Omartian Pop "N" Roll, ASCAP (Warner Bros.) 
9 R. Waters Another Brick In The Wall Pink Floyd Bob Ezrln, David Pink Floyd, Unlchappell. BMI (Columbia) 

Gilmour. Roger Waters 
10 B.R. and M. Gibb Desire Andy Gibb Gibb, Richardson, Stigwood/Unichappell, BMI (RSO) 

Galuten 
11 R. Holmes Him Rupert Holmes Rupert Holmes, Warner/Holmes Une Of Music, ASCAP (MCA) 

Jim Boyer 
12 R. Gibb/B. Weaver Hold On To My Love Jimmy Ruffin Robin Gibb & Stigwood/Unichappell. BMI (RSO) 

Blue Weaver 
13 B. Steinberg How Do I Make You ★ Linda Ronstadt Peter Asher Billy Steinberg, (Asylum) 
14 G. Brown/Kool & The Gang Too Hot Kool & The Gang Eumir Deodato Delightful /Gang, BMI (De-Lite) 
15 T. James/R. Serota Three Times In Leve Tommy James Tommy James Big Teeth/Tommy James, BMI (Millenium) 
16 D. Shire/C. Connors With You I'm Bom Again * Billy Preston & Syreeta James DiPasquale & Check Out, BMI (Motown) 

David Shire 
17 P. Wolf/S. Justman Come Back The J. Gells Band Seth Justman Center City, ASCAP (EMI-America) 
18 D. Fekaris/F. Perren I Pledge My Love Peaches & Herb Freddie Perren Perren Vibes. ASCAP (Polydor/MVP) 
19 C. Dore Pilot Of The Airwaves Charlie Dore Bruce Welch & Ackee, ASCAP (Island) 

Alan Tamey 
20 A. Wilson/S. Ennis Even It Up Heart Mike Flicker. Strange Euphoria/Know. ASCAP (Epic) 

Gonnie & Howie 
21 S. Linzer/D. Randell Working My Way Back ★ Spinners Michael Zager Screen Gems-EMI /Seasons' Four. 

To You/Forgive Me, Girl BMI (Atlantic) 
22 C. McVie Think About Me Fleetwood Mac Fleetwood Mac Fleetwood Mac, BMI (Warner Bros.) 
23 H. Ray/A. Goodman/L. Walter Special Lady Ray, Goodman 8i Vincent Castellano H.A.B./Dark Cloud. BMI (Polydor) 

Brown 
24 C. Mangione Give It All You Got Chuck Mangione Chuck Mangione Gates. BMI (A&M) 
25 M. Jones Woman Foreigner Roy Thomas Baker. Somerset/Evansongs, ASCAP (Atlantic) 

Mick Jones 8i Ian 
McDonald 

26 L. Sylvers/S. Shockley/ And The Beat Goes On The Whispers Dick Griffey Spectrum Vll/Rosy, ASCAP (Solar) 
W. Shelby 

27 D. Fogelberg Longer Dan Fogelberg Dan Fogelberg & Hickory Grove/April, ASCAP 
Norbert Putnam & (Full Moon/Epic) 
Marty Lewis 

28 D. Summer/G. Moroder On The Radio Donna Summer Georgio Moroder Sweet Summer Night, ASCAP/Risk's/ 
Revelation A.C., BMI (Casablanca) 

29 Utopia Set Me Free Utopia Todd Rundgren Unearlhly/Fiction. BMI (Bearsville) 
30 L. Sylvers/W. Shelby The Second Time Around Shalamar Leon Sylvers & Spectrum Vll/Rosey, ASCAP (Solar) 

Dick Griffey 
31 K. Loggins/E. Loggins Keep The Fire Kenny Loggins Tom Dowd Milk Money/Tauripin, ASCAP (Columbia) 
32 S. Vaughan My Heroes Have Always Willie Nelson Willie Nelson & Jack & Bill, BMI (Columbia) 

