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The Tama Renaissance Dreadnaught — a
rebirth of beauty, style and flawless
workmanship.

Aged German Spruce top, select rosewood

rims and back, hand inlaid ivory and pearl

“tree of life” in an ebony fingerboard and a

tone that is full and rich, yet perfectly ‘_.j“ »
balanced — The Tama Renaissance ¥

)
Dreadnaught. o
For a full-color brochure of all Tama
acoustics, please send 50c¢ for postage
and handling.
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KTAMA

Guitars

ELGER COMPANY
P.O. Box 469
Cornwells Heights, PA 19020

CHESBRO MUSIC COMPANY
327 Broadway
Idaho Falls, ID 83401

For more information about Tama guitars, write Dept. SW.
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Have you ever heard a
record on the radio and
thought to vourself, “I can
write a song as good as that!”’
The most important element
in the success of a record, is
the song. If you were to talk
to producers, record com-
pany executives, publishers,
or artists, vou would find that
that fact is consistently
agreed upon. There are
always exceptions to any con-
sensus rule, but we feel safe
in making the statement that
if vou start with a hit song,
you can find a publisher to
publish it, a producer to pro-
duce it, an artist to interpret
it, and a record company to
market it.

Using this as a starting
point, we feel there is a need
for a publication which cat-
ers to the creators of today’s
music the songwriter.
This is our premiere issue,
and in the coming months, we
want SONGWRITER to
become a link between your
doubts and your hopes.
Through interviews and
features, we hope every
month to provide you with
deeper insight into the
business and craft of song-
writing, and give vou a
profile of some of the people
vou will be dealing with in
the music industry. You will
hear from successful song-
writers and get a chance to
view their career experi-
ences and approach to
writing songs. Record
producers will discuss their
methods in the studio and
what they look for when
choosing material for an
artist. Publishers will dis-
cuss what they look for in a

songwriter and what to ex-
pect if you were to be signed
to a publishing company.
Music business attorneys will
tell vou what not to sign
away. We will talk with rec-
ord executives, radio per-
sonalities, anyone we feel can
give vou the information
necessary to better under-
stand the business of music,
and how it relates to the
songwriter.

There will also be reg-
ular departments such as a
column discussing the craft
of writing songs, a classified
section, a question and an-
swer column, and song charts
listing the hit records in the
major music markets that
this magazine will relate to.
And much more as you will
see in this issue.

The writing of songs is
an exciting, lucrative field.
This magazine will provide
yvou with a comprehensive
picture of what is occuring in
the music business and pro-
vide answers and insights,
whether vou are professional
or amateur. We intend that
SONGWRITER be your mag-
azine . . . a magazine you can
count on to provide you with
all the information you need
to aid you in becoming a suc-
cessful songwriter. A mag-
azine that vou can keep and
refer back to in the future, a
magazine you will enjoy
reading and look forward to.

Thanks for vour time. We
hope yvou enjoy reading
through our premiere issue.
If vou have any suggestions
for improving SONG-
WRITER, please let us know.
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Songumet Hews

Latest figures published
by SACEM, the performing
rights society and France’s
equivalent of ASCAP, or
BMI, show that royalties in
general are up by 12.5 per-
cent in 1974 compared with
1973.

Chappell & Co. has
acquired Hill & Range Songs
Inc. under an agreement
concluded July 29. Not
included in the purchase are
songs in the Elvis Presley
Music and Gladys Music
catalogs although both will
be administered by Chappell.

Although there were
downturns in the economy
and the investment market,
the American Federation of
Musicians and Employers’
Pension Welfare Fund is
singing a happy song after
experiencing an increase in
its total portfolio to $82

The Mannie

This is Mannie . .. .. it is the
embodiment of all hopes, dreams
and efforts of the songwriter
whose aspiration is to become a
member of the Nashville Song-
writers Association Hall of Fame.
Muannie will be presented to those
who will be inducted into the Hall
of Fame on October 12, 1975, in
Nashville, when the NSA holds
this annual ceremony, and from
this time it will be the physical
image symbolic only to the NSA
Hall of Fame ... Mannie . .,. so
called from manusecript ... the
words and music as first por-
trayed by the songwriter.

Mannie came into being after
several years of careful planning;
and the brilliant work of a young
sculptor, Bud Mayes, of Denver,
Colorado. Mannie will be a bronze
cast piece exactly as depicted in the
artist’s version shown.

Beginning with our Novem-
ber issue, Songwriter will include a
column contributed by members of
the'Nashville Songwriters Asso-
ciation.

million in the year ending
March 31. The fund had $72.7
million in the same period the
previous year.

The new Chet Atkins
release, The Night Atlanta
Burned, is a tune originally
written by a music student in
Atlanta during Sherman’s
march to the sea. The song
has been rewritten by John
D. Loudermilk. The un-
known student had made a
lead sheet which was charred
and left behind in a burned
out academy when General
William T. Sherman set fire
to Atlanta November 15, 1864.

Amen. We’re not
praying; that’'s a song-
writer's pseudonym accord-
ing to ASCAP. In fact,
ASCAP says that pseu-
donyms are on the rise. How
about Attila, Dante, Dar-
win, and Elijah? Or Cowboy
Joe, Ruby Kitchen, Jimmy
Velvet, Two Dollar Bill, and
Boondoggle? My God, what
next? Oh, | better not say
that. It could be somebody’s
name. Who's on first did you
say?

Paul Williams’ Even
Better Than I Know Myself
won the $10,000 Grand Prize
at the 4th Tokyo Music
Festival’s International
Contest.

The CAM music publish-
ing/production complex,
headquartered in New York,
has amassed the music to
more than 6000 film scores.
The firm controls 65 percent
of all European film music
and 85 percent of Italian
motion picture Scores in the
United States. The main
source of revenue from these
scores is through licensing
the music for television
screening of such films as
‘‘La Deolce Vita’’, ‘““La
Strada,’”’ the Hercules films,
and ‘“‘spaghetti westerns’’.
The firm, started in 1964, also
has a strong group of con-
temporary writers in the or-
ganization.

In the wake of a Supreme
Court decision that public lo-
cations using radio music
does not constitute a ‘‘per-
formance’’ within the mean-
ing of the Copyright Act,
ASCAP has moved to termi-

nate all licenses with these
locations. This will affect
more than 5,000 locations
returning approximately
$246,000 a vear to the society.
It was also learned that BMI
is in the process of voiding its
agreement with locations of a
similar nature. In the case of
BMI, the number of users
served is far smaller and the
amount collected less than
$25,000 a year.

Tom Baird and Peter
Hoorelbeke have signed a
publishing contract with 20th
Century Music. The duo are
members of a new group,
Hub, that record for Capitol
Records. Hoorelbeke was
previously with Rare Earth
and among Baird’s song-
writing credits is, Touch Me
In The Morning.

President Gerald Ford
favors passage of Senator
Hugh Scott’s pending bill
which would give recording
artists a royalty every time
their records are either
broadcast or played in juke-
boxes.

One of America’s
foremost composers, Aaron
Copeland, testified on behalf
of ASCAP during the recent
hearing on jukeboxes and
copyright revision pro-
posals. He told a House Ju-
diciary subcommittee that,
‘““money is the essential
encouragement one must
have. It permits the writer to
keep writing.’’ He urged that
the licensing fee to be paid by
jukebox owners should not be
frozen by statute.

Neil Sedaka is hot all

over again. The release of
Solitaire by the Carpenters
marks the seventh cut to be
taken from Sedaka’s album,
Sedaka’s Back, and released
as a single. Among the seven
are the Captain and Tenille’s
recent number one song, Love
Will Keep Us Together, and
Neil’s own hit, Laughter In
The Rain. The others are Bo
Donaldson and the Hey-
wood’s version of Our Last
Song Together, Maria
Muldaur’s recording of Sad
Eyes, Sedaka’s own release
of The Immigrant, and his
current single, That’s When
The Music Takes Me. The
Andy Williams’ version of
Solitaire has already sold
more than 500,000 copies in
the United Kingdom, and
Helen Reddy has included
Sedaka’s Don’t Let It Mess
Your Mind on her latest
album.

Roger Birnbaum has
been promoted to the posi-
tion of director of contem-
porary A & R at A&M Rec-
ords, announces Kip Cohen,
A&M Vice President of
A & R.

April/Blackwood Music
has announced the signing of
Hermine Hilton to an exclu-
sive songwriters agreement.
Miss Hilton has been very
active of late as a film and TV
songwriter with credits that
include co-writing with
Marvin Hamlisch, Dave
Grusin, Gerold Fried, Artie
Butler, and Maurice Jarre.
She will continue to act as a
freelance writer with respect
to TV and film work under
the provisions of the
agreement.

Shown above are a few of the American Song Festival judges taking a
puuse for Sungieriter's photographer. Seated | to r are Gentry McCreary,
Jim Callon, Leroy Lovett, Richard Delvy and Peter Burke. Standing I to r
are Flip Black, Manager of the Screening Center. and Tad Danz, V.P. and
General Manager of The American Song Festival. This year's winners will

be announced tn September.




You’re looking at 4 guitars, a harp, 2 basses,
a zither, 2 harpsichords and a tuba.

And 5 different kinds of piano.

Hohner's range of hard-working electronic keyboard We also have a keyboard bass with variable percussion.

instruments gives you more different sounds than you'd It produces an incredible range of effects, especially with

expect to hear coming from a keyboard. a group sound. The Bass has rheostat volume and per-
Like Hohner's amazing and versatile Clavinet: you can cussion controls to let you get the exact quality you're after.

see what sounds it makes in the caption below. And some And now there's the new Hohner international Piano,

of the best musicians around have made the Clavinet one with more new sounds you mix in ways even we haven’t

of the most popular instruments around: Stevie Wonder thought of yet; slidebar controls make the range possible.

and Billy Preston, just for instance. And it's got dynamic keyboard action, vibrato decay and
Then there's the Hohner Combo Pianet—another one speed controls—so it will do whatever you want.

of Hohner's contributions to today’s music: it's the elec- All our musical instruments are built with the same

tronic piano you use as an add-on manual or separate rugged precision you expect from Hohner. But the best

section. And it features stainless steel reeds that can’t thing to do is to listen to one of our instruments; drop in at

break or go out of tune. your nearest music store and hear for yourself.

Keybass |
Tuba
Bass guitar

®.x
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Combo Pianet
Electronic piano

Hohner
International
Piano

Electronic piano
Harpsichord
Steel guitar
Honky-tonk piano
Hawaiian guitar

Clavinet
Electric guitar
Harp

Spinet
Harpsichord
Zither

Bass

M. Hohner, inc., P.0. Box 130, Andrews Road, Hicksville, N.Y. 11802

HOHNER®

KEYBOARDS « GUITARS - BANJOS « AMPS
WE ALSO MAKE HARMONICAS



Announcing

The Fall Series of the
DICK GROVE MUSIC WORKSHOPS

OCTOBER 4 through DECEMBER 18, 1975

TEACHING STAFF

Phil Azeiton Joe Csida Jack Halloran Ladd Mclntosh Bill Sinclair
Malcolm Cecil Jack Elliott Albert Harris Lanny Morgan Jack Smalley
Buddy Childers Jack Feierman Dick Hyde Chuck Rainey Jimmy Stewart
Joyce Collins Allyn Ferguson Mike Leitz Kim Richmond Pinky Winters
Dick Grove Richie Lepore Stan Sheldone
Al Aarons Conte Candoli Mitch Holder Pete Myers Bud Shank
Louie Bellson Nick Ceroli Milcho Leviev Jack Nimitz Paul Smith
Hal Blaine Buddy Coliette Lou Levy Marty Paich Kai Winding
Tom Bruner Jay Daversa Mundell Lowe Joe Porcaro Mike Wofford

Earle Hagen Mike Melvoin Frank Rosolino Jimmy Wyble

ENROLLMENTS ARE NOW BEING TAKEN
FOR CLASS INSTRUCTION IN THE FOLLOWING SUBJECTS:

MASTER CLASSES IN:  PLAYING ENSEMBLES: INSTRUMENTS:

ARRANGING IMPROVISATION KEYBOARD

KEYBOARDS {on all instruments) GUITAR (Beg. to Advance)

DRUMS BEGINNING BAND PERCUSSION WORKSHOP

GUITAR BIG BAND VOCAL ACCOMPANIMENT

IMPROVISATION SAX/RHY. SECTION ENS. SYNTHESIZER WORKSHOP

TRPT/RHY. SECTION ENS. CHUCK RAINEY BASS
WRH'ING /THEORY' TRB/RHY. SECTION ENS. WORKSHOP (Beg. to adv.)
[ ]

READING CLASSES: VOICE:

COMPQOSITION
ORCHESTRATION SIGHTREADING (Beg. to Adv.) VOCAL WORKSHOP

FILM SCORING SIGHTSINGING/EARTRAINING SIGHTSINGING/
VOCAL ARRANGING

COMBO ARRANGING Q‘I‘ﬂER CLASSEﬁSﬁ ) EARTRAINING

12 TONE COMPOSITION
HARMONY & THEORY

LYRIC WRITING - MUSIC PREPARATION
RHYTHMIC DICTATION/ — RECORD MIXING
RECORD TRANSCRIPTION — CAREER DEVELOPMENT
CONDUCTING

COURSES MAY BE TAKEN FOR CREDIT THROUGH THE UNIVERSITY OF SAN
FRANCISCO LEADING TO BACHELORS OR MASTERS DEGREES IN EDUCATION FOR
THOSE WHO OPTIONALLY DESIRE THEM. USF IS ALSO VETERAN APPROVED.

