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Beautiful, Hand Copied Lead Sheets ... Only 5̂ 00

Use for showing or copyrighting your songs! 

Our copyists make beautiful, precise, handcopied 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 
cassette), 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 essential. 
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 $13 per 

song payable to Music House. 
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Managing Editor 

Who’s Who 
by Pat & Pete Luboff 

Home 
Recording 

Once a songwriter has put together three or four songs that he really 
believes in, the next step is to present them to publishers or producers 
who might be interested in getting them recorded. Playing them "live” is 
a relative rarity these days ... the most common method of showing 
songs is a demo tape. 
The demo is a critical step in a songwriters career. The fruits of a writ¬ 

ers labor are judged by what the listener hears on this tape. And, the 
manner in which the tape is put together can tell much about the writer’s 
approach to his craft. If the songs are leadered, and the tape box indi¬ 
cates, neatly, the titles of the songs and the name and contact of the writ¬ 
er, it gives an indication that the writer cares about what he is doing and 
has repect for his profession. 
But the most important element outside of the inherent quality of the 

material, is the technical quality of the tape itself. Making a demo in a 
recording studio can be expensive, and the method most commonly used 
is making a demo at home. Because of this, we are planning a special 
issue about home recording. It will include information about the 
equipment available and articles on how to improve your studio at 
home. The information will be in addition to all our regular features. 

If you have a 2, 4, 8, 16, or 24-track studio in your home, how about 
sending us a photo showing your equipment and tell us a little bit about 
it. We might reprint it in this home recording issue of Songwriter. 
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Clay Me Murray, Vice President 
Love ’n Comfort Entertainment Corp. 
Claka Music—ASCAP 
Farrah Music—BMI 
5274 W. Pico Blvd., Suite 202 
Los Angeles, CA 90019 
(213) 936-0758 
Clay was in college and working for 

an insurance company, when he made a 
demo that got picked up by MGM and 
went to Top 5 — Spider Turner’s "Stand 
By Me’’. Clay wanted to learn about the 
music business, so he went to work for 
Arc-Jay-Kay Distribution in Detroit as 
a promotion man. After three years 
there he got a job in quality control at 
Motown, which gave him the priceless 
opportunity of listening to every record 
that Motown released. Two years later, 
he began to produce records for Motown. 
Some of the artists he worked with are: 
the Spinners, the Suprêmes, Gladys 
Knight (three albums), Kiki Dee, the 
Four Tops, the Miracles, and co¬ 
production on the Temptations’ Christ¬ 
mas album. 

Clay’s wife, Karen Pree, was one of 
the Pree Sisters. The group broke up, 
and Clay began production of Karen as 
a single act. They moved to L.A. and 
Clay took the A&R position at Whitfield 
Records. He mixed the "Carwash” al¬ 
bum, which went platinum. 

In May of 1977 Karen and Clay de¬ 
cided to start their own business, with 
Karen as the President. Clay produced 
Karen’s new album on MCA, "Karen 
Pree”, and co-produced MCA artist 
Ricky West’s album "North East South 
West”. Clay wrote New Birth’s new sin¬ 
gle, "Your Love Is In My Veins”. He’s 
building a roster of artists and supervis-
continued on page 6 
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INTRODUCING 
THE TASCAM 
STUDIO 4000, the 
heart of a multitrack 
studio that lets you 
be as imaginative 
in the recording of 
your music as you 
are in creating it. 
At home. And for 
less money than 
you think. 

The STUDIO 4000 
is as much a cre¬ 
ative instrument as 
strings, percussion 
or brass. If you're a 
serious musician 
or recordist, you 
should own one 
because it lets you 
tailor your sound 
your way and get 
master quality 
tapes. 

The STUDIO 4000 
consists of the new 
40-4, TASC AM'S 
versatile 4-track re¬ 
corder/ reproducer 
and its DBX Module 
DX-4 option, and a 
Model 3 8-in/4-out 
Mixing Console 
(which can also 
be used for PA 
or disco mixing). 