Been Cowboys Sydney Pollack 
33 G. Numan Cars Gary Numan Gary Numan Beggars Bonquet/Andrew Heath. PRS (Ateo) 
34 S. Perry /N. Schon Any Way You Want It Journey Geoff Workman & Weed High Nightmare. BMI (Columbia) 

Kevin Elson 
35 T. Britten/B. Robertson Carrie Cliff Richard Cliff Richard Unart. BMI/Cookaway. ASCAP (EMI-America) 
36 S. Wonder Outside My Window Stevie Wonder Stevie Wonder Jobete/Black Bull (Tamla) 
37 C. Hynde/J. Scott Brass In Pocket Pretenders Chris Thomas Al Galileo. BMI (Sire) 

38 S. Wonder/E. Mercury You Are My Heaven Roberta Flack & Roberta Flack & Jobete/Black Bull. ASCAP/Stone Diamond. 
Donny Hathaway Eric Mercury BMI (Atlantic) 

39 K. Chater/ D. Foxworthy Lave On A Shoestring The Captain & Tennille Daryl Dragon Vogue/Unichappell. Weld. 
BMI (Casablanca) 

40 D. Fogelberg Heart Hotels Dan Fogelberg Dan Fogelberg, Hickory Grove/April, ASCAP 
Norbert Putnam, (Full Moon/Eplc) 

_ Mary Lewis_ _ 
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How to Make and 
Sell Your Own 
Record 

by Diane Sward Rapaport 

Join the hundreds of musicians who are 
successfully producing and selling their own 
records. Here are all the hard facts: 
• copyrights, licensing, and royalties 
• setting up a studio and hiring musicians 
• pressing the record and designing the cover 
» sales, promotion and advertising 
• plus sample forms and worksheets 

This is the book I’ve been waiting for. 
Please rush me_ copy(ies) of How to 
Make and Sell Your Own Record @ $9.95 
each. I have enclosed a check or money order 
for _ _ (Please add $1.00 for postage and 
handling.) 
Name_ 

Address_ 

City_ $tate _ Zip_ 
Mail to: $ugarloaf, Dept. 100-480 , P.O. Box 
118, $ugarloaf, N.Y. 10981. 

w _ 3 The Songwriters’ Voice 
A non-profit organization dedicated to the pro¬ 
tection and education of songwriters and the 
expansion of social awareness through music. 

SONGBANIC — Rapid, safe and inexpensive protec¬ 
tion of songs while they are being shown to publishers, 
producers, record companies, friends and neighbors 

HOTLINE — Members can call or write SRS for 
answers to any music-related questions. 

SRS NEWSLETTER — Monthly news of workshops, 
forums, members' activities and general news of in¬ 
terest to songwriters. 

OPEN EARS”' — A bi-monthly publication listing pro¬ 
ducers. artists and publishers looking for songs. 

COLLABORATORS' & ARTISTS’ DIRECTORIES — If 
you’ve got the music in you but no lyrics, if the words 
come easily but the melody eludes you or if you need a 
vocalist, your membership provides access to others 
nearby who may be looking for you. 

SRS, 6381 Hollywood Blvd. Suite 503, Hollywood. CA 
90028 

(213) 463-7178 
(213) 463-5691 

Check here if □ More information on SRS 
you would like □ Membership — $30 

Name _ 

Address - --

City _ State _ Zip -

Dream (continued from page 34) 
tends to cause hallucinations and altered 
states of consciousness. Two possible expla¬ 
nations for this are that dream activity in¬ 
creases to compensate for low waking mental 
activity, or that lowered physical inactivity 
leads to chemical changes in the brain. 