FOR FREE BROCHURE AND CONSULTATION WITH DICK GROVE,
Call (213) 985-0905 -- 984-1315, or drop by

THE DICK GROVE MUSIC WORKSHOPS

12754 Ventura Bivd , Suite Twn
Studio City, Cal , 91604
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Helen Reddy

NO WAY TO TREAT A
LADY

Capitol ST11418

Helen, who doesn’t write
much for herself, is a song-
writer’s dream. Helen and
talented producer Joe Wis-
sert have a great talent for
finding super songs.

Best cuts:

“Ain’t No Way To Treat A
Lady”’
written by Harriet
Schock, a 20th Century
recording artist, and well re-
spected new writer.
“Don't Let It Mess Your
Mind”’
written by Neil Sedaka
and Phil Cody — Sedaka’s
hits are, of course, too long to
list.
“You Know Me”’
written by the great team
of Paul Williams and Kenny
Asher.

Other contributions by Leon
Russell, Richard Kerr, Will
Jennings, Alex Harvey,
David Castle, Don Mcl.ean,
Barry Mann/Cynthia Weil,
and Peter Allen/Carole Bayer
Sager.

The Captain & Tennille

LOVE WILL KEEP US
TOGETHER

A&M SP 3405

New A&M duo received a
gold record the first time out.
Group is a beautiful success
story of artists playing small
clubs waiting for their
chance — finally somebody
listened and gave them a shot
— the rest is history.
Best cuts:

‘““Love Will Keep Us
Together”’
by Neil Sedaka and
Howie Greenfield.
“Disney Girls”’
by Bruce Johnston.
*“Cuddle Up”’
by Dennis Wilson and
Daryl Dragon.

continued on page 28

We wish to thank the
American Song Festival
for their cooperation
and assistance in
making this premiere
issue possible.

Keep abreast of trends ... examine
the paths successful songwriters have
taken ... read discussions of ap-
proaches to songwriting . . . learn the
innerworkings of important publish-
. . gain insights into
the attitudes of major record com-
pany executives ... obtain impor-
tant legal advice . . . and much, much

ing companies .

more.

150

Music
Publishers

AT LAST —
A MAGAZINE OF
YOUR OWN!

to charter subscribers

If we receive your subscription within the next 30
days, you will become a ‘“‘Charter Subscriber’’ and
receive, at no charge, SONGWRITER’S Publisher
Directory. This handy little booklet lists 150 of

" today’s top music publishers, carefully selected for
their successful chart action, and indexed according to their musical cate-
gory (R&B, Pop, Country, & Easy Listening) . . . An invaluable tool in help-
ing you get your songs published. Or, instead of the booklet, we will add two
additional months to your subscription at no cost to you. The choice is yours
for becoming a ‘‘Charter Subscriber’’. Remember, we must receive your
subscription within 30 days.

Simply fill in the enclosed
return envelope on page 16, check
off your choice for becoming
a ‘““Charter Subscriber,’”’ enclose
your check or money order,
and you will be on our regular

mailing list of subscribers.

(Or — if envelope is missing, write us
at Songwriter, P.0. Box 8510, Hollywood, Cal. 90028.
Subscription rates are: one year $12,
two years $22, three years $30, payable in
advance. Outside USA add $2 per year.)



Songwriter Interview:

Jilm Illeatheng-

me were feeling quite
proud of ourselves and, at the
same time, very lucky. This
was to be our premiere issue
of SONGWRITER, and we
wanted the first writer we
interviewed to be represen-
tative of what we were aim-
ing for in our magazine;
articles and information that
would have interest to those
involved in, or, pursuing a
career writing songs regard-
less of what musical classifi-
cation they might fall into.
And, here we were on our
way to talk to Jim Weatherly
in the office of his publisher,
Larry Gordon of Rip/Keca
Music, Inc.

It was fortunate that Jim
was in town and could take
time out from recording his
new album to talk with us.
We felt we would have been
hard pressed to come up with
somebody who represents
what Jim does; a ‘““today”
happening writer, who has
had his songs recorded as hits
that have reached the Top 40,
R & B, Country and MOR
markets. And, as a singer-
songwriter, has had a hit
record of his own.

I, personally, was going
to meet Jim for the first time
and was wondering what to

by Paul Baratta

expect. With a string of hit
songs behind him like,
Neither One of Us, Midnight
Train to Georgia, and You're
the Best Thing that Ever
Happened to Me, all coming
in a very short period of time,
it occurred to me that that
was an awful lot of success to
assimilate quickly. I felt a
very strong relatedness to his
songs and felt 1 knew where
he was coming from. And 1
was hoping that meeting him
would add to my apprecia-
tion of Jim as an artist and as
a person.

Well, success has not
spoiled Jim Weatherly in the
least. After speaking with
him for just a few minutes
you become aware that he is
warm, grateful for his suc-
cess, aware of who he is, and
very relaxed with that knowl-
edge. He has worked hard to
get where he is today both
professionally and personal-
ly, and projects an enjoy-
ment at having gotten there.

Jim Weatherly was
born in the town of Pontotoc,
Mississippi, 32 years ago and
began writing songs when he
was about 13 or 14 years old.

“It was just a hobby,”” he
says. ‘‘I don’t know why I
began writing. I don’t think
anybody really does know
why they write. If they tried
to think of why, they
probably wouldn’t be able to.
It’s kind of like going to
sleep. If you thought too
much about going to sleep,
you probably wouldn’t be
able to do that either.”

But writing was some-
thing Jim could do and
wanted to do. He wrote all the
time he was in high school
and on through college. He
wasn’t achieving any degree

of commercial success at that
time but he was putting
himself in a position to work
at his craft and gain valuable
experience. He was in a rock
group that called themselves
‘““Gordian Knot’’, and during
the summer, they used to
travel. One such summer
they came to Los Angeles,
and liked it so much, they
decided to stay and not go
back to school. During that
period, Jim was into trying to
make the group successful
and actively pursued trying
to get a recording deal.

“My writing was mainly
for the group and mainly just
a side line. You know, 1
wasn’t really concentrating
on pushing that end of it. It
wasn’'t until after the group
split up that I decided to
focus on my writing. And that
came about as an accident
too. You know, I’ve really
been fortunate. 1 know a lot
of guys probably haven’t been
as fortunate as I’ve been. It
seems like everytime some-
thing would just about fall
apart, something else would
come along and pick me up.
Like it was out of my hands; I
didn’t really cause it; some-
thing else caused it. When the
group was about to split up I
didn’t know what I was going
to do. I wanted to produce
records, and I was studying
acting, and | was writing. |
was doing everything and I
wasn’t doing anything well.”’

Jim was 26 at this time
and the ‘‘something else’’
that came along was a friend
of his who took him over to
see Jim Nabors one evening

to play some songs for Jim
and his producer, Joe Guer-
cio. He played them a lot of
songs he had been holding
back and they liked them.
They told him that if he ever
wanted a job, he could have
one writing songs for Jim
Nabors.

‘“‘Boy, that was like a
breath of fresh air, because I
was really concerned with
where 1 was going to go. At

Photographs by Joanna Cucinotta

the time the band had one
more job to play in Mobile,
Alabama. It was terrible.
Everybody was ready to split
up after that particular gig,
and we did. We just split.”’

Weatherly called Nabors
when he got back in town and
said if he was really serious
about his offer, that they
should work out some kind of
deal. They did.

‘I wrote for him for two
and a half years while his
variety show was on the tube.
I knew at the time I made the




deal that that’s not where |
wanted to be ultimately. But
I knew it was a very good
stepping stone and it was also
the first time I was ever paid
to write.”’

Outside of the security
offered for a period of time,
not a lot happened. A few of
his songs were recorded but
nothing big came out of it.
Eventually, the Jim Nabors
Show was cancelled and Jim
Weatherly was back in the
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same boat wondering where
he was going from there. He
had saved enough money to
live 6 months to a year —
depending on how conser-
vative he was. ‘I was very
conservative,”’ he says. ‘‘Lots
of peanut butter!”’

While at the University
of Mississippi, Jim playved
quarterback on the football
team. This interest led to his

)
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next career stepping stone.
He had been playing touch
football with a group of guys
during the time he was writ-
ing for Nabors. One of the
group turned out to be a
producer/writer named Gary
Usher, and Jim approached
him to listen to his songs.
Gary was impressed enough
to send him to Larry Gordon.

Larry more than liked
the songs; he loved them. ‘I
was exceptionally impressed.
I listened very carefully to 22
songs and was waiting for a
bad one. For my particular
set of ears there wasn’t a bad
song in the group.”’

The year was 1972 and
Jim Weatherly had finally

¢¢ Everybody wanted
me to be something
different than
what I was. ??

found someone who really
believed in him. That tape
included, Midnight Plane to
Houston, which later became
Midnight Train to Georgia,
Neither One of Us, Finer
Things in Life, and Once in a
Lifetime Thing.

Jim had played that
same tape for many other
people but no one got excited
enough not to let him walk
out of their office.

““The thing is I would go
see people and I had some
really good response but
everybody wanted to make
changes. Everybody said,
‘Yeah, you really got poten-
tial, but I think you ought to
start thinking along this line
or that, or you ought not to
write so negative. Don’t
write such sad songs.’
Everybody wanted me to be
something different than
what I was. But, nobody was
really negative to me. They
were all fairly positive. But, [

continued on next page




Jim Weatherly / continued
couldn’t find anyone who
wanted to pay me any money.
Songwriting is like anything
else. If you don’t get paid for
it, you don’t eat. I met Larry
and we worked out a deal and
he became my guardian
angel. He kind of took care of
me for awhile when I didn’t
have anything. But the main
thing Larry did for me was he
believed in my songs as much
as I did. Even when I wanted
to make changes, he was
against it, where as every-
body else wanted me to make
them. I became so aware of
analyzing the songs that
sometimes I would become
over analytical. I would play
them for Larry and he would
say, ‘don’t change it. Don’t
change it. Let’s just run with
it.” So it has become a very
good working relationship.”’
Jim is both a songwriter
and an artist. Larry Gordon

explained where they have
been putting the emphasis.
‘““We are taking the posture
that Jimmy is a songwriter
first and an artist second.
Qur main function is to have
people record our songs.
What better pleasure can
anyone have than to give a
brand new artist a great
piece of material and all of a
sudden that artist has a
career. To have what we con-
sider to be a heavyweight
artist cut the songs is
obviously a thrill too.”’

Jim writes about twenty
songs a year on the average.
Some songs take him about
an hour like, Neither One of
Us. Others take him a year
and a hallf.

‘““The reason a song takes
me a long period of time is
because I am so aware that it
can be a good song. So I wait
until it is. T don’t want to
rush something out that I

€S If I had listened to a lot
of people, I would have gotten
very depressed and thought
I was a bad writer.?”?

know deep down is not right.
I wrote a song called Once in
a Lifetime Thing that took me
a year and a half to write.
And all I lacked for all that
time was four lines.”’

What really helped Jim
find his direction as a
songwriter was a meeting
with Jimmy Webb at Johnny
Rivers’ house. Johnny had
asked Jim to fall by one even-
ing to play some songs and
when he got there it was just
the three of them. Jim knew
that Webb had written By the
Time I Get to Phoenix
because it was on Johnny
Rivers’ album, but he didn’t
know too much more about
him.

‘“Webb sat down at the
piano and went through
Didn’t We and Galveston and
all those beautiful songs and
they were just so honest and
so emotional. It was like he
was sitting right there and
baring his soul. That was the
first time I had ever heard
anybody do that. That is
where I took the approach of
just being totally honest with
a song. Most of my songs are
very personal. With some I
just fantasize on certain
situations but they are honest
situations. They are realistic.
There is nothing really phony
about them. And I like to try
and come up with titles that
are so obvious that they are
overlooked sometimes. Like
you always hear people say
that’s the best thing that ever
happened to me.”’

With the discussion of
titles bouncing around, I
asked Jim how Midnight
Plane to Houston was
changed to Midnight Train to
Georgia. ‘‘Sonny Limbo
wanted to record the song
with Cissy Houston. Sonny
felt that because Cissy is a
black artist, and they
recorded in Atlanta, it made
sense to change the title.
Larry just told him to go
ahead and do it.”

Of course, the song even-
tually became a big hit for
Gladys Knight, and Larry
explained how the
relationship between
Weatherly songs and Gladys
began. ‘‘Joe Porter was going
to produce Gladys and was in
my office screening material.
I had sent him Midnight
Train to Georgia, 8 months
prior to that. Every once in a
while we would talk about it
and I would ask him when he
was going to cut that song.
There were also 4 or 5 others
that Joe listened to that I felt
very strongly about which all
later became Gladys Knight

songs. Anyway, to make a
long story short, Joe had a
creative meeting with Gladys
and 5 or 6 songs were picked
at that time. I can’t
remember them all, but
Where Peaceful Waters Flow
was one, and Midnight Train
to Georgia was another, and
Neither One of Us was the
first.”

It’s hard to put your
finger on what influences a
person to become a writer.
Once that indefinable
impulse and need to write is
present in an individual, then
probably everything that sur-
rounds that person influences
him and shapes his future
ability and the emotional well
he has to draw from. Jim’s
mother tells him he used to sit
on his grandmother’s porch

Songs by Jim Weatherly
on the charts

Neither One Of Us
Between Her Goodbye And
My Hello
Where Peaceful Waters Flow
Midnight Train To Georgia
Love Finds Its Own Way
Best Thing That Ever
Happened To Me
all by Gladys Knight
and The Pips

Best Thing That Ever
Happened To Me
Like A First Time Thing
Storms Of Troubled Times
Like Old Times Again
Roses And Love Songs
all by Ray Price

The Need To Be
I'll Still Love You
by Jim Weatherly

Neither One of Us
Just Enough To Make
Me Stay
by Bob Luman

Finer Things In Life
by Red Steagall

and make up cowboy songs.
But he remembers his mother
and aunts listening to Guy
Mitchell, and Johnny Ray,
and Eddie Fisher records and
he used to listen along with
them. But the main influence,
the big change, was when
Elvis came on the scene. It
showed what could be done
with music and sparked
everybody.