Now through 
December, your 
participating 
TASCAM dealer is 
making a special 
offer.* When you 
buy a STUDIO 
4000, he'll give you 
an attache flight 
case with acces¬ 
sories, including 
a PB-64 Patch Bay, 
recorder main¬ 

tenance kit, E-l 
demagnetizer, 
and a starter kit 
of cables. 

That's not all! 
Since the 
STUDIO 
4000 is the 
best 4-track 
duo in its 
class, we want 
you to have the best 
tape to go with it. So 
we are including 
two lOlá" reels of 
Ampex 456 Grand 
Master™ tape with 
your new TASCAM 
STUDIO. 

Get your hands on 
the STUDIO 4000 
at your TASCAM 
dealer now. With 
these instruments 
and your ability. .. 

TASCAM SERIES byT E AC 
A new generation of recording instruments 
for a new generation of recording artists. 
•Void where prohibited by law. Offer good through December 31, 1977. 
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Reviews are in... 
HUBERT LAWS 
“Some say that 'familiarity breeds contempt/ 
This is certainly removed from the truth in 
my musical encounters with Don. . . I am pre¬ 
sently taking his arranging course and am con¬ 
stantly amazed by the depth of his musical 
knowledge." 

RANDY BRECKER 
"With this book comes the first practical ap¬ 
plication of modern arranging techniques. Re¬ 
cording situations as opposed to live situât 
tions are discussed in full detail, as are dif¬ 
ferent families of instruments, voices and stu¬ 
dio techniques. A must for anyone who de¬ 
sires to be a modern arranger." 

DAVE SPINOZZA 
“The Don Sebesky course is great for learn¬ 
ing about balance, weight, textures and appro¬ 
priate voicing techniques which will elevate 
your craftsmanship." 

Who’s Who 
from page 3 
ing the construction of a 24-track studio 
for his own use. 
Clay is looking for strong popular 

songs for Karen; Gladys Knight-type 
funk R&B for Lynn Varnardo; K.C. & 
the Sunshine Band, Ohio Players style 
material for a six piece self-contained 
group; and Clay has just signed a new 
Jazz group, Bennett Higgins and Crisis. 
You may submit a three song maxi¬ 

mum of reel-to-reel or cassette tape, 
with lyric sheets and a self-addressed, 
stamped envelope. 
Clay says, "Never be discouraged by a 

publisher, producer or another writer 
who tells you your song is bad. Be con¬ 
scious of a good lyric. It paints a picture, 
it tells a story. That’s what makes it 
easy for people to remember the song. If 
you have a good lyric and a good mel¬ 
ody, it’s hard for something NOT to 
happen with the song.” 

HENRY MANCINI 
"When a fine musician like Don Sebesky de¬ 
cides to write a book about arranging, I, for 
one, will read it and learn." 

BILL HOLMAN 
“Excitement may be a strange word to use in 
connection with a book on arranging, but 
that's exactly what I felt in going through this 
book. Most of the material has never, to my 
knowledge, been in print before, and has been 
available only through experience — years of 
it. Beautiful?" 

publishing companies have placed songs 
with: Johnny Carver and Dr. Hook, 
"Down At The Pool”; Charlie Rich, "My 
Lady”; Roy Head, "Angel With A 
Broken Wing”; Nat Stuckey, "Coming 
Home To Face The Music”; Johnny Rod¬ 
riguez, "Red Wine and Blue”; Brenda 
Lee, "When Our Love Began”. They also 
publish T.G.’s seasonal hit, "May I 
Spend Every New Year With You”. 

Elroy needs Country, Pop and R&B 
material. You may send a three song 
maximum on reel-to-reel tape with 
leaders between songs, neatly typed 
lyric sheets, and a self-addressed, 
stamped envelope. 
Elroy advises, "Keep your songs sim¬ 

ple. The simplest songs are the biggest 
hits. If you try to get too deep, you’ll 
lose your listeners. People listen to the 
radio for entertainment. If a song is so 
deep that they have to stop everything 
and listen to get the meaning, they 
won’t listen. You’ve got to hook them 
with the melody and the lyrics. I knew 
on first hearing that "Lucille” was a 
monster record, because it had that 
'everyone-wants-to-sing-along’ quality.” 