If a full song does not come through in 
your first attempts >t is extremely important 
that you review your dreams and give your 
dream symbols waking form. In other words, 
do something with the most striking aspects 
of your dream. Use them in the songs you 
write while in the waking state. This encour¬ 
ages your subconscious to take them a step 
forward in your next dream writing attempts. 
Another approach you can do on your own 

is to become conscious during your dreams 
and then actively initiate and direct a song¬ 
writing episode in them. Carlos Castaneda, 
on his way to becoming “A Man of Wisdom" 
under the tutelage of the Yaqui sorcerer Don 
Juan Matus, learned a technique for doing 
just this. It consisted of three simple steps. 
First, he was taught to form the intention to 
see his hands (or any other common object) 
in his dreams. Second, he taught himself to 
remember the intention in his dreams. Third, 
he carried out his intention in his dreams. By 
doing so, he was able to freeze his dreams, 
to stop them from changing just long enough 
to will the direction in which he wanted his 
dream to change. 

Having The Lucid Dream 
In a special type of dream which is fairly 

easy to learn you can examine songs already 
written or you can construct them during the 
dream. You can look at lead sheets in a 
dream of a publisher's office. You can listen 
to dream records on your dream stereo or 
dream radio. Or, you can attend dream con¬ 
certs and hear dream hits. On the other hand, 
you can write your best song— a million¬ 
seller— in your dream laboratory. You can 
also rework your notes of songs under de¬ 
velopment in your waking life, practice spe¬ 
cific songwriting skills, collaborate with famous 
songwriters, and even steal their unwritten 
work as you observe their songwriting efforts. 
All this and more is possible in a lucid dream. 

In a lucid dream, you become aware you 
are dreaming. Once aware you do not awaken, 
but go on to shape your dream into whatever 
you want it to be. You’ve probably been on 
the edge of a lucid dream many times but 
never knew it. You may have had a dream 
in which you noticed something wasn't quite 
right. Maybe the dream was too good to be 
true; or, conversely, too terrifying to be true. 
So, you said to yourself “I must be dreaming" 
or “This must be a dream.” You might not 
remember it as well, but everyone has had, 
at one time or another, an extremely lifelike 
dream of oneself in a familiar place but one 
small detail of the room or the activity seems 
different, out of place. Usually these dreams 
end immediately when the dreamer realizes 
he or she is dreaming. But you don't have 
to wake up. You don't even have to leave it 
to chance to realize in a dream that you are 
dreaming. 

For several days, at every waking oppor¬ 
tunity, try telling yourself over and over again 

that dreams are not real and that you can 
control them. Make this advice the last thing 
you say to yourself before you fall asleep at 
night. Also, remember the advice in your 
dreams by being aware of the possibility 
you're dreaming. Once you can think of that 
possibility, test it. In your dream, try to do 
something you couldn't do in real life like fly 
or crush a glass or bottle with your bare 
hands. If you can do this unbelievable feat 
you've chosen, immediately say to yourself 
Tm dreaming," but don't get too emotional 
about it If you do, you'll wake up. If you find 
yourself very excited about the opportunity 
confronting you to control a dream, let go 
of a little of the emotion, try to step back 
emotionally, but not too far or your subcon¬ 
scious will take over on its own accord again. 
It's a fine line between feeling too little and 
too much emotion that you must wake. 

If, however, you should appear to wake up, 
test this experience too. False awakenings 
are one device your subconscious resorts to 
in order to gain control again. 
Other clues to look for in your dreams that 

signal you are dreaming are fright, slow mo¬ 
tion action, dreamlike fades from one scene 
to another, distortions of details, weakness 
of muscles, flying, going to the bathroom, or 
living in a past residence. Anytime you ex¬ 
perience any of these, you should test the 
experience. 
A sure-fire way of increasing your chances 

of having a lucid dream is to set your alarm 
to ring at 90-minute intervals beginning four 
and a half to six hours after you fall asleep. 
On a normal sleeping schedule, falling asleep 
at midnight, the hours between 5 a.m. and 
8 a.m. are the most likely times for a lucid 
dream to occur. Keep a note taped to the 
clock reminding you to watch for lucid 
dreams coming up. Then, go back to sleep. 
Once you're aware that you are dreaming, 

say to yourself “I'm going to continue dream¬ 
ing but 1 will control the dream.” Then, any¬ 
thing you will to happen, will happen. Why 
not try for the Ho. 1 song of the year right 
away? 