“It was taking on new
directions,’’ Jim recalls. “‘It
wasn’t as bland. And that
was when I really became
interested.”’

Jim was aware of coun-
try music as he was growing
up and particularly the songs
of Hank Williams. But he
was never really a fan of




country music circa 1930°s.
He feels that country music
has become far more
sophisticated today.

‘““There are some fine
writers in Nashville. Willie
Nelson, Harlan Howard. Peo-
ple like that. Good song-
writers. Jerry Foster, Bill
Rice. And I like Mickey New-
bury an awful lot. He's one of
the people | really rush to
listen to.”’

Jim feels it’s helpful,
though not essential, if a
writer locate himself in a
center where there is a lot of
music activity. He
remembers that when he was
writing and in Mississippi, he
was aware of a lot of the local
publishers and record labels
around.

*“You know, you always
do that kind of stuff. You're
always trying to make it big
before you know what you are
doing. We used to go to
Memphis and Jackson to
record but the people who
supposedly were in the posi-
tion to help vou didn't really
know what they were doing
either. I know that has
changed a lot today

especially in Memphis.”’

*1f | were to say what
has been most important to
me as a writer is that 1 got to
hnow who | was. A writer has
to know so much about
himself before he can really
know about others. After you
reach that point, the most
important thing becomes
belief. That point of knowing
myself was work. 1 went
through a lot of bad
relationships and analyzed
evervthing. But 1 came out
knowing myself and 1 saw the
honesty reflected in my
music. Then the belief was
easy. | knew the songs were
good because I knew me, and
knew they represented my
feelings honestly. Then all 1
had to do was continue to
believe until somebody else
believed as 1 did.”’

“People talk about dry-
ing up. | personally won’t let
myself believe in that. If you
can keep your ideas fresh, if
vou can keep yvour emotions
fresh when you sit down to
write, there’s no worry.
Should anything like that
ever oceur, I’ve got books just
stacked back with songs and
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ideas ready to reach in.”

Through 5 years with his
group and all the time he
searched for somebody to
believe in his songs, |
wondered if Jim had ever
reached the point where he
wanted to chuck it all.

**I went through some
bad periods, but I think I was
too afraid of what I would go
tu if I did. The best choice 1
had was to go back to
Mississippi and be a football
coach, and the worst was to
pump gas. Neither one
appealed to me. I’'m very
interested in sports, and foot-
ball is a favorite, but it
wasn’t a choice I could make.
I just couldn’t see myself as a
quitter. I’ve never been a
guitter ever, and sometimes
that has gotten me into a lot
of trouble. There are many
times there are forces
impossible to fight. In this
case, | was really lucky. I
think any writer that has
talent and has made it will
tell you, you need a break.
Somebody eventually has to
hear it or has to feel it the
way you do. And you can
knock on the door of many a

In the studio — Larry Gordon, Jim Weatherly, Paul Baratta, Len Latimer.

fine publisher, or producer,
or artist, and just because
they don’t hear it the way you
hear it, doesn’t mean that it
isn’t good. If I had listened to
a lot of people, I would have
gotten very depressed and
thought 1 was a bad writer.
But as I’'ve said, I got really
analytical about the whole
situation and worked my way
through without getting
overly depressed about it. I
just continued to write the
way | felt because I feel like
honesty is the only way to go.
There are a lot of things that
have happened along the way
that helped me get here. I'm
almost sure if they hadn’t
happened 1 might not be sit-
ting here today. You can
analyze it but can’t really
answer it. It’s just impossible
to go back.”

And it really isn’t
necessary for Jim Weatherly
to go back. He’s enjoying
today and anticipating
tomorrow too much to look
over his shoulder. He made
his decision to hop on that
midnight train and it’s the
best thing that ever happened
to him.d

Photograph by Bob Seideman
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Editor’s Note: Robert B. Sour js
special consultant to the American
Guild of Authors and Composers
(AGAC). Princeton ’25. Former
president, vice-chairman Board of
BMI. Vice president, director Song-
writers’ Hall of Fame. Wrote lyrics
for “Body And Soul”, “We Could
Make Such Beautiful Music To-
gether”, “Walking By The River”,
“Practice Makes Perfect”, etc.

When 1 learned of the
forthcoming publication of
Songwriter Magazine my
first question to Len Latimer
was, ‘““Do you intend to
accept advertising from song
sharks?’’ [ was happy to hear
his unequivocal ‘‘No!”’
Because we at the American
Guild of Authors and Com-
posers (AGAC) take the posi-
tion that no songwriter
should ever have anything to
do with a publisher, record
company or anyone who asks
for a fee to have his song re-
corded or published. More
about this later. So many of
this breed do advertise in
magazines aimed at new and
inexperienced writers.

Ever since I went to work
for BMI in 1940 I have been
doing everything I can to
make the innocent, naive and
ever-growing public aware.
(For example, for many years
the questionnaire addressed
to BMI publisher applicants
asks whether the applicant
will charge a fee for publica-
tion or recording. If the
answer is affirmative he is
not accepted; if negative and
at some later date it is dis-

covered that the publisher
does charge fees this consti-
tutes a breach of contract and
the publisher is dropped.) I'm
afraid 1 haven’t done very
well as each year the ‘‘song
shark’’ business increases
and thrives. And why?
Because this group holds out
the promise to every would-
be songwriter, to every
person who has written some
verse or song-poems (what-
ever they are!) that they are
the long sought answer to his
or her hopes and dreams.

Here’s what they offer: A
melody for your lyric or a
lyric for your tune; get your
song copyrighted; lead sheets
or professional copies;
records of the finished work
in any quantity. What makes
it legal is that they do
whatever the writer
contracts for. There is, of
course, a fee for everything
mentioned and for some
things that aren’t. Now there
isn’t anything wrong with
offering a copyright or lead
sheet service but if the
service is offered in tandem
with someone who adver-
tises ‘‘melodies for your lyric,
or lyrics for your tune,”’ look
to have these services per-
formed elsewhere.

Over the years we have
heard from many disil-
lusioned writers who have
spent hundreds, and in some
cases, thousands of dollars.
By the time I get to hear this
sad news the writers realize

that they have been had.

After the immediate glow of
seeing their names in print
the joy disappears. The air-
waves are not full of the
sound of their songs. Noth-
ing, but nothing, has hap-
pened. Incidentally, more
than 90% of the songs so
treated are the work of hope-
ful lyricists whose melodies
are composed by the ‘‘song
shark’’ outfit. There must be
at least one poet in every
family in the United States.

In the past thirty-five
years [ have never heard of a
song which, handled in this
manner, ever made any prog-
ress. No such song got even
half way to first base, much
less scoring a run. Indeed,
how could it? These sharks
make no pretense of
exploiting or distributing the
material they grind out and
accumulate. They are fully
aware of the absence of
talent, ability and certainly
technique of their clients.
(There’s a whale of a dif-
ference between writing
poetry and writing lyrics, but
the average layman doesn’t
know this.) Much of the stuff
they receive is unsettable to
music but that doesn’t faze
the shark. Instead of return-
ing the material, he gets out
the scissors and pencil and
whips it into at least a recog-
nizable song shape, retaining
as much of the original as
they can so that the customer
can still think of it as his/her
own. Then one of their staff
fashions a tune of sorts,
writes out a lead sheet and
the stage is set. First a fee for
re-working the lyric, then a
larger one for composing the
melody. After this a charge
for copyrighting the song and
if the writer wishes it — and
in most cases he does — a rec-
ord is made. Things start get-
ting expensive now, but the
writer is well hooked. He
surely doesn’t want to quit
now. By the time he’s
through he’s in there for a
bundle.

This is where the song
shark quits. He has but one
interest — to extract as much
money from the writer as he
possibly can. He has never
promised that the song would
be ‘‘plugged’’ or that the rec-
ord would be widely per-
formed, if at all. (Actually,
there was one shark who had
a deal with a local disc jockey
to play the records he turned
out once or twice. This
naturally lent more credi-
bility to the writer’s dream.
He was overjoyed for a few

moments and that was the
end of it.)

Many of the sharks
advertise in magazines and
papers all over the country —
‘‘Have your song poem (lyric)
set to music!”’ This is the
bait. You answer and then re-
ceive a letter saying that
they’ll be happy to examine
your lyric for a small fee. You
comply. They write back
saying that your material is
full of real promise; it just
needs a little editing — and
the parade is on. AGAC’s
advice to writers is firm:
don’t answer any such
‘“‘ads”. It’ll only cost you
money.

A legitimate publisher or
record company, etc. only
takes a song in the expecta-
tion that it will make a lot of
money for all concerned. And
this of course includes the
writer.

Nor do they ever place an
ad for material. They have no
need to advertise for songs as
they are literally swamped
with material from profes-
sional songwriters and new
songwriters as well. The
music business is highly
competitive — and songwrit-
ing is a full time occupation,
not a hobby. A songwriter
has to be a songwriter
twenty-four hours a day what
with writing, selling and
pushing his work. As
competitive as it is, with so
many recording artists who
write their own songs, so
many professional writers in
there plugging away, still
new and successful writers
appear on the scene all the
time. So it’s far from hope-
less. And the rewards are
great!

All members of AGAC
can submit contracts to the
Guild for an opinion as to
whether he is dealing with a
song shark.

There is no short cut to
success, certainly not via the
company which puts music to
your words or vice versa for a
fee.

So if you want to be a
successful songwriter the
first and prime requisite is
talent. The second is hard,
unremitting ‘‘stick-to’itive-
ness’’ work. It’s worth it.

For more information
regarding AGAC, please call
or write: In New York: 40
West 57th Street, New York,
New York 10019 (212) 757
8833. In Los Angeles: 6430
Sunset Blvd., Hollywood,
California 90028 (213) 462
1108.




by Brian Ingoldsby

Fditor's Note: Brian Ingolds-
by is Chief Engineer for M.C.A.
Records and has been a recording
eng.neer for 17 vears. He has
written many articles and letters
for colleges and magazines of the
Industry. Besides his knowledge of
the recording mixer-engineer, he
has invented many units used in
the industry. Joe Cocker, Jimmy
Webb, Mick Jagger, Neil Young,
Buffy Sainte Marie, Bobby Darin
and Al Kooper are just a few
artists he has had gold records
with, His most recent records are
with Elton John, Olivia Newton-
John and Leon Russell as Master
Engineer.

His wife, Barbara, has
assisted him in his technical
literary endeavors and will

continue to do so in this series.
Barbara was Brian's Disc Cutting
Engineer when Brian owned
Amigo Recording Studios in North
Hollywood. She cut many hit
masters for the late Bobby Darin
and others.

This is the first of a
continuing series to provide
the songwriter with a (step
by step) guide for attaining
the best possible sound in
demo tapes. The recording
process will be diagrammed
and the characteristics and
advantages of the various
types of magnetic tapes will
be discussed, explaining the
benefits or drawbacks of
each.

In future issues we will
cover such items, as micro-
phone tvpes and patterns as
well as technigues and uses;
tape editing and splicing,
special effects using home
equipment, treatment for
ambient sound isolation, and

space in this column to them
with the answers so that all
may benefit.

We now proceed to
explain the recording Chain.
The block diagram in Fig. #1
shows the complete process of
how a sound source is
recorded on tape and
subsequently transferred to
disc. The path of the sound is
charted for you here from its
source to the listener’s ear.

We now move to basic
instruction of how sound is
transferred to magnetic tape.
Understanding this process
will lead to an improved
quality in your demo tapes.
The sound is put on the
magnetic tape by the tape
record head. This is a
transfer of the sound source
by an electron current as
shown in Fig. #2. As the
magnetic tape comes in
contact with the record head,
it leaves an impression on the
tape. This impression is
caused by the current source
flowing through the coils and
around the poll pieces. This
in turn creates a magnetic
flux force which flows
through the poll pieces onto
the tape across the gap. This
recorded magnetic
impression is now stored on
the tape enabling it to be
played back via the playback
head (Fig. #3). The playvback
head is similar in
construction to the record
head. When the recorded
magnetic flux impression on
the tape passes through the
playback head gap, it
introduces a current flow to
the pole pieces and that
current is amplified through
the playback electronics of
the tape machine, the

back on the tape recorder, we
proceed to a discussion of
magnetic tape (Fig. #1). The
kinds of tape most frequently
used today are made of
polvester, mylar, and acetate
which are coated with
magnetic oxide. The
molecules of the magnetic
oxide form regions called
“Domains’’. These domains
are the smallest permanent
magnets that we know of
today.

In (A) of Fig. #4, the
domains are shown to be in
random directions. The north
and south poles cancel each
other out, thus the magnetic
force equals zero flux and
produces no sound. In (B) of
Fig. #4, the domains are
oriented so that the poles are
the same, thus producing a
positive flux and produce a
sound. Since the recording
gap has a fixed length, a
small section of tape passing
over the head c¢an be
magnetized with several
different polarities and
intensities as it passes
through the gap.

The above knowledge of
the technical characteristics
of magnetic tape can now be
applied to producing a better
sound with vour equipment.
Most home reel to reel
machines run at speeds of 7'
or 3% inches per second as
opposed to professional
equipment which runs at
speeds of 15 or 30 i.p.s. So the
way to get the best quality
run is at the highest speed.
The faster rate of tape motion
enables the same amount of
flux lines to cover a greater
area of tape, reducing such
phenomena as self-erasure
and flutter, while increasing

gquestion is ‘‘How do you care
for and ship prerecorded

09

tapes safely?

Tape should be stored in
a cool dry place, free from
dust and dirt. The best place
to protect the tape is in its
own box.

After a tape has been
recorded and rewound many
times we should rewind the
tape to the head of the reel
and place the machine into
play or run mode and let the
selection storage wind so that
the wrap on the reel is even
and free of stress. Then, cut
off the excess tape at the end
leaving enough blank tape for
a run out.