Don Sebesky 

Contemporaiy 
Arranger 

Elroy Kahanek, Vice President 
Lowball Music—ASCAP 
Highball Music—BMI 
P.O. Box 40484 
Nashville, TN 37204 
(615) 383-6564 
Also: Jack D. Johnson Talent, Inc. 

Enclosed is my check for $30.00. 
I understand that Alfred will pay postage. 

Please RUSH ME 
Don's new book and three 7" L.P. records. 

Name _ 

Address_ 

City - State/Zip_ 

Elroy was selling valves and gauges 
in Houston when a friend who was a 
promotion man for RCA asked him if 
he’d like a job in the music business. In 
October of ’69, Elroy moved to Atlanta 
and did promotion for all of RCA’s 
products for a year and a half, after 
which he moved to Nashville as their 
National Country Promotion head. 
After four years, he wanted to start his 
own business, and in 1975, he became 
T.G. Sheppard’s manager. 

T.G.’s first record, "Devil In The Bot¬ 
tle”, was a smash, and Elroy co-wrote 
his second record with T.G., "Trying to 
Beat the Morning Home”. It went to 
Number One in June of ’75. At that 
point, Elroy wanted to get the best pos¬ 
sible management for T.G., so he ap¬ 
proached Jack D. Johnson and proposed 
a partnership. They figured that the 
combination of their management and 
promotion talents would be an asset for 
their artists. So, in 1976, they joined 
and Highball and Lowball Music were 
formed. 
Jack D. Johnson Talent, Inc. manages 

these artists: Ronnie Milsap, T.G. Shep¬ 
pard, Charnissa and Sarah Jones. The 

Barbara Richardson, President 
Paydirt Music—ASCAP 
Seyah Music—BMI 
1227 Spring St. N.W. 
Atlanta, GA 30309 
(404) 873-6425 
Barbara is also the Executive Director 
of the Atlanta Chapter of NARAS — 
the Recording Academy. 
Also: Master Sound Studios, Master 
Audio. 

Barbara and her husband, Bob, 
started in the music business twenty 
years ago when they recorded a one mic, 
$40 session in their basement in Char¬ 
lotte, N.C. The record, "On The Beach” 
by the Delicardos, was a hit. Bob was 
district sales manager for Mercury Rec¬ 
ords when he met Bill Lowery, and they 
formed Master Sound Studio as a part¬ 
nership. Seven years ago, Bob and Bar¬ 
bara became sole owners of the studio. 
They have recorded twenty gold rec¬ 

ords at Master Sound, with artists like: 
Lobo, "I Want You To Want Me” and 
"Don’t Expect Me To Be Your Friend”; 
Billy Joe Royal, "Down In The Boon¬ 
docks”; the Swinging Medallions, 
"Doubleshot of my Baby’s Love”; which 
continued on page 38 



There’s a world of music 
between having a guitar... 
and knowing how to play it! 

Discover the secret of teaching yourself 
to play the guitar, piano, or spinet organ 
—the "right" way. Send for free booklet. 

Any one can own a guitar. Playing it well, however, is a 
different tune. 
Why not give yourself a chance to play as well as you 

really could? You could be playing all your favorite 
songs. Folk or rock. Classical or pop. Hymns or 
spirituals. Jazz or ballads. 
You can teach yourself to play the "right" way 

— at home — in much less time than you might 
imagine. 

PLAY "RIGHT" FROM THE START 
Thousands of people just like you have 
gained new pleasures by learning to play 
with the enjoyable self-teaching lessons 
we give by mail. You can too. 
The secret lies in our clear, step-

by-step, word-and-picture instruc¬ 
tion method. It teaches you to 
play the right way. Without gim¬ 
micks. You learn to read and 
play notes ... so you'll be able 
to play practically any song, 
merely by looking at its sheet 
music. 
YOU SET YOUR OWN PACE 

You learn in spare time, in the 
privacy and comfort of your own 
home. There's no one standing over 
you to make you nervous. There's no 
clock-watching private teacher at $4 
to $10 per hour to worry about. You take as 
much time mastering any lesson as you wish. 