Take Time To Dream 
Whichever combination of tricks you 

choose to control your dreams you'll need 
to be patient. Like any other skill dream con¬ 
trol needs to be faithfully practiced. What you 
can expect is for control to be mastered 
sometime between five weeks to six months 
after you begin your efforts. As soon as you 
begin to experience success, however, the 
effect will snowball. Control will become 
much easier after the first successful time. 
It took one famous historian 15 months until 
he could explore a chosen period of history 
nightly. He thought the time and effort was 
well worth it. He was able to combine sterile 
facts into an actual feeling experience of the 
culture under study in no other way. If you 
could write a refreshing new song every night 
while you slept, wouldn't 15 months be a 
short apprenticeship indeed? 

Chuck Loch, a psychologist specializing in 
creativity development, writes for Songwriter 
from time to time on creativity and the song¬ 
writer. He, by the way, pens tunes himself. 
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BRAND NEW ! 
A VIRTUAL ENCYCLOPEDIA 

ON SONGWRITING 

This is "the definitive 
book on songwriting," 
says Marvin Hamlisch. 

In it, Al Kasha and Joel 
Hirschhorn - one of 
America's top songwriting 
teams and winners of two 
Academy Awards - tell you 
everything you need to 
know about writing and 
selling a song. You learn 
about: Lyrics - the impor¬ 
tance of first lines, repe¬ 
tition, rhyming, "hooking" 
your audience, titles that 
write themselves • Melody 
- how much musical 
training you need, range, 
chords, structure and more • 
Contents - where ideas 
come from, concepts that 
always work, musical in¬ 
fluences • Writing pop, 
country and western, 
rhythm and blues (R&B), 
commercials, and for 
movies and the theater • 
The importance of albums • 
Scoring • Rewriting (the 
"mark of a professional"! • Making demos • 
Choosing the right studio and musicians • Casting 
your material • Producing your records • Finding 
the right collaborator • Joining either ASCAP, BMI 
or SESAC • and much, much more. 

They analyze five complete songs and show 
how each illustrates the various points they make 
throughout, and include a list of "Things to 

The definitive book on songwriting 
MARVIN HAMLISCH 

If They 1 
Äsk\öu,Y)u 
Can Write a 

One of America's top 
songwriting teams-winners 
of two Academy Awards-

tells you everything you need 
to know about successfully 
writing- and selling-a song 

Remember" at the end of 
each section, as well as 
actual music, a glossary of 
terms and lists of the 
important publishers, 
producers, record labels, 
performance societies and 
song festivals, both here 
and abroad. 

A virtual encyclopedia, 
If They Ask "You, You Can 
Write a Song is rich, per¬ 
sonal - and an absolute must 
for anyone who wants to be a 
successful songwriter. 

"This is a wonderful 
book for both the amateur 
and professional writer. It's 
fun to read and filled with 
interesting approaches to 
songwriting." 

-NEIL DIAMOND 
"A comprehensive, 

realistic and most important 
guide! Kasha and 
Hirschhorn, two proven 
professionals, tell you all 
you need to know about 
crafting words and music 

for the rock market, films, television and the theater, 
and most important, the techniques on how to cast and 
sell your material. Above all, it entertains as it 
instructs, and no serious creater of words or music 
should be without it!" - SAMMY CAHN 

"If They Ask You, You Can Write A Song is 
informative and enjoyable reading from cover 
to cover." - PAUL WILLIAMS 

F 

Al Kasha & Joel Hirschhorn 

Make Check P ° Box 3510

hwS'c' 
YES' PLEASE SEND ME COPIES OF IF THEY ASK YOU, YOU CAN WRITE A SONG 
AT Si 2.45 EACH. (INCLUDING POSTAGE AND HANDLING). CALIFORNIA RESIDENTS PLEASE ADD 6% SALES TAX. 