Thus we conclude this
first article, explaining how
vour tape recorder and tape
can work for you at
maximum performance,
impedance matching, and
how to get the best results
from your acoustical
environment.

4— Tape In \iollon o)

Magnetic Flux

Pole Piece

89 ,

| Current From
4| Record Electronic L

Of Tape Machine ‘

Fig #2 Record Head

& Tape Motion

Pole Piece

many other factors that will | prerecorded signals are then | transient response (clarit'\: of -
serve to upgrade vour | heard through the speaker. sound) and giving more high
recordings. Now that we have an | end or treble to the recorded
We welcome vour | understanding of how the sound.
questions and will devote | sound is recorded and plaved A freguently asked
N o N .
' | ] l ] 1 ] x
r ]
Sound ' MiCToohene Levele(eg:n‘t]rol Record Magnetic | Playback
Source —y 0 P Record Head e Tape "_l’ Head E [
! | Amplifier l |
'L—J — l I' l ' T—‘ Playback : ‘
A *laybac | |
Amplifier ["—"'
I T t- = —1 1 l- I
1 back r (
| 1 S R b bise Dise phcetate Fig #3 Playback Head
And Volume & Listoner | Lathe 4 Cutting 4= “FOTCE N
Control Encloser . «atene -\mphﬁer Head Lacquer B
o SNSSNNSN_gpu
i NSNNSSN
n " . . (A) Unmagnetized Tape
TEIeﬂro Plate lm}»rld r Phono pﬁh\-‘i,’;%k Speaker _[ - SNNSSNS _puo
Toblamp 'l'—"L Finished Cartridge Amp & Level T L& 1 Listener SNNSSSN
Vinyl Records Product Pick-up (}:mlrol Encloser i
(B) Recorded Tape Magnetized
Fig #1 The Recording Chain Fig. #4

13



14




“4’m country,’’ says Clif-
fie Stone, and it’s apparent
that he’s very proud of that
fact. It was nice to see some-
one take such pride in iden-
tifying himself as part of a
musical family. 1 took such
notice of it that I tried to
reach back in my memory
and remember anybody say-
ing, “I’m Rock and Roll,” or,
“my bag is R&B,” or, “I'm
Middle of the Road,”” and
convey anything except musi-
cal classification.

Country music is a
family and Cliffie Stone is
often referred to as its West
Coast King. He’s a big, gen-
tle, bear of a man that began
in the business as a stand up
bass player at age 17 when
country music was more
western.

““The old Chisholm Trail,
Rye Whiskey, and Blood on
the Saddle; now that’s what
the real cowboys sang,” Clif-
fie relates. ‘“What people re-
fer to now as country-west-
ern, are the songs Gene Autry
and Roy Rogers did in the
movies. What we know as
country music today is far
different than that. The
boundaries between country
songs and pop songs are
breaking down and more and
more we see hit records cros-
sing over from one market to
another.”’

The growth and popu-
larity of country music has
made giant strides forward.
Where there were once some
200 radio stations 15 years
ago that programmed coun-
try music either part time or
exclusively, there are now
close to 3000.

Cliffie feels that there is
a greater opportunity as a
writer in the country music
field because it is not yet the
jungle the pop field is. And,
he also feels that for those in-
terested in being singer-song-
writers, they would find it
easier if they worked on get-
ting one of their songs re-
corded by an artist who al-
ready has a recording deal.

“There are 10,000 people
who want to record but only a
few hit songs. If you have a
hit song it will open the door
for you. We knew Tom T.
Hall as a writer but the min-
ute Jeannie C. Riley had a hit
with his Harper Valley
P.T.A., he became a record
artist.”’

‘““The most important
thing with a song becoming a
hit is timing. I recorded Six-
teen Tons with Merle Travis
in 1947, and nobody even
knew it was out. Ten years
later Lee Gillett and I re-

A Rap with Cliffie Stone

€¢ There are 10,000
people who want to
record, but only
a few hit songs. ??

¢¢ They should always
know what the number
one song is in
country music.??

Cliffie Stone has been one of
Country Music’s most successful
figures on the West Coast,
having been a successful manager,
record producer, and publisher.
He started in the music business as
a bass player and eventually
wound up producing his own musical
variety TV show in Los Angeles.
He has managed such artists as
Dorsey Burnett, Molly Bee, and
Tennessee Ernie Ford, was executive
producer of Ford’s network TV show,
and produced his records.

He is currently the Director of
Country Music Division of ATV Music
for publishing and recording.

Photographs by Fred Etkin

corded it with Ernie Ford and
it sold 6 million records.
Fastest selling record Capitol
ever had.”

It’s important that a
writer write with a specific
artist in mind according to
Stone. It provides a direction
in which to go. And it’s also
important that he listens to
the radio and be aware of
what trends there might be
and what songs are hitting.

‘“They should always
know what the number one
song is in Country music,’’ he
savs. “If this is going to be
their profession, they’re
going to have to approach it
as a business. They’re going
to have to make an invest-
ment of time and resources.
They have to read as much as
they can to know what’s
going on in the industry and
listen to as much music as
possible. And to know how to
submit material correctly. I
prefer a writer send me a tape
with about 3 songs on it. I
listen to maybe 10 or 15 songs
every morning when I first
come in to work and I'm
fresh. They don’t have to
send a lead sheet. I like a
copy of the lyrics and a 7'%
ips tape. In terms of produc-
tion, a clean tape with piano-
voice or guitar-voice demos is
sufficient. Oh, a little rhythm
section behind the singer
helps but you don’t need
vocal groups or big
orchestras. If it’s a lousy
song and you have the phil-
harmonic behind it, it’s still a
lousy song. Leave a little bit
to the imagination because
everybody that gets involved
with it is going to want to
play genius and justify his
existence in the process. I do
it myself. You know, things
like, ‘I think we should add
vibes behind this section’, or
‘it would really make the rec-
ord if we double the voice in
the chorus’. This way when it
becomes a hit we can all take
credit for it as long as we’re
all not in the same room at
the same time. And the tape
should be listenable. Some of
these tapes come in and you
can’t even hear the lyric. The
people get a little one track
tape machine, record the tre-
ble end of the piano with the
voice off in a closet, and, boy,
you gotta be a seer to hear a
song through that. You gotta
invest a little. Not expensive
masters because there’s
probably $20 million worth of
masters floating around
Hollywood hoping to be sold
that will never see the light.”’

There was once a pop-

continued on next page

15



Gliific Stene

continued

ular concept that **if it wasn’t
recorded in Nashville, it
wasn’t Country”’. As musical
boundaries have been blend-
ing one into the other, fewer
people have been hanging on
to this theory and ‘‘West
Coast country records’” are
becoming more frequent.

“I’ve got to say this,”
says Cliffie, ‘“‘Nashville has
done more for Country music
than any other area. But the
West Coast has a lot of good
writers and there’s been a lot
of recording out here by
artists like Ray Price and
Tanya Tucker. Molly Bee and
Tex Williams had chart hits
on songs recorded in Los
Angeles. And, of course, you
have all the country activity
in Bakersfield; Merle
Haggard and Buck Owens. If
I was a young writer writing
country songs, I think I'd go
to Nashville. There’s more
opportunity there because
that’s where all the record
labels are. At the same time,
the competition is stiffer
there than L.A. because
that’s where most of the writ-
ers do go. But then again,
there’s more places you can
go with your material in
Nashville.”’

Writers approaching

publishers with their ma-
terial often come up against
the great American con
game: in order to get your
song published, you need a
publisher, but the publisher
won’t take you unless you’ve
had a song published. Cliffie
is sensitive to this and sets up
his schedule so that he can
take the time to listen to new
writers. He asks them to
bring in 3 songs that they
really believe in.
Occasionally a writer will
bring in 40 songs and tell him
that they’ve written 200.

“It hurts the credibility
of the writer if the first thing
he hits me with is a tape so
lengthy that nobody could
listen to that many songs dur-
ing the course of an appoint-
ment. If [ heard three songs |
liked, I’'m sure I'd ask to heat”
more. One writer called me
on the phone and said he’d
like to sing some songs for
me. So he came in and sang 3
songs and | said, ‘don’t
move’. We have our own
record label and if someone
comes in here and gives me a
song that could be a smash
for one of our recording
artists, you can bet I'll sign
him before his guitar strings
stop sounding.”’

In writing songs, Cliffie
hears one error that young
songwriters make more fre-
quently than any other.

€€ It hurts the
credibility of the
writer if the
first thing he hits me
with is a tape so
lengthy that nobody
could listen to that
many songs during
the course
of an appointment.®?

‘“Somebody will have a great
idea, just a super idea, with a
great title and for the first 8
bars, it’s dynamite. And then
they wander. They don’t
hang in with the original
thought. They get off into
another melody and, the first
thing you know, the whole
idea gets watered down. So if
a writer has a good idea, a

good title, he should see it
through. Titles are important
in country music. Much more
so than in pop. | mean, what
do some of these pop titles
mean? Country music tells a
story. And most often has a
good title and a good melodic
hook. Verse, chorus, verse,
chorus, maybe a bridge . ..
that’s traditional but not the
only way. One of my writers
wrote a song that was all
verses. And he wrote it de-
liberately for it to be all
verses cause it builds . ..
kind of a Snowbird. 1 also
have a song we released on
Granite called ‘““The Blue-
Jjay”. It’s not like any other
song I’'ve ever heard. It’s a
true story that this fellow
Phil Fahrney wrote about his
wife who passed away. She
had a pet bluejay and when
she died, the bluejay dis-
appeared too. The story is
he’s walking down a path
alone and the bluejay isn’t
there and he’ll never see the
bluejay again and so forth.
It’s a very emotional type
record and this guy had never
been a big writer, but he
wrote this with his own guts
and it’s an emotional experi-
ence. Those are two
characteristics of country
songs: they’re emotional, and
they’re direct. ‘‘Silver
Threads and Golden Needles,
can’t buy my love’’. It’s not

Cliffie Stone produced and emceed a television show, Hometown Jamboree, from 1950 through 1961.




complicated, it’s not tricky,
it’s not intricate, and it
doesn’t take a genius to
figure out what the lvries
say. It’s just a nice song.”

( ot

¢¢ Booze, broads, and
truck drivers. 99

Cliffie says the 3 most
popular themes of country
songs are ‘‘booze, broads,
and truckdrivers” I would
say booze would be bars,
honky tonk songs, and so
forth. Broads would be the
triangle, unrequited love,
and the husband leaving the
wife, and truckdrivers are
both of the former. I guess if a
guy could write a song about
a truckdriver who is having
an affair in a bar with a
waitress, who’s married to

the bartender who’s getting
drunk because he doesn’t
want to lose her, he’d have a
smash on his hands.”’

Cliffie is very serious
about his music though. He
feels country music will con-
tinue to hold it’s own and
hopes it doesn’t get any big-
ger. He thinks there is a big
danger of it losing identity
and being absorbed into one
giant category whose boun-
daries are barely discern-
ible.

“I like it like it is. I think
it’s really super now. We’ve

¢¢ Those are two
characteristics of
country songs.
They're emotional and
they’re direct.??

\\( vo ! :".;l

GOLDS

€€ I'm Country.??

proven our point and we’ve
said, ‘hey, look at us; we’re
great. We're not a dumb kid
with a lousy guitar singing on
a streetcorner. We can go into
Carnegie Hall. We can go into
Madison Square Garden. We
can go into the Hollywood
Bowl. We can go anywhere in
the world. And country music
says it straight. It’s direct
and emotional and topical

Tennessee Ernie Ford appeared as a regular for five years before he hit it big.

and it tells a story of America
while it’s happening. About
the energy crisis, and run-
ning out of gas on the free-
way, and they won’t let me
turn my lights on but they
want to raise the light bill. I
think that’s the greatest.”’

“I’m country,’’ says CIlif-
fie Stone.

You bet your britches he
is. P.B.d
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If enthusiasm were sold
over the counter, Snuff Gar-
rett would be its greatest ad-
vertisement. His ir-
repressible energy and enjoy-
ment of the music business
make him seem more like a
fan than one of the industry’s
most successful record
producers for the last 16
vears. But for a man who
dropped out of school at age
15, who is not a musician, and
who cannot read or write
music, enthusiasm has been
an indispensable commodity
and Snuff believes nothing is
possible without it.

“How many people you
know can sit around and
mope all day and do good,”

¢¢ The Night the Lights
Went Out in Georgia
was written for Cher,
but Sonny Bono threw it
back at me and
said it wasn’t a hit.??

he asks? ‘*Ain’t any I know
of. You’ve got to keep your
enthusiasm up. I'll tell you,
years ago I had a terrible day
going; an awful day. Per-
sonal life was in havoc . ..
just a bad, bad day. I let my
personal influence dictate
what I listened to. And I
turned down two straight hit
songs for Bobby Vee. Both of
them were written for him
and I turned them both down.
One of them Burt Bacharach
wrote called, Blue on Blue,
and right after that I turned
down another song that had
especially been written for
him called Can’t Get Used to -
Losing You. Turned two
down right in a row. And I'll
never forget that day. If you
put yourself in the position of
not bringing enthusiasm to
your work, you’re up the
creek.”

If you’re familiar with
rural life down in Texas, you
would recognize Snuff’s
name as a twist on a popular
product in that neck of the



woods called Garrett Snuff.
It’s a name Tom Garrett
made famous as the zaniest,
best disk jockey in down
yvonder Top 40 radio. He
began at radio station KLIF
in Dallas as an errand boy
when he dropped out of
school. One of the first things
he learned was that the real
movers and shakers in the
music business were record
producers. Barely old enough
to qualify for a driver’s
license, Snuff quit his job and
was off to Hollywood to
become a record producer.
Living in the back seat of his
car off a street in Hollywood,
and changing clothes and
brushing his teeth in a ser-
vice station toilet, Snuff
pounded the pavement going
from record company to rec-
ord company offering his
production services.
Although charmed by his
enthusiastic optimism, the
industry was underwhelmed
with the youngster from the
sticks who wanted to start at
or near the top.