SEND FOR FREE BOOKLET 

The Guitar is just one of several popular in¬ 
struments taught by the U.S. School of Music. 
If you prefer, learn the piano or spinet organ — 
all for far less than you'd pay a private teacher. 
Our courses teach you to play the right way, 
not just chords and bass notes in combination. 

If you've ever dreamed of being able to play 
the piano, guitar or spinet organ, why not 
learn more about our convenient, low-cost 
method? Mail coupon for free booklet today. 
There's no obligation. U.S. School of Music, 
A Home Study School Since 1898. 

MAIL THIS COUPON FOR FREE BOOKLET 
U.S. School of Music, 

Studio 23-605 

417 South Dearborn Street, Chicago, Illinois 60605 

I’m interested in learning the secret of teaching myself to play the instrument 
checked below. Please send me, FREE, illustrated booklet. (Free "Note-Finder" 
included with Piano or Guitar booklet.) I am under no”obligation. 

Check one only: 
□ Guitar (pick style) □ Piano □ Spinet Organ (2 keyboards) 

Mr. 
Mrs. Age 
Miss (please print) 

Address. 

City. State. Zip. 
America's Oldest Home Study Music School 503 



Placing your 
songs is a tough 

business! 
It takes a great deal of talent to create a good and sale¬ 
able song. But then your job is only naif 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 legitimate producers, 
artists, and publishers needing good songs. Besides 
giving you important contacts and their haroto find ad¬ 
dresses, we also give you background information on 
the person, the kind of songs tney 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 people 
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 
career, notify us promptly and we'll refund your money 
in full! 

Let Tunesmith help you ... Subscribe today! 

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

P. O. Box 3839 
Hollywood, Ca 90028 

Payment must accompany order ... make checks or money 
.__ orders payable to Tunesmith 
LI Please send me a sample copy of Tunesmith. Enclosed 

8 rn‘S$1 ' LI Enter my subscription for 6 months (6 issues). En-
closed is $15. 

□ Enter my subscription for 1 year (12 issues). Enclosed is 
$25. 

U Enter my subscription for 2 years (24 issues). Enclosed is 
$40. 

Name 

Address 

City-

State Zip 

Songwriting Classes 
For those of you in the New York area, new songwriting 

classes will be formed in early December at the American Guild 
of Authors and Composers (AGAC). Norman Dolph, lyricist of 
the chart hit, Life Is A Rock will be teaching the "Strategy of the 
Hit Single,” a workshop geared to focus the thinking of students 
to writing for today’s market. Application forms can be obtained 
by contacting AGAC, 40 West 57th Street, New York, NY 
10019. (212) 757-8833. 

Chicago Songwriters 
A Songwriter subscriber, Joyce Bresnahan, wrote us to ex¬ 

press how much she values the magazine and to report on some 
success for a couple of our readers. Joyce and Rodger Mitchell, 
both of Chicago, have just signed a contract with the Peer 
Southern Organization, one of the largest music publishers in 
the world. Peer Southern will publish ten of their songs which 
will be released on an album introducing another new Chicago 
talent, Jeri Faktor and the Backporch Symphony. Roy Kohn, 
Professional Manager of Peer Southern’s California office, dis¬ 
covered the two writers through the mail!!! Joyce and Rodger, 
collaborators for over four years, work at a Chicago ad agency 
on the Wrigley Gum account. Surely, their being signed to Peer 
Southern will double their pleasure, as well as double their fun. 

Chappell Appointments 
Irwin Z. Robinson has been named President of Chappell and 

Intersong music companies and Irwin Schuster appointed 
Senior Vice President, Creative. Prior to his new appointments, 
Mr. Robinson was Vice President and General Manager of Screen 
Gems-EMI Music Inc. He was also an elected member of 
the Board of Directors for that company for which he worked 
thirteen years before moving to Chappell. Irwin Schuster also 
comes to Chappell from Screen Gems-EMI whom he joined in 
1968 as General Professional Manager and whom he left as Vice 
President and Director of Professional Activities. Irwin began 
his career in 1955 as a songwriter. 
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PUBLISHERS SONGWRITERS 

SONGWRITERS’ 
DEMOS 

Fully Produced by 
Professional Recording 

Artist/ Producer 
TOM HOLBROOK 

John Williams conducting London Symphony Orchestra at re¬ 
cording session of "Star Wars.” 