□ Check or Money Order Enclosed for S-
□ Charge my Purchase to □ VISA □ Mastercharge 

Expiration Date_ __ Account No. 
Cardholder Name 
Signature (Must be signed to be valid) 

If using Mastercharge, please indicate the 4 numbers above your name -

Name _ Address 
Ci tv _ State. Zip Code 

OUTSIDE U.S.A. ADD $2.00 POSTAGE AND HANDLING. ALLOW 3 to 6 WEEKS FOR DELIVERY. 



Call The Sam Ash 
HOT LINERS! 

The Sam Ash Hot Line is your direct line to the professional 
advice and low discount prices that you’ll get only from Sam Ash. 
New York's Music Department Store. Call our Hot Liners on our toll free num¬ 
ber and you’ll understand why musicians all over the world depend on them for 
information, price quotes or just plain advice. 
There's no mystery we're the biggest in the business, with six Sam Ash stores 

in the New York area plus a huge warehouse. We've got a 55 year-old reputation 
that proves we know what our customers need. So when you need musical 
equipment and want to deal with a firm that you can trust with your hard 
earned money, use the toll free Sam Ash Hot Line. We're waiting to help you. 

GUITARS • AMPS • SOUND REINFORCEMENT EQUIP • 
KEYBOARDS • DRUMS • ALL INSTRUMENTS A ACCESSORIES 

v\N E CALL TOLL FREE: Since 1924 

£800-645-3518 
IN NEW YORK STATE CALL 212 347 7757 MUSIC STORES 

301 PENINSULA BOULEVARD HEMPSTEAD NEW YORK 11550 

The L.A. Melee 

Bruce Kaplan joins the staff of Songwriters Resources and 
Services (SRS). Bruce manages new wave group The Toasters 
and was formerly a BAM representative . Bruce Bird is the 
new president and chief executive officer at Casablanca Rec¬ 
ords. The former executive vice president of the label, Bruce 
replaces Neil Bogart. Peter Woodward steps into the post 
vacated by Bird .. Jay Warner, who was vice president of the 
Entertainment Co. for two years, is now the head of Creative 
Music Group, the new publishing arm of K-tel International .. 
Ralph Peer II moves up from first vice president to senior vice 
president of Peer-Southern's worldwide operations ... Record 
producer Bob Cullen has joined Aries II Records as executive 
vice president ... Melvin Simons Productions promotes Deb¬ 
orah Simon to music coordinator. She has worked in the 
music department there for a year Returning from London 
after eight years, Robert Hirschman resumes his law prac¬ 
tice, specializing in music and entertainment Susan Gold¬ 
man is the new director of West Coast operations for the 
Entertainment Company . Debbie Colton has left BNB 
Management to enter independent management . Rick 
Shoemaker (Who's Who February 1976) is the new director of 
creative services at MCA Music. His previous posts include 
national director of music publishing for Infinity and vice pres¬ 
ident of ABC Music. 

CLEAN UP 
YOUR AX!! 

Make sure your audience hears 
the same terrific sound you do 
when you play. Feed the P.A. or 
recording board with a Type 85 
FET Direct Box from Countryman 
Associates. It’s the best direct box 
you can buy at any price. 

COUNTRYMAN ASSOCIATES 

Bites from the Big Apple 
Peter Lubin moves from the publicity depart¬ 

ment at Columbia Records to Phonogram/Mer-
cury, where he is East Coast A&R director Foe 
Horowitz who was assistant manager at Secret 
Sound Studios, becomes creative assistant for 
Dell Platters Records and Mike’s Management .. 
Bill Cureton upped from R&B A&R product man¬ 
ager to R&B product A&R director at Atlantic/Cotil-
lion ... Shy Raiken is the new head of Sesame 
Street Records. Shy had been sales vice president 
for Sesame Street Records and national sales 
manager for Golden Records and Columbia Rec¬ 
ords children s division Barry Offitzer moves 
from the royalties department to a post as profes¬ 
sional manager for Cotillion/Walden Music, the 
publishing arm of Atlantic Records ... Formerly the 
director of A&R for Aurum Records. Ron Beigel is 
now the vice president and general manager for 
the label ... At CBS Records Masterworks division, 
Paul Myers moves from A&R vice president to 
A&R planning and productions vice president; 
and Christine Reed is the new A&R director. 
Christine had been a consultant to the John F. 
Kennedy Center in Washington. 