“Boy, was I ever naive. |
told my boss, Bill Emerson,

¢¢ You goin’ out there
with all
them degenerates? ??

at Big State Distributors, 1
was coming to California and
he almost had a heart mur-
mur. ‘You goin’ out there
with all them degenerates?’ |
told him I was and that he
should mail my check to
General Delivery,
Hollywood. You know, the
Hollywood Post Office. He
sent it to me too. Sent me $30
a week for a month to help me
get started.”’

When this ran out Snuff,
in order to eat, took a job as a
clerk at what was then the
center of the retail record
business in Hollywood,
Wallich’s Music City on the
corner of Sunset and Vine.
While there, he met Al
Bennett who was to become

one of the important figures
in the music business during
the 60’s. He gave Snuff
shelter, encouragement, and
this advice: ‘“‘Go back home
and grow up.”’

Although hard to
swallow, he went back to
Dallas and during the 1957-

o

¢¢ Nobody sleeps with
the King of the cowboys.
Except his horse. ??

1959 period became one of the
most popular DJ’s in the
history of Texas radio. At 19
he had done everything he
wanted to do in radio. He
came back to try Hollywood
again where Al Bennett was
now head of Liberty Records.
He set up his office at a pay
phone, called Bennett from
there, and when told Al was
out, left word for him to call
back.

“‘So he called me back at
the pay phone I stood at and
took me out to dinner that
night, and I ate like the Rus-
sians were fixing to beat
down the doors. Two steaks,
three salads, 4 boxes of milk.
And he gave me a job as local
promotion man. I kept telling
them I should be producing
records and they kept saying
nooo. Well, one day I heard
they were going to cut this
song with Gogie Grant, and I
said that they couldn’t cut it
because it had already been
recorded. They told me it was
a brand new song, and I said
‘that song’s been cut nine
months ago on Decca and 1
named the artist and the
number and all that.” They
checked and found out I was
right. They got real mad at
the publisher who had said
there hadn’t been a record on
it. And they said to me, ‘You
really do know a lot about
songs’, and they let me cut
my first records at Liberty.”’

Snuff’s knowledge of
songs has come through hard
work and his love and
enthusiasm for his profes-

sion. It started while he was
an errand boy at KLIF,
““They wanted to get rid
of the old 78 library,’’ he
says. ‘‘This was when 45’s
were coming in. So | switched
the library over and took a lot
of the old 78’s home with me.
I must have listened to a few
thousand records. Both sides.
I’d just sit everyday and
listen to those records. And
man, | heard some stuff that
made me ask, ‘why did they
ever put that on wax?’ And
then I heard some others and
asked, ‘why weren’t they
hits?’ And then | heard some

¢¢ ] choose songs and
make records for the
people to buy. 99

others that were hits and
could understand why they
were. And | think | started
forming my own opinions
through that period. It’s
something every songwriter
should do; listen a lot to
everybody else’s music. After
a while you get to know what
values are important for you
to listen for, and how they
can be used. Everybody hears
evervbody else’s music. And
I’m not saying they steal. I'm
saying whatever you hear,
whatever you got in your
head, or whatever you listen
to, is what’s going to come
out in the things you do. So
the more input a writer has in
the right direction, the more
output he can put out in the
right direction. That
exposure has even helped me
when I’'m working with
arrangers. I’m always look-
ing for them to come up with
interesting intros, or distinc-
tive ideas. They can really
help a good song become a hit
record.”’

Five years after his first
two top ten hits at Liberty,
Johnny Burnette’s, Dream-
ing, and Bobby Vee’s, Devil
Or Angel, and after becoming
Liberty’s major producer, he
went out on his own and

teamed up with a young
ar-anger-pianist from
Oklahoma — Leon Russell —
and formed Snuff Garrett
Productions. Their first
prcduction was This Dia-
moad Ring by Gary Lewis
and the Playboys. It sold
1,350,000 copies. They
followed with seven straight
top ten records. Four vears
later, at age 30, he sold his
company for over $2 million
anc retired. After a year of

$€ It’s something
every songuwriter
should do; listen
a lot to evervbody
else’s music. 29

inactivity and nowhere to
direct his enthusiasm, he
came back and has hit with
seven more top ten singles.
That gives him a total of 27
top ten records and all have
come using outside writer’s
material.

‘““I've never had a self
contained artist. Except in
very rare occasions, I feel the
most important element of a
reccrd’s success, is the song.
The Night the Lights Went
Out in Georgia was written
for Cher, but Sonny Bono
threw it back at me and said
it wasn’t a hit. 1 really
believed in the song so I went
back to the writer, Bobby
Russell, and suggested we
cut it with Vicki Lawrence,
Bobby’s wife at the time.
Bobby liked the idea and we
did it. Sonny was right; he
was absolutely right. Sales
on the record were held down
to only 2 million copies!”’

Snuff has worked with
some of the most important
figures in the industry. When
he took over as head of A & R
for Liberty, he gave Phil
Spector his first job. ‘‘I
thought he was really
talented and hired him as an
A & R man in our New York
offiee,’”’ he recalls.

Snuff is currently
producing Frank Sinatra’s

continued on next page
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continued

““I’d first get me
a book with
a list of music
publishers.’’

—
latest record. ‘‘Johnny
Durrell, who wrote Dark
Lady, writes for me,”” Snuff
told us, ‘‘and wrote this great
song called The Only Couple
On The Floor, and I sent it to
Mr. Sinatra because |
thought it would be a good
song for him. He called me
and said he loved the song
and told me, ‘“I want you to
produce it.”’ I'd like to have

fell over. He’s tough on songs
and the fact that he liked this
one was flattery enough.
That he asked me to produce
the date on top of that was
sensational. He's a
marvelous man to work with
and real easy to get along
with in the studio.”’

And then there’s Roy
Rogers. He had been an idol
of Snuff’s most of his life, and
knew him on a social level.
One day they were salmon
fishing together, and Snuff
said, ‘I got a great idea for a
song. It’s called, Hoppy,
Gene, and Me. Roy said, ‘let’s
hear it.’ I told him, ‘I can’t. |
haven’t written it yet.” But I
started really thinking about
it when we were layin’ in bed.
Separately of course. Nobody
sleeps with the King of the
Cowboys. Except his horse.”

Snuff’s joke telling and
light hearted demeanor in his
work could frequently mis-
lead people about his
approach to his craft. “I’'m in
this business to do what |
enjoy doing. And that’s out
there hustling, and running,
and jumping, and doin’
whatever I can do, you know.
I take pride in what I do. But

I’m not out to win the award
for the greatest record that
didn’t sell. I choose songs and
make records for the people
to buy. This isn’t a popu-
larity contest. It’s a business
and, for songwriters, it's
bigger than it ever was.
There’s eight million outlets
today to get your material
shown and recorded. We're
big enough now to have our
own magazine. It was
unheard of ten years ago. It
couldn’t have happened.”’

We asked what advice he
would give a songwriter wan-
ting to come to a major music
center? ‘‘You can’t give up
wife, family, home, country,
everything, on a lark. When
you get out here, there ain’t
nobody going to welcome you
with open arms. It’s a com-
petitive business like any
other. 1I'd first get me a book
with a list of publishers.
Then I'd write to some of
them and say. ‘I'm going to
be in L.A. or N.Y. for a
specified amount of days, and
could I please have an ap-
pointment with someone in
vour office to listen to
material?’ Try to get yourself
a week or two, or even a

month, whatever you can
afford to be away from what
vou have. And be enthusi-
astic. It’ll really get your
head turned on. If you let
vourself sit down with a sad
face all yvour life, you'll wind
up wondering why things
didn’t come your way.”’

We wondered if there
was anything that could
make Snuff’s face sad? Like
having a song that he
believes in thrown back at
him and told it isn’t a hit.
““Hell no’’, he says, ‘‘that’s
all part of it — 1 think that’s
fun. The only thing . . . well,
every once in awhile I get
somebody to say, ‘well, what
do you care? You’ve made all
the money.” Well hell, that
don’t have anything to do
with it. I'm down here trying
every day just as hard as |
ever did — harder, you know?
And it’s not like anything
else. It’s not just the money.
It’s doin’ what 1 want to do.
Being involved in things I
enjoy. That type of thing. I’ve
been very fortunate. and
financially 1I'm doing well.
And it’s fun because this is
what I chose to do when I was

15.” P.B. d
Snuff calls him Mr. Sinatra.




Compesition

Chord Progressions

by Dick Grove

Editor’'s Note: Dick Grove,
one of the industry's most versa-
tile and creative talents, has com-
posec. music for most of the major
television shows, written
arrangements for mnumerable
nightelub performers and heads up
the Dick Grove Music Workshops
that offer 67 classes in 28 different
subjects ranging from compo-
sition and lyric writing, to
harmony and theory, and arrang-
ing. Mr. Grove has been nomi-
nated for a grammy and was on the
faculty at Westlake College of
Modern Music which, along with
Berkley in Boston, was a fore-
runner school in popular jazz
education.

This is the first of a
series of articles dealing with
various aspects of contem-
porary composition. Each
article will cover a specific
area that should increase
your ability to write more ef-
fectively and speed up the
actual writing process.
Certain prerequisites are re-
quired to understand the
various concepts. Basics such
as an ability to read music,
chord spelling and knowl-
edge of intervals are impor-
tant. If the reader has prob-
lems in one or more of these
areas he should consult any
number of publications that
are available in the subjects.

This article will deal
with the role of the chord

COMING
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ISSUE!
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Barry Manilow

Manilow’s music, McDonalds,
Midler, Mandy, eracle Maglc

Jim Fogelsong
President of Dot Records,
Producer of Roy Clark, Diana
Trask, Connie Van Dyke, etc.

Sidney Goldstein
Publishing then and now

Plus Much More!

progression in a compo-
sition. As each chord moves
to each succeeding chord, a
relationship is established
between each of the roots of
the chords. These
relationships are defined by
establishing the interval, or
distance between each root.

SITUATION #1
The strongest root movement
is that of a Perfect 5th or 4th
interval. (See Examples #1A
and #1B)

In Example #1A the roots
move down a Perfect 5th or
up a Perfect 4th interval.

In Example #1B the roots
move up a Perfect 5th or
down a Perfect 4th interval.

SITUATION #2

Another strong root
relationship is roots moving
up or down chromatically.
(By half step intervals) (See
Examples #2A and #2B)

SITUATION #3

A third type of relationship is
that of roots moving
diatonically or scale-wise up
or down. (See Examples #3A
and #3B)

These three types of root
movements are typical of
most modern music . . . jazz,
standards, soft rock, etc. The
reason that these particular
root relationships have the
strength and consequently
are the most used, is that they
define a tonality or key area.
Because of the fact that a
tonality or key area is the
basis of our contemporary
music, we must utilize those
relationships that best affect
our modern sound of tonality.

SITUATION #4

Roots moving up or down in
Major or Minor 3rd intervals
are illustrated in Examples
#A and #B.

It is rare to use roots
moving consecutively in 3rds.
It, of course, can be done and
the most typical situation
being that of diatonic 3rds
moving downward. (See Ex.
#5)

Other than this
particular situation, consecu-

tive 3rds will be found and
can be used; however, the
overall tonallty or key feeling
begins to deteriorate. This
can be very out of character
with most styles of contem-
porary music. Some rock
styles will utilize this type of
root movement because of the
fact that, harmonically, they
are using relatively small
chord forms built from these
roots . . . usually triads or 3-
part chords.

The general rule of
thumb to keep in mind is this:

When a root moves up or
down a major or minor 3rd
interval, it should be fol-
lowed by one of the first three
situations discussed. (See
Situations 1, 2 and 3)

If this ‘‘Rule of Thumb”’
is not followed, then one of
the stylistic situations men-
tioned in Paragraph 9 will

define the exception.

SITUATION #5

Roots will also meve in an
Augmented 4th or Dimin-
ished 5th interval. (See
Examples #6A and #6B)

When a root moves up or
down an augmented 4th or
diminished 5th interval it
should be followed by one of
the first three situations dis-
cussed. (See situations 1, 2
and 3)

The following example
illustrates the five types of
root movements. (See
Example #7)

Thke brackets between
the roats of the chords speci-
fy the type of interval used.

The circled number, or
numbers, refer to specific
paragraphs in this article
that explain each type of root
movement and its relation-
ship to the rules stated in this
article.
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Nashwille
Conncetion

by Charlie Monk

TUNING UP ——

John Sweers penned the
newest Ronnie Milsap single,
“Daydreams About Night
Things'’. Sweers wrote
Charley Prides’ ‘‘Amazing
Love” .... speaking of Pride
.... it seems that Bobby
David and Jim Rushing won
the toss on the new single . . ..
it’s “I Hope You're Feeling Me
(Like I'm Feeling you)” from
the album, “Charley”. David
wrote T.G. Sheppard’s first
smash, “Devil In The Bottle”.

Lawrence Welk bought the
Jack and Bill Music catalogue,
landing ASCAP Award win-
ningest country songsmith’s,
Jerry Foster and Bill Rice.
Everybody in Nashville has re-
corded Foster-Rice material

except maybe Faron

Young. My favorite Foster-

Rice effort is “Ain’t She Some-
thing Else”, recorded by
capable writer Eddy Raven.

Amazing Rhythm Aces’
lead singer Russell Smith is
also the writer of their smash,
“Third Rate Romance”. The
song was first in a Jesse Win-
chester album called “Learn To
Love It”.