Star Wars 
It isn’t too frequent that two versions of the same song make 

the charts at the same time. Most recently, it was the theme 
from "Rocky”, and now its the Star Wars theme. Meco had the 
bigger hit on it ... it went to the top of most song charts, but the 
soundtrack version did alright for itself too. This version was 
recorded by the composer of the extremely effective "Star Wars” 
music, John Williams, with the London Symphony Orchestra. 
To have two hit versions of one song at the same time might be 
considered the definition of a songwriter having the force with 
him. 

Double Threat 
Songwriter-producer, Sandy Linzer, has had consistent suc¬ 

cess during his career both behind the control board and as a hit 
songwriter. As a producer, his credits include Dr. Buzzard’s 
Original Savannah Band which spawned the hit single, Cher¬ 
chez La Femme, and Brandy’s smash of a couple of years ago, 
Looking Glass. As a writer, his singles include the following 
million sellers by The Four Seasons . . . Let’s Hang On To What 
We Got, Dawn (Go Away), Workin’ My Way Back To You, and 
Opus 17 (Don’t Worry About Me). Tony Orlando has cut nearly 
thirty of Linzer’s songs including Mornin’ Beautiful. Sandy’s 
latest is Odyssey’s debut album which he both produced and 
co-wrote. Odyssey is Lillian and Louise Lopez and Tony 
Reynolds. Sister Lillian won a Grammy for writing some of the 
music to the Broadway hit show, "Bubbling Brown Sugar.” 

1. $50.00 Per Song Pro Pak 5 Piece 
band: 2 Guitars, Bass, Drums, Male Vocal. 

2. $30.00 Guitar and Male Vocal, 
( Piano $10.00 extra Per Song) 
Melody Co-writer if Needed 
Send Lead Sheet or Tape 

Check or Money Order (With Order) 

5520 Columbus Ave., Van Nuys, CA. 91411 

Phone 213-997-0782 Prompt Service 
K_ __ / 

Irwin Z. Robinson Irwin Schuster 

White with 
Red-Orange 
Songwriter 
Magazine 

Logo 

50/50 
Polyester 
Cotton, 

Non-Shrink 

Only $6.95 

Make Check Cntt fntlTÎt^T* P.O. Box 3510 
or Money Order Hollywood, Ca. 

Payable to: 90028 

□ Yes, send me - Songwriter T-Shirt (s) at $6.95 each. 

□ X-Small □ Small □ Medium □ Large □ X-Large 

Name_ 

Address_ 

City_ 

State_ Zip_ 
Allow from 3 to 6 weeks delivery. California Residents add 6% 

• •••••• Beautiful, Trim, French-Cut. •••••• 



Songwriting 

Inspiration From Across the Ocean 
(Lyrics to Foreign Melodies) 

By Al Kasha 
in association with Joel Hirschhorn 
The job of an aspiring lyricist is clear; 

to find melodies which are memorable 
and tuneful, and can comfortably ac¬ 
commodate words. He will assume, 
rightly, that a rich source of music 
exists in the United States, but that is 
only part of the picture. Across the 
ocean, in countries such as France, 
Spain, Holland, Japan, Portugal, etc., 
brilliant tunes are being composed, and 
are in need of American lyrics. 
Many Anglo/European collaborations 

have resulted in hits and standards, as¬ 
tonishing in their diversity. "VOLARE” 
(Migliacci, Modugno, Parish) has been a 
hit three times. "MY WAY” (Anka, 
Francois, Revaux), first popularized 
here by Frank Sinatra, stands as the ul¬ 
timate declaration of self-belief and con¬ 
fidence. "YOU’RE MY WORLD” (Sig¬