[Di COUNTRYMAN ASSOCIATES INC. 
UW424 STANFORD AVE.-REDWOOD CITY, CA. 94063 

Flash from Nashville 
Rick Blackburn has been named vice pres¬ 

ident and general manager of CBS and Billy Sher¬ 
rill. who was A&R vice president, is now vice pres¬ 
ident and executive producer. Billy has also made 
a production deal with CBS to sign and produce 
new artists, while continuing to produce his CBS 
roster. 

-Pat & Pete Luboff 
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Collaborator Wanted 

NEEDED: ARTIST WOOD-WORKER AND MUSIC MAN. 
Pray, then contact Chip McQuill. (804) 427-1937 Vir¬ 
ginia. 

LYRICIST SEEKS COMPOSER. Lyrics ready for you. 
Dennis Dinorcia. 5324 New Utrecht Ave.. Brooklyn, NY 
11219. 

COMMERCIAL LYRICIST SEEKS composer Rock. 
MOR. C&W. Warren Desjardins. 591 S. Country. E. 
Patchogue. NY (516) 475-5079 

RTY SONGS - a free (limited supply) cassette of 25 
songs needing piano music. 50/50 basis. Elton/Beatle 
style. Rich Young. 805 Langham. Covina. CA 91724. 

I WRITE LYRICS- some good -need musical col¬ 
laborator. Preferably western suburb of Chicago. Call 
Jack at 345-5010 or write 1918 Main St.. Melrose Park. IL 
60160. 

COMPOSER SEEKS accomplished lyricist to put lyrics 
to melodies -pop-MOR-R8<B. Send samples with re¬ 
turn envelope. New York area. Harry Chad. 3324 
Paulding Ave.. New York. NY 10469. 

QUALITY "BLUE-HEART" LYRICIST seeks experienced 
composer of same design. C8iW. MOR. Pref. LA area. 
Nick Sivokon. Jr., 3207 W. Redfield Rd., Phoenix, AZ 
85023. 

LYRICIST NEEDS COMPOSER. Marvel (206) 983-2917 
eight to four, weekdays. Centralia Chehalis area. 

OUTSTANDING SINGER/COMPOSER SEEKS versatile 
pro lyricist for most beautiful music. Must be able to 
write to music. Dany. LA area. (213) 829-5054. 

COMPOSER/LYRiaST SEEKS prospective collabora¬ 
tors. Diverse styles. Write or call: Taryn M. Bailey, 28 
Quevic Dr., Saratoga Springs, NY 12866. (518) 584-
5595. 

LYRICIST-B.F.A. AND former street musician. Mario, 
656-5105. 

COMPOSER OF BEAUTIFUL MELODIES seeks lyricists. 
Pat Siravo, 1400 Stony Lane. N. Kingstown. RI 02852. 
(401) 295-5066. 

CO-WRITE WITH COMPOSER. Send lyric sample with 
introductory letter. Bill Rogers, 1250 B, Redwood Blvd.. 
Novato, CA. 

CO-WRITE WITH PROFESSIONAL. Send lyrics with 
self-addressed stamped envelope. Ray Sanders, 2320 
Pacific #24, Venice, CA 90291 

GIFTED LYRICIST WILL CONSIDER Nashville style 
composer, country, rock. love, disco melodies. Send 
lead sheets plus good quality only tape with return 
envelope. M. O'Brien, c/o Joe Hussey. 145 E. 23rd St.. 
New York City, NY 10010, (212) 533-8219. 