Jerry Gillespie gets better
with each song as evidenced by
Tommy Overstreet's single,
“That's When My Woman
Begins”. Gillespie often
collaborates with Charlie
Black and/or producer Ricci
Mareno.

PRIORITY ADVICE ——
If someone should ask you

for money to publish or exploit
your songs . . .. run'!

VAMPING ——

Incidentally, 1 feel
imminently qualified to talk
about songwriters — especially
country songwriters. 1 have
been working with them (and
their problems) daily for five
years. More than fifteen years
prior was spent spinning rec-
ords and rapping about song-
writers.

Charlie Fields and Don
Riis just keep churning
material with Ruby Falls’ first
single .. .. “He Loves Me All
To Pieces”. Fields and Riis
(along with Bobby G. Rice)
wrote “You Lay So Easy On
My Mind” — the title song for
Andy Williams' Nashville-re-
corded album.

The hottest writer in
Nashville this month is Troy
Seals — with ten singles in one
month including his
single, “Easy”.

YOU CAN'T KEEP A GOOD
SONG DOWN ——

Ben Peters and Vivian
Keith wrote “Before the Next
Teardrop Falls” almost a dec-
ade ago and have had over
twenty major cuts. The song
was introduced by singer

Play keyboards?

Yes?! Then, CONTEMPORARY KEYBOARD MAGAZINE
is something you shouldn't be without. Published bi-month-
ly, CK presents interviews and features on the top names in
keyboard. With record, equipment, and book reviews, PLUS,
how-to-columns by such keyboard greats as Chick Corea,
Bob Moog, Bill Irwin, and Art VanDamme, we are the only
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Duane Dee. Peters wrote “Kiss
An Angel Good Morning”

PLAYING THE NOTES ——

Charlie Rich wrote (with
Billy Sherrill) his newest,
“Everytime You Touch Me (I
Get High)". Included in the
latest Rich album is “She”,
written by an old radio buddy,
Ron Nelson . and Bill
Mc¢cMath and Mark
Blumberg.

Kenny O’Dell (“Behind
Closed Doors™ and “Lizzie And
The Rainman”™) is jumping up
front with his own record of
“Honky Tonk Ways”. Versa-
tile Kenny is a session man,
sings the Wyler's drink com-
mercial and once had a pop hit
singing his own “Beautiful
People”.

Jim Mundy may have a
hit record with Tony Austin’s
composition “Blue Eyes And
Waltzes”, but his biggest thrill
to date is Ernest Tubb record-
ing Mundy-penned “She’s
Already Gone”. There’s talk of
a single.

Bill and Gloria Gaither
are without question the top
gospel songwriters in America.
They record their own material
with brother Danny, but

almost any religious album has
continued on puge 27
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Songwriter
Contracts

by Helen King

Editor’s Note: Helen King, who
for many years has been working
in the interests of unsung
songwriters, started Songbank, a
song protection service, and is
presently devoting full time to the
SRS Membership Organization,
the SRS Music Industry Work-
shops, SRS Forums, and SRS
Information Service.

SRS has been exploring
the realities of ‘‘Popular
Songwriter Contracts’ in an
industry where the pub-
lisher's role is whatever the
publisher chooses to make it.
He can warehouse songs until
the writer finds his place in
the sun and the publisher can
share in the rewards, or he
can take songs selectively,
work them conscientiously
and genuinely earn the pro-
ceeds. Either course is taken
at the publisher’s discretion;
the contract rarely spells out
the publisher’s obligations to
the writer other than to pay
royalties if and when a song
is published. Hence, the
writer must recognize a basic
principle: The best contract
in the world with the wrong
publisher, one who is not
equipped and willing to do a
job for you, can be a
dangerous instrument.

The ‘‘Recommenda-
tions”’ here are a composite of
the work of five top
entertainment lawyers in the
Los Angeles area. Yet they
are only ‘‘recommendations®’
and are all negotiable,
depending upon the
bargaining strength of the
writer, his track record and
his self-assurance.

1. Reversion for Non-
Publication — In the event no
commercial recording is
released within a year — no
more than two years — the
copyright should be reas-
signed to the writer.

2. Renewal — Copyright
shoulc revert to the writer
after the first copyright period.

3. Changes in Title,
Words, Music — No changes
should be made without
approval of the writer.

1. Addition of Lyrics — On
occasion, when a promising in-
strumental is assigned to a
publisher, co-writers have been
added, thus reducing the royal-
ties to the composer.

5. Publisher’s Collection
Fees — It is customary for
publishers to deduct a portion
of the commissions paid to the
Harry Fox office from writers’
royalties. The percentage paid
the Harry Fox office varies
hetween 3'2 and 5 per cent. The
amount deducted from writers’
royalties should not exceed
2% %,

6. Demo Costs — On
occasion publishers will charge
the cost of making demos
against writers’ royalties. The
publisher should absorb the
costs, or the amount charged to
the writer should not exceed
50%. Also, demos may not be

used as commercial record-
ings.
7. 50% to Writer on

Unspecified Uses — Where 2
contract does not specify the
percentage of royalties to be
paid the writer for a particu-
lar use, the writer should
receive 50% of the publisher’s
receipts for that use (i.e. syn-
chrenization licenses, foreign
licenses, ete.).

8. Division of Writer
Royalties — The writers’
share of royalties is not neces-
sarily divided equally. Percent-
ages can be predicated on the
value of each writer’s
contribution.

9. No Cross
Collateralization — A royalty
advance to a writer may be
charged only against the pro-
ceeds of that particular song; it
should not be deducted from
any other songs assigned to the
publisher, or from moneys due
the writer for services other
than writer royalties.

10. Withholding of
Royalties if Felt in Jeopardy
— On occasion a publisher will
withhold writers’ royalties
when a claim has been filed
against him. Royalties should
be paid the writer within a
month after receipt by the
publisher.

11. Fair Division in Case
of Recovery in a Law Suit —
Writer should receive 50% of
any monies recovered by the
publisher in a law suit.

12. Timely Payment of
Royalties — Writers’ royal-
ties should be paid within
thirty days — no more than
sixty days — after receipt by
the publisher. Statements

continued on page 29

It takes a great deal of talent to create a good and sale-
able song. But then your job is only ﬁalf done and
problems arise. What do you do with it? Who do you
sell it to? Who's a good publisher? What about inde-
pendent producers? What kind of songs do they want
and, more importantly, will they listen?

These questions become obstacles which the song-
writer must overcome if he is to become successful.
Tunesmith helps you solve these problems. Tunesmith
is a monthly newsletter that brings you honest,
accurate, up-to-date leads of leg timate producers,
artists, and publishers needing good songs. Besides

iving you important contacts and their hardsto find ad-

resses, we also give you background information on
the person, the kind of songs they need, tips on sub-
mitting your songs, and a monthly analysis of the trends
and styles being set on the nation’s top charts.

Tunesmith is the result of many hours interviewing,
probing, and investigating, to search out those peo Fe
throughout the country who are currently in need of
material and will listen. We cover the gamut from Pop,
R&B, Country to Easy Listening. Whether you're
looking for a publisher, producer, or simply want'to get
recordings, Tunesmith is for you. If you're really serious
about songwriting, our confidential report is a must
(besides, it’s tax deductible).

We guarantee satisfaction! If after your first issue you
do not feel Tunesmith will help your songwriting
ca?elelr, notify us promptly and we’lﬁ)refund your money
in full!

Cut at perforation, fill out below, and mail to:

Tunesmith

P. O. Box 3839
Hollywood, Ca 90028

Payment must accompany order . . . make checks or money
orders payable to Tunesmith .
Plgase send me a sample copy of Tunesmith. Enclosed
is $1.
Enter my subscription for 6 months (6 issues). En-
__ closed is $15.
Ll Enter my subscription for 1 year (12 ssues). Enclosed is
$25.
[ 1 Enter my subscription for 2 years (24 issues). Enclosed is
$40.

Name S B I
Address S
City . S — .

State___

23



24

Whe's Whe?

by Pat and Pete Luboff

Editor’s Note: This is the first
in a series of short interviews with
various people who listen to songs
professionally, such as publishers,
producers and A & R personnel.
The interviews in this column will
provide useful information on how
to find these people, what they do,
their likes and dislikes, and their
advice for songwriters.

4 LOS
ANGELES

Hal Yoergler, Professional
Manager

ABC/Dunhill Music (BMI)
American Broadcasting (ASCAP)
11538 San Vicente Boulevard

West Los Angeles, Ca. 90049

(213) 826-8364

Other offices: New York and Nash-
ville. World wide network of sub-
publishers.

Affiliated with: ABC/Dunhili
Records

Hal Yoergler started in
the music business as a
writer/artist in New York.
He stopped performing and
worked for some time as an
independent songwriter and
producer for TV and film
music. He was General
Professional Manager for
Capitol’s publishing
company, and took his pres-
ent post as Professional
Manager at ABC/Dunhill
nearly two years ago.

Hal says, ‘“As publishers,
we try to stay one step ahead
of what’s happening. We
don’t ask for ‘another’ what-
ever song is on top at the
moment. That’s vesterday's
news. In this business, stand-
ing still is tantamount to
going backwards.”

‘““When showing your
songs, a lyric sheet is a must.
I get put off immediately if a
writer brings in 20 songs on a
tape. Four songs should be
the maximum. We're not
equipped to handle ‘a
cappella’ presentations or
lyrics only. We consider only
songs complete with music
and lyrics. We prefer to have
them presented on reel to reel

[ 2]

ABC/Dunhill does not

Lead Sheets . . . only $] 8 OO

Use for showing or copyrighting your songs!

Our copyists make beautiful, precise, hand-
copied lead sheets for many of the major music
publishers. And they can do the same for you.

Simply send us a simple demo of your song
(reel to reel, or cassete), with voice and either
piano or guitar, and we'll do the rest. If you have
a chord sheet, that would be helpful, but isn't es-
sential. Specify names of writers, title of song,
copyright notation, if any, (i.e. © 1975 by John
Doe). and any other information you want on the
lead sheet. That's all we need to send you a
master copy of your song. You can make your
own copies from the master, or we'll make
copies for you for 30 cents apiece. Include
check or money order for $18 per song payable

to Music House.

“Tausic™

Post Office Box 4577 HOUQE No. Hollywood, Ca. 91607

review any unsolicited
material that arrives in the
mail. Call for audition

appointment.

John Mahan, Professional

Manager

April Music (ASCAP)

Blackwood Music (BMI)

6430 Sunset Boulevard

Hollywood, Ca. 90028

(213) 466-1626

Affiliated with: CBS Records,
Columbia/Epic Records

Other Offices: New York, London,
and through CBS affiliates in 17
foreign offices.

John Mahan has an
extensive background in
practically all phases of the
music business. He has been
involved in radio on three
levels; announcing,
production, and program-
ming for 16 years in Phila-
delphia. This culminated in
three years as program
director of WIBG, one of the
first important top 40 stations
in the country. In the record
industry, he was head of east
coast sales for Epic Records
and then made his move west
to open up Epic’s office on the
coast. He was also sales
manager for MGM Records
before he went out on his
own. John opened his own
production and publishing
firm before he moved into the
publishing field full swing.
He first opened Sun-
bury/Dunbar’s initial west
coast office and later became
general professional
manager for Lawrence
Welk’s publishing firm. John
was one of the original tal-
ents that put together Play-
boy Records and Music
before settling into his cur-
rent post at April/Black-
wood three years ago.

The April/Blackwood
catalog has the songs of such
luminaries as James Taylor,
Laura Nyro, Nillson, Michael
Murphy, Albert Hammond,
Dave Mason and Janis lan.
Some of the songs they
publish are Then Came You,
At Seventeen, Me And Mrs.
Jones, I've Got The Music In
Me, When Will I see You
Again, The Air That I
Breathe, and It Never Rains
In Southern California.

John Mahan comments:
‘““Artists have to prove them-

selves every time they come
out with a new song. It has to
be good or the public won’t
accept it. There are no such
things as ‘‘automatics’’ any
more. This makes the compe-
tition frantic for good new
songs.”’

‘“A song has to make me
like it. It has to be totally
convincing to the point where
it bowls me over. And the
lyrics should be interesting
and original.”

Shada Music (ASCAP)
Chevis Music (BMI)

1650 Broadway

New York, New York 10019
(212) 582-6924

Other offices: Los Angeles, Nash-

ville, Detroit, Foreign sub-
publishers.

The Company produces for RCA,
MGM, Capitol

Bob will listen by
appointment. He is looking
for mature, strong, cover-
able copyrights. (No bubble
gum.) Also, material that
might be used in com-
mercials.

Bob Cobb was producing
for NBC-TV when he met
Billy Davis, the President of
Shada Music. This led to his
career in music publishing.

Shada Music started with
I'd Like to Teach the World to
Sing. They also have Coun-
try Sunshine. Both songs
started out as commercials.
The company is only four
years old, and there’s a gold
record for every year.

Chevis started about ten
years ago with the publish-
ing on all the Chess/Janus
Records. This includes the
Dells and Etta James and
such hits as Rescue Me and
Higher and Higher.

Bob says: ‘‘I feel respon-
sible towards the song
writers that I deal with. |
want to prove myself to them
and give them good reason to
trust me. One of the ways I do
this is to give a reversion
clause in my contracts. If 1
don’t place the song after a
certain period of time, the
writer can have it back by
reimbursing me for the demo
costs.

“The point is to get new
songs circulating. That way |
feel I contribute to a better




music industry with more
and better material.’”’

‘““l advise new song-
writers not to be down on
commerciality. Write to have
songs recorded. Watch the
charts. That’s what's

happening. That’s your
market.”’

L1
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Joel Diamond, President

Bobby Ely, Partner

Silver Blue Music (ASCAP)

Oceans Blue Music (BMI)

401 East 74th Street

New York, New York 10021

(212) 628-6885

Also: Silver Blue Records, dis-
tributed by TK Productions

Joel and Bobby will ac-
cept material sent or dropped
by. Can be tape or acetate.
Must have lead or lyric sheet.
Also, must have a self-ad-
dressed stamped envelope if
you want it back. Looking for
very commercial Top 40 with
hooks.

Joel has worked at Mer-
cury Records, CBS Records,

April/Blackwood Publish-
ing. He started his own com-
panies two years ago.

Joel acts as a catalyst,
putting people and ideas to-
gether. For example, he
found the Addrisi Brothers,
put them together with pro-
ducer Norbert Putnam, and
brought them to Clive Davis
who signed them to Colum-
bia Records. He also found
Dr. Hook and the Medicine
Show, who he too brought to
Clive.

His partner, Bobby Ely,
writes, produces and ar-
ranges. He worked on their
latest project, an Englebert
Humperdinck album record-
ed in Philadelphia with the
Philadelphia (Stylistics type)
Sound. Some of the Number
One records that Bobby has
written are: I Just Don’t
Want to Be Lonely and Love
Won'’t Let Me Wait.

They are actively seeking
and working song copy-
rights. Their most current
success has been with the
Van McCoy (The Hustle)
copyrights.

Joel says: ““This busi-
ness is built on relationships
with people. 1 develop and
maintain my relationships

with many people, so that
when I bring them material I
have a good idea what they
like and how they will react.

“It takes a lot of shoe
leather to make it writing
songs. I pounded the pave-
ment in New York for two
years. Keep riding the train,
you never know which stop
will be yours."’

NASHVILLE

Johnny Virgin, Professional
Manager

Sawgrass Music (BMI)

1722 West End Avenue

Nashville, Tennessee 37203

(615) 327-4104

Other Offices: Houston. Foreign
handled by Acuff/Rose.

Also: Mel Tillis Productions

Mel and Johnny have a
true open door policy. They
will listen to songs mailed to
them and they will see you by
appointment. Please limit
your presentation to three
songs, with a lyric sheet.

Send a self-addressed
envelope with your tape if you
want it back. They special-
ize in Country Music, but also
have outlets for Top 40 and
MOR.

This company was
founded four years ago by
Mel Tillis and Porter
Wagoner. At this point, Mel,
who records for MGM Rec-
ords, is sole owner. There are
10 staff writers including
Ronald McCowan, Ken
McDuffie and Jerry House.
Some of the songs in their
catalog are Arms of a Fool,
Midnight, Me and the Blues
and What Time of Day.

Johnny Virgin performed
in Mel’s band as a drummer
for 3'2 years after working
the road circuit for 8 years.
He wrote a song called I Miss
You Most When You’re Here,
which was recorded by
Sammi Smith and has been at
Sawgress for one year now.

Johnny advises: “‘Write
what you feel rather than
what somebody tells you to
write. If that’s not accept-
able, well maybe you can’t
make it. But once you stop
believing in what you’re
writing, you've lost it. Make
every line count.”’

Record
yourself

Now’s the best time ever to get into recording.
There’s a tremendous array of new gear that's just
come out offering more capability at less cost than
ever before. On top of that fair tradz laws are
dying, which means we can chop eve1 further the
prices of previously ‘“non-discountable’ products.

It's all shown in our new giant 96->age catalog
along with sound reinforcement systems, micro-
phones, amps, synthesizers and hi-fi components,
Don’t miss out send for it now! Or setter, give us
a call at 805/544-9700 for fast, friendly information,

Warehouse Sound Co.
NEW 96-PAGE CATALOG

Eaohah—R- A _N_ B -N_-N- R B _B_§ -8 N _F ]
WAREHOUSE SOUND CO., Box S, San _uis Obispo, CA,

93405

MAIL,

DEnclosed is $1 for your catalog and the 1976 Music
Machine Almanac sent via PRIORITY FIRST CLASS

Just 2ip me your free catalog via thi-d class mail,

805/544-9700

name

address

city

State

-
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Songuming

You’'ve got to

start off each day

with a song.
by Al Kasha’

Editor’s Note: Al Kasha, along
with his partner Joel Hirschhorn,
has written songs that have sold 25
millien copies, 13 of which have
heen corti}ied gold. The team re-
ceived an Oscar for The Morning
After (from the “Poseidon Adven-
ture”) and again won an Oscar this
vear for Best Song for We May
Never Love Like This Again (from
“The Towering Inferno™). Along
with his busy schedule of writing
for TV, Film, and Records, he finds
time to teach a songwriting course
at UCLA and plans soon to publish
a hook entitled If They Ask, You

Con Write A Song.

Ihe:‘e isn’t a successful
songwriter I know who
doesn’t have at least two
important qualities. One, of
course, is talent; the other,
limitless determination and
tenacity.

It is no coincidence that the
names of certain composers
constantly recur on the
record charts, on motion pic-
ture screens, and on televi-
sion or theatrical marquees.
Some of these names (all
million-dollar writers) are
Paul Williams, Smokey
Robinson, Billy Sherrill,
lLarry Brown and Irwin
l.evine, Norman Gimbel and
Charles Fox, and Marilyn
and Alan Bergman. All of
them excel in different areas
of songwriting, vet they have
one essential thing in com-
mon, beyond talent: Craft.
Very few people spring up in
the dead of night, reach for a
pencil and complete a song on
Inspiration alone. Craft
implies a number of skills
which every professional
composer must call upon
when they are needed. These
include clarity of intention,
valid content, escalating feel-
ing of drama, fresh imagery,
sincerity and a peculiar little
word, prosody, which is of
particular importance.

This series of articles
will discuss these skills in
depth and deal with trends
and transitions, the
marketplace. and various
aspects of songwriting craft

which will enable you to fully
utilize your abilities.

As an example of how ef-
fectively Bacharach and
David utilize the craft in
their song, I Sav A Little
Prayer For You, let us look at
the first three lines:

The moment | wake up,
Before I put on my makeup,
| say a little praver for you.

Prosody, which is the
marriage of lyric and music,
is clearly seen in the first
line. The music rises as the
line proceeds and peaks on
the words WAKE UP, a
perfect syvnchronization of
melody and rhythm, cap-
turing the mood fully. The
place, time and atmosphere
are illustrated at the onset.
The second line points out
that a female is singing, and
further defines WHO she is.
The third and title line
expresses her feeling in
actionable terms and conveys
the depth and sincerity of her
emotion. We now have a com-
plete view of Person, Place
and Problem. The audience
can settle back with some
degree of familiarity and
follow the story without dif-
ficulty as it develops.

The excellent prosody
adds subtly to the
characterization. The first
line moves quickly on the
phrase The moment I, as
though to an accelerating
heartbeat. The second line
repeats the first melodic
phrase a few steps up,
answering and completing it
with makeup. The heroine’s
excitement and eagerness
about this relationship is
defined in a pulsating stac-
cato rhythm on the title line.
Also, as Oscar Hammerstein
pointed out, a listener hears a
song only once, and it must be
written in a concise way,
avoiding excess wordage.
This lyric is basically a series

of short phrases. It is true
that long-winded, prosey
songs are written and
recorded, but they often lack
commercial appeal, and in
any case are no example for a
songwriter who wants to
perfect his craft.

Oscar Hammerstein’'s,
We Kiss In The Shadow
reiterates the above prin-
ciples. He could well have
said, We Stand In The
Shadow, but this way we
know there is a romantic ele-
ment involved, and an action.
The difference in power
between stand and kiss is
immense, and each impart a
totally different meaning. We
Hide From The Moon has an
associative relationship with
the word shadow, and
additionally, the line
develops the conflict. Our
meetings are few and over too
soon indicates the pressure
and despair the love affair
must live under. Again, Per-
son, Place and Problem are

clear, all in eighteen words.

My partner Joel
Hirschhorn and I, on a
realistic and practical level,
always try to relate to the
times and changing
attitudes. We listen to all
artists and all kinds of music,
try to be part of trends, as
well as anticipating them.
Newspapers, books, pain-
tings, classical works . . . all
of these influences can con-
tribute toward giving a com-
poser’s works greater dimen-
sion.

A person who really
desires a songwriting career
must perfect his craft and
discipline himself to a writ-
ing schedule. Sinclair Lewis
felt that the writer’s most
important function was to
write every day. I agree and
feel that if you start off each
day with a song, the craft of
songwriting will become
second nature and provide
vou the opportunity for a
lucrative rewarding career. 4

Nashville Connection / contin: ed from page 22

one Gaither song included. T'he
newest-bestest (in my opinion)
is “I Believe Something Good Is
About To Happen” .... the
title song for the Doug
Oldham-Speer Family live
album.

LADIES CHORUS — —

Becky Foster sings
beautifully . Janet
McMahan plays beautifully —
and both are very talented
writers. Their first two efforts
were recorded by Sonny James
and Lynn Anderson.

Linda Hargrove is hotter
than a depot stove with Johnny
Rodriguez “Just Get Up And
Close The Door” and Lynn
Anderson’s “I've Never Loved
Anyone More” (co-written with
ex-Monkee Mike Nesmith).

Stella Parton wants show
promoters to stop billing her as
Dolly’s sister. She muses “They
come to see a set of 40’'s and I'm
a 32." Stella and Bob Dean,
wrote “I Want To Hold You In
My Dreams Tonight”.

EXTRA VERSE ——

Young Dave Gillon keeps
knocking on the door of suc-
cess. He's the sole writer of
Roy Clark’s new “Heart To
Heart”.

Vaughn Horton
(“Mockingbird Hill”, “Sugar-
foot Rag”, etc.) left me with

this once . . .. “You don’t write
sonzs today, you write rec-
ords.”

Charlie Monk
Associate Regional Director

American Society of
Composers, Authors and
Publishers

Monk’s more than fifteen
vears experience in radio-TV
as a personality and pro-
grammer, and friend of song-
writing greats has lead to:

1) His present position.

2) Doing award winning
Coca-Cola commercials.

3) Commercials appearing
on network TV.

4) Appearing in a German
film.

5) Co-founding successful
Seminars for country and
gospel programmers.

6) Card carrying member of
the Nashville Song-
writers Association,
Country Music Associa-
tion, NARAS, Gospel
Music Association, Mem-
phis Music Inc., and the
Academy of Country
Music.

7) Being an award winning
annotater and humorous
writer.

8) Breadwinner for Royce,
Cammy, Collin, Cappy
and Chip Monk.
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Albums / continued from page 7

Charlie Rich

EVERY TIME YOU
TOUCH ME (I GET HIGH)

Epic PE 33455

Charlie has been the leader
as a country artist who
crossed over to sell records in
the pop market. Produ-
cer/writer Billy Sherrill,
through Charlie, has
introduced a new country
music by adding strings to his
recordings of country songs,
and adding that special
production style that says,
‘produced by Billy Sherrill.”’
Great album and great
arrangements.
Best cuts:

“KEvery Time You Touch
Me’’ (I Get High)

“All Over Me”’
““Since I Fell For You”’

Tony Orlando & Dawn
GREATEST HITS

Arista AL 1045

The group is a songwriter’s
favorite; a perfect example of
what most publishers call
commercial. The majority of
Tony Orlando & Dawn hits
were written by the super
successful team of frwin Le-
vine and Russell Brown and
produced by Hank Medress
and Dave Appell. Good al-
bum to study.

Barry Manilow
BARRY MANILOW 11

Arista AL4007

Barry’s experience as an
arranger/singer/songwriter
shows. His background
ranges from involvement in
commercials (he’s the voice of
MecDonald’s ““Take A Break
Today"), to arranging and
accompanyving Bette Midler.
Barry has great taste in
selecting songs and an unerr-
ing accuracy in putting songs
together.
Best cuts:

“It's A Miracle”’

“Early Morning
Strangers’’

“Mandy"”’
“Could It Be Magic”’

A Magazineis born. . .
watch us grow!

kegaily

Syeahing

by Ned Shankman

Editor's Note: Mr. Shankman
is a partner in the law firm of
Thompson, Shankman, and Bond,
whose clients include Paul
Williams, Jim Nabors, Barry
White, and Freddy Hart. The firm
has a management division called
Entertainment Artists Represen-
tatives who guide the careers of
Pau! Williams and Jim Nabors,
among others.

Ihere are a multitude of
reasons why a songwriter is
better off being represented
by a professional publisher.
However, since so many
attorneys, business
managers and other
songwriter/artists advise the
unaffiliated songwriter to
“hold on to everything,” 1
thought the reader might feel
more comfortable knowing
what it is he (or she) is hold-
ing on to. And what he should
do if there is a chance that
someone wants to record his
composition.

The ‘‘bundle of rights”’
concept is typically used in
discussions regarding real
property law but lends itself
nicely to any property, tangi-
ble or intangible, that has
more than one right attached.
An original song is made up
of many rights. By definition,
when we speak about
copyrights, we are talking
about the right to copy a song
in the form of sheet music,
sound recordings, syn-
chronization with visual
images on television and
motion pictures, etc. These
rights are individual and
when bound together, equal a
‘““bundle of rights”’.

The copyright proprietor
(owner) may sell, license or
give away any or all of the
rights as he sees fit. Assum-
ing then that you have
written a song that will be
recorded and commercially
released by a recording com-
pany, the first right you will
deal with is the mechanical
right. That is, as the owner of
the composition, you will

Important
subscription information
on page 7

«

grant the right to a record
company to mechanically
reproduce the words and
music of your composition on
a disc or tape. The use you
are granting is a limited
license to use your composi-
tion, solely for the purpose of
mechanically reproducing
the sound for sale. You can
grant the right or refuse to
grant the right, in which case
the composition will stay in
vour desk drawer until you
decide to allow the song to be
recorded or record it yourself.