SERIOUS COMPOSER SEEKS commercial experi¬ 
enced lyricists. Martin Perron, 3300 Ridgewood #4, 
Montreal, Que., Canada H3V 1B8. 

mand. White (S,M,L) $6. postpaid. Specialty products 
for music biz people. Send S1 for brochure (free with 
T-shirt order) also receive bonus coupon towards next 
order. Crown International, 706 Wood, Pittsburgh, PA 
15221. 

Demos/Studlos 

DEMOS: piano, bass, drums, vocal. S35. Lead-
sheets. S15. L.B.C. Enterprises. 105 Jefferson Court. 
Dover. DE 19901. 

PROFESSIONAL DEMOS/LEAD SHEETS. Free informa¬ 
tion. TDS Productions. Ste. 609. 6255 Sunset. Hollywood. 
CA 90028. 

PROFESSIONAL DEMOS and lead sheets, reason¬ 
ably priced. Free revisions and collaboration. Jupiter 
Records. 2521 N. 10th. Sheboygan. Wl 53081. 

HOLLYWOOD DEMO SERVICE. Professional masters, 
demos, lead sheets, 50/50 co-writing, etc. Write now 
for free sample and information. 2348 Cahuenga 
Blvd.. Hollywood, CA 90028. 

DEMOS THAT CAN COMPETE in today's market -
Texas Demos. Box 401166. Garland. TX 75040. 

RECORD PRESSINGS AND DEMO MADE, reasonable 
rates, quality work, forward S1 for sample copy and 
free information. B-Atlas & Jody Records. Inc.. 2226 
McDonald Ave.. Brooklyn. NY 11223. 

PROFESSIONAL RECORDING ARTIST available for 

demos. Free information. Andy, Box 367. Tuscola, IL 
61953. 

Miscellaneous 

LAWYER. COMPOSERS-LYRICISTS given special at¬ 
tention. Experienced with publishing, recording, man¬ 
agement contracts; ASCAP-BMI; copyrights, etc. Ad¬ 
mitted Calif, and New York. Marc Jacobson. 18 E. 48 
St.. New York City. NY 10017. (212) 688-1210. 

WRITER AND/OR LYRICIST with ability to interpret 
and write hit singles/albums based on a given theme. 
Strong emphasis on vocals. Dance rock and roll. Good 
publishing and advance royalty arrangement. Send 
tapes to P.O. Box 4813, Fairview Park. OH 44126. All 
tapes returned. 

DO YOU BELIEVE in the power of the pen? Join the 
"National Association of Aspiring Songwriters." For de¬ 
tails write: J.R. Rhyne. 1520 Emporia. Muskogee. OK 
74401. 

Songwriter Bates 

Our Policy ... Song writer accepts no ads offering publishing or 
composing services for a fee Additionally. Song writer reserves 
the right to request product samples and references. On word 
counts Letter or number groups (rpm. 6F4. etc ) count os one 
word. Names and addresses must be included in Ihe word 
count Classified ads ore not commissionable Songwriterisnot 
responsible for any ad claims. Rates ... Collaborator Wanted 
S.50 per word ( S7 minimum). All other categories S1 per word 
(S14 minimum). 

Mail to: 

P.O. Box 3510, Hollywood, CA 90028 

Ad Copy 
(Don't forget to include your name, and address or phone number.) 

Please Print Clearly 

My ad is to appear under the following heading (check one): 
□ Collaborator Wanted □ Demos/ Studios □ For Sale 

□ Lead Sheets □ Instructions/ Publications □ Miscellaneous 

Name Phone No. 

Address 

_ Lead Sheets_ 

LEAD SHEETS S10. Teacher with music degree. Dal¬ 
ton, 1233 W. 16th Place, Yuma, AZ 85364. 