If by chance a second
artist wants to record and
release the same song, or for
that matter, any number of
artists want to record your
song after the initial recor-
ding is released, you again
will be called upon to grant
another mechanical license.
After the first recording,
however, you can only refuse
to allow another artist to
record your song up to a
point. Under the compulsory
copyright provision, the
second (third, fourth, etc.)
artist may record, subject to
their paying the rate
specified by law to you on all
records manufactured which
embody your song.

You may also grant, or
refuse to grant, the right to
others, the privilege of copy-
ing your words and music in
sheet music form. You will be
paid a rovalty by the sheet
music publisher who will be
given whatever rights you
negotiate, such as worldwide
distribution rights, rights to
print and sell the music for
one vear or ten vears.
Negotiation of terms is
something that cannot nor
should be discussed in this
article.

Now that you understand
some of the many rights you
hold in your bundle and
without discussing the ‘‘com-
mon law’’ copyright protec-
tion you have on your
unregistered song (that dis-
cussion will be saved for a

later article), here is a simple
step-by-step procedure for
you to follow:

1. Prepare a lead sheet
of the lyrics and music, sen-
ding the lead sheet together
with a Form E-Application
For Registration Of A Claim
To Copyright (instructions
for the filing are simple and
are printed on the Form),
which you get from the
Copyright Office in
Washington, D.C., or stores
such as Alpheus Music Cor-
poration (1433 North Cole
Place, Hollywood, California
90028). The fee for filing this
application for copyright is
$6.00 and is sent to the
Register of Copyrights,
Library of Congress,
Washington, D.C. 20559. In a
nutshell, the Form E will
require the copyright
claimant’s name (such as
your own publishing firm’s
name), address, the title of
the song, the author(s), the
date of publication (this
should be left blank unless
the composition has been
published), and other self-
explanatory items. If you
desire to register your claim
as a published work, that is a
song that has been copied and
put on sale, the best and
cheapest way to accomplish
this is to have Ozalid or
Xerox copies made. File two
(2) copies of the best edition
of the work with the
Copyright Office. Each copy
should have a copyright
notice at the bottom of the
first page, **Copyright ©197—
by John Doe’’. Copies should
also be filed with the perfor-
ming rights society with
which you are affiliated (BMI
or ASCAP) and you should
have a sufficient number of
copies to sell to the public.
This can be done hy making
a minimum amount of copies
and placing them on sale by
taking them to an office,
which you or a friend might
have, where the public is
invited. In this event, you
may fill out #/ of the Form E.

There is a legal question
as to whether or not the
release of a recording for sale
constitutes a publication and,
therefore, making Xerox
copies for sale is probably the
safest method for you to
follow.

The Form E will be
returned in part to you with
an “EU number’”’ stamped on
it.

2. Now that someone is
going to record your song and

continued on page 30




SRS/ continued from page 23

should show computation in
reasonable detail and writer
should have the right to
question the amount of royal-
ties received and, if deemed
necessary, audit the records of
the publisher within no less
than one year — preferably
two yvears — after receipt of
statement.

13. Royalty Payments — If
royalties are not paid fairly
and/or on time, the copvrlght
should revert to the writer.

14. Publisher’s Right to
Assign Copyrights — A writer
assigns his compositions to a
publisher because of his trust
in that publisher. Therefore an
assignment of that copyright
should not be made without the
written consent of the writer.

15. Royalties Should he
Computer on Gross Sums Re-
ceived by Publisher — In
many contracts royalties are
computed on ‘““net” sums
received by Publisher. If the
word “net” is retained it should
be defined.

These recommendations
will be discussed in depth in
future issues of Songwriter
Magazine.

Letteis

I think Songwriter Magazine
is a good and welcome addition to
the music business. Keep up the
good work.

Warm regards,

Gary Le Mel

A. Schroeder International
Ltd.

Thank you for your advance
copy of “Songwriter.” I'm sure it is
going to be a really great maga-
zine dedicated to the songwriter. It
will he a big help to everyone who
writes songs or who plans a
possible career in the music
business.

I enjoyved your magazine so
much [ read it three times so far
and can hardly wait for the next
issue,

Sincerely,

Carl Casillas

Fairview Heights, I11.

Had a chance over night to
really peruse Songwriter
Magazine. It's excellent. ... and
I'm positive serves a real need to
hoth professional and novice song-
writers. This is to wish you a great
deal of success.

Please call on me if I can be of
any help, whatsoever.

Warmest regards,

Danny Davis

Screen Gems Music

Just a short note to let you
know how much I like your maga-
zine. I think that it's a great idea
having a magazine that the song-
writers can relate directly to.

Wishing you all the continued
success,

Best regards,

Jack Keller

Professional Manager

United Artists Music
Publishing Group, Ine.

Have read your issue of Song-
writer ’\/Iagazme and am terribly
impressed with it. I feel it would be
very useful to all songwriters due
to the fact that your editorial
policy, your various articles re-
garding music people, etc. would be
most helpful in pursuing their
careers.

My best wishes.

Very truly yours,

Sidney Goldstein

Larry Shayne Musie, Ine.

Thank you for sending us an
advance issue of Songuwriter
Muaguzine. I thoroughly enjoyed the
articles and feel the magazine is a
fresh concept much needed by us
all in the industry.

I wish you much success and
look forward to the next issue.

Sincerely,

Kim Espy

Director of Creative Services

Vogue Music, Inc.

I just received an advance
issue of “Songwriter”. The idea and
the exezution are brilliant.

I wish you nothing but sue-
cess,

Best wishes,

Lorne Saifer

Director of A&R

Co.umbia Records

Songwriter Magazine provides a
bank ¢f vital information for
today’s songwriter. Your columns
of the craft and legal aspects of
songwriting are excellent. Also, I
enjoyed your suggested listening
section.

Your magazine marks the first
time this information will be made
available on a regular basis in a
magazine format. Congratulations
on a jok well done. I intend to turn
all our songwriters on to it.

Best regards and wishes

for future success,

Jerry Gooze

Membership

Representative

ASCAP

It’s about time that credit was
given to those around whom this
business revolves. Thank you for
Songwriter Magazine.

Best personal regards,

Rick Riccobono

Director of Performance
Rights

BMI

supposed to be about.

Narrow-minded
and proud of it!

That’s because we focus our attention only on guitars, guitarists and guitaring. We don't
care where Clapton gets his clothes, or what brand of toothbrush made Hendrix famous.
We’re interested, instead, in equipment, modifications, riffs, playing tips, harmony,
fingering, tunings, phrasing and improvisation ~ those things music magazines are
We interview every guitarist from Chet Atkins to Frank Zappa
with these things in mind. We call ourselves GUITAR PLAYER MAGAZINE because
that’s what we are, and that’s as straightforward as we can put it.
together on guitar, get together with

Guitar Player Magazme

Get narrow-minded with us. Send 25¢ for a sample issue to GP/SW, PO Box 6185, Saratoga, CA 95070.

If you're getting -t
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Legally Speaking /| continued

you have given the record
company a mechanical
license, you must file a Form
U — Notice Of Use Of
Copvyrighted Music On
Mechanical Instrument —
this Form is also filed with
the Copvright Office and
requires a $3.00 fee for up to
five titles and an additional
$.50 for every title over five.
Warning: A second record
company may use your Song
without paying any royalties
if you fail to file the Form U.

If you haven’t filed a
Form E, vou may file it at the
time vou file the Form U and
the Copyright Office will fill
in the EU number on the
Form U.

The understanding of the
legalities of copyright, and
the protection they provide
the songwriter are many and
complex. Future articles will
try to give you a clearer pic-
ture of what you can do to
prevent yourself from being
ripped off and possibly losing
thousands of dollars in the
process.d

Songwriter Classified

e All ads must be paid in advance and received by
the 1st of the month prior to publication.

e *“Lyricist/Composer partner wanted'’-25¢c a word.
All other headings-50c a word.

e Frequency discount: 3 times 10%, 6 times 20%,

12 times 33%.

e Letter or number groups (rpm, 6F4, etc.) count as

one word.

Not responsible for any ad claims.

Classified not commissionable.

e Ads must be music related. We accept no ads
offering, either directly or potentially, publish-
ing, composing, instruction, or production

services for a fee.

e e

Check heading under which ad is to appear:

[T]Lyricist/Composer Partner Wanted

[ ] For Sale Situations Wanted
[] Studio [ ] Miscellaneous
Name — S — S
Address - § I —
City _ ___ State Zip
Phone S Sigrature R o
COPY

INCLUDE CHECK OR MONEY ORDER WITH COUPON

i

Mail To: Songwriter Magazine, P.O. Box 3510, Hollywood, CA 90028

O S p—

Songu\mai

&

FEditor's Note: Questions should
be addressed to “Questions & An-
swers, Songwriter, P.O. Box 3510,
Hollywood, CA 90028." Each
month we will select those ques-
tions most often asked and answer
them in this column.

Q I write songs that I'm
saving for myself to record
someday, but I also write
songs I think other artists
could record. Would this keep
a publisher from being in-
terested in me?

A No. Many publishers
are very interested in find-
ing  self-contained  writ-
er/artists . . . especially those
who can write for other per-
formers. Today these pub-
lishers are very involved in
making record deals for their
writers if they are also good
performers. They may help
find a producer, manager,
agent, record company and so
forth. It’s just good busi-
ness.

Q Whatis “MOR™?

A MOR is a music indus-
try term standing for “Mid-
dle of the Road’’. The term
refers to “Easy Listening’’ or
““Soft’’ music and is general-
ly used to describe music of
artists like Andy Williams,
Johnny Mathis, or even the
Carpenters. MOR is a rel-
ative term which changes ac-
cording to personal taste, but
it is used extensively by
music industry people in de-
scribing a musical category.
Other similar terms are
“Pop", CIR&B” Or “soul’,’
“Country’’, ““Rock’’, etc.

Q TI’ve heard about pub-
lishers stealing songs. How
much truth is there to it?

A Very little. Not to say it
never happens, but most pub-
lishers jealously guard their
reputations. Also, it doesn’t
make good business sense.
Generally, publishers make
as much as a writer of a song,
and they obviously prefer to
have their share of a string of
hits than just steal one song.
Finding a hit writer is much
more important. If you are
worried, copyright your song.

Q I like to write lyrics
and poetry. However, 1 don’t

play a musical instrument.
How do 1 go about finding a
composer? Do music pub-
lishers want just lyrics? And
what about these ads 1 keep
reading about ‘‘Poems
wanted for songs & records’’?

A A good lyricist is prob-
ably the hardest thing for a
publisher to find. There are
many good composers who
are able to make a living ar-
ranging, playing in a band,
or even teaching. But what
does a lyricist do while
they’re waiting to become
‘““‘successful’’ as a song-
writer.

Even with the short sup-
ply of good lyricists, many
publishers don’t want just
lyrics. Their time is at a
premium and they had rather
listen to completed songs.

SONGWRITER magazine,
being aware of the problem,
has started a special classi-
fied section for composers or
lyricists seeking partners.
We would suggest you read
our future issues or place an
ad yourself. Obviously, its
easier to find a partner in a
music center. But if you live
in a smaller town, try visit-
ing some of the local clubs
and ask the house musicians
for advice. Also try calling a
local recording studio. They
may khnow just the person.
The point here, is try to find a
partner so that you have a
complete song. Its easier fora
publisher to hear a good lyric
even if the melody is weaR,
than it is to read it on paper.
He’ll tell you if the lyric is
good, or just average. He may
also help you find an alterna-
tive composer.

Don’t answer any ads
that advertise ‘“‘Music to your
Lyrics”’ or “Poems Wanted”,
or anything similar. Never
pay to have someone com-
pose music to your lyric. If
they aren’t interested enough
in becoming co-writer and
sharing rovalties with you,
then they aren’t the partner
for you. These people ad-
vertising in magazines
generally only want your
money ... they crank out
hundreds of songs a week,
many times using the same
melodies over and over. And
then they’ll hit you with other
letters saying you should pay
them to put out a record,
maybe an album, etc., etc. A
friend of mine once made up a
nonsense lyric and sent it to
many of these ads. He got the
same reply from everyone. He
had, according to them,
written a tremendously crea-
tive lyric which could be a
giant hit. All he had to do was
send them a check.
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When you're
buying a mixer,
read the
small print first.

We're talking, of course, about the specs. Because they’ll
tell you right away just how good a mixer really is
And that's especially important when you've already
got a quality recorder. Our Tapco 6200 has bass and
treble controls on every channel. Complete stereo
panning on every channel. Line outputs from every
channel for quad recording. Line inputs on every
channel for quad mixdown. 82 dB signal to noise ratio
on balanced Low Z mike inputs. There's actually a lot
more. Like the 6200's AutoPad automatic padding that
virtually eliminates overload problems. And for
complete recording studio capability at home, check
the Tapco Graphic Equalizer and Reverberation
System, too. The small print reads just as good.

TAPCO.

2200 Graphic Equalizer 4400 Reverberation System
289.00 389.00

6200 Mixers From $349.00

TAPCO, 405 Howell Way, Edmonds, Washington 98020 (206) 775-4411



There's no place like home.

To get it together, and down on tape. Recording at home, working out ideas
in private, at your own pace, gives you the freedom and control to help
you get the music right. Your way.

With the TEAC 33408 4-track multichannel recorder with Simul-sync,
the Model 2 super flexible 6-in, 4-out mixer with pan and multiple patch
points, the A-3300S2T half-track mastering recorder, the ME-Series of
electret condenser mics, plus associated accessories...you have all the
essential gear you need, at affordable prices, to set up your own multi-track
recording rig.

It’s more than a system...it’s your access to the technology of music...it’s
the vehicle to make your inner musical perceptions audible reality. It works.
And you can make it work for you.

Simply call (800) 447-4700" toll free for the name of your nearest TEAC retailer.
*In Illinois, call (800) 322-4400.

TEAC

The leader. Always has been.

TEAC CORPORATION OF AMERICA: 7733 Teleyruph Road, Montebells, California M40