_ For Sole_ 

FREE MUSIC BOOK CATALOG: rock books - country 
— jazz - gospel - instruction - guitar - piano -
flute — organ — all categories. PCM- Dept. SW-Box 
42069. San Francisco. CA 94142 

INTERFACE 16 X 4 RECORDING/MIXING CONSOLE, 
excellent condition. For details, call Bill Costner, We 
Three Productions, (313) 767-7426. 

SONGWRITERS! GLAD YOU LIKE our T Give Great 
Songs" T-shirt! We've restocked supply to meet de¬ 

City 
_ X _ X 

No. of words Price per word 
Check one: 
□ Check or money order enclosed 
□ Charge my VISA or Mastercharge 

State Zip Code 

_ = $_ 
No. of months to run Total 

Enter account number here 

□□□□□□□□□□□□□□a 
If Mastercharge indicate I II II II I 

4 numbers above name here I— 11— 11— 11— I 

Expiration date □□□□ 
month year 

Signature 
(must be signed to be valid) 

Cardholder name (please print) 
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Guild "Blast-Free” Plug 
uild Guitar s new NS-20 guitar cord, 

/ “The Silencer," is a 20-foot heavy-duty 
k cable with two solid brass plugs. One 

end features a shorting plug which al¬ 
lows silent plugging and unplugging to pro¬ 
tect amp speakers. In addition to Guild's 
complete line of cords, the various brass 
plugs used on them are now available indi¬ 
vidually and in sets. For more information 
contact: Guild Guitars, P.O. Box 203, Eliza¬ 
beth, NJ 07207. 

a new plug-in ribbon cable system for fast 
assembly, ease of service and reliability. For 
more information contact: Ashly Audio, Cus¬ 
tomer Service, 100 Fernwood Ave., Roches¬ 
ter, NY 14621. 

Ashley Keyboard Input 
Processor 

Ashley Audio has introduced the model 
SC-44 Keyboard Input Processor. 
Basically a four-input extension of the 
SC-40 instrument preamp, the SC-44 

provides low and high equalization and a 
wide-range gain adjustment for each input, 
three-band tunable output equalizer, five 
send/receive effects loops, peak overload 
indicators, and separate outputs for stage 
amplifiers and PA feeds. The multitude of 
inputs and outputs are interconnected using 

The Boss CE-2 Chorus 
he Boss Division ofRolandCorp.has in¬ 

troduced the CE-2 Chorus, a compact 
version of the CE-1 Chorus Ensemble 
The CE-2 Chorus produces rich tonal 

characteristics that give a solo instrument or 
voice a thicker, deeper sound similar to that 
of a chorus of voices or doubling effect. The 
rate (speed of effect) and depth (amount of 
effect) can be tailored to enhance signals 
from the guitar, keyboard, wind or brass in¬ 
struments as well as vocal applications. The 
CE-2 is equally effective in studio as on stage 
due to its low signal to noise ratio (90 db), as 
well as its use of FET switching to eliminate 
pops and clicks when the effect is engaged. 
The CE-2 features an LED on/off indicator, 
non-skid pad, and can operate either on bat¬ 
tery power or by means of an optional AC 
adaptor. Suggested retail is $99.50. For 
more information contact: RolandCorp.US, 
2401 Saybrook Ave., Los Angeles, CA 
90040. 
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LARRY CARLTON 
and the GIBSDM TP-6 

Precision Performers 
Larry Carlton doesn’t settle for anything less than the 
very best. And you shouldn’t either. The Gibson TP-6 
fine tuning tailpiece gives you performance perfection, 
in concert or in the studio, with fingertip ease. 
For the first time, you can fine tune with one hand while 
you're playing. And you don’t have to own a Gibson to 
get the benefit of precision tuning at the touch of your 
fingers as you play. Because Gibson designed it to fit 
most instruments with a stop-bar tailpiece. 
See your authorized Gibson dealer and check out the 
Gibson TP-6. It's available in both Chrome and Gold. 
For precision tuning and top performance—Gibson is 
the only name in genuine Replacement Parts. And only 
authorized Gibson parts dealers carry them. 
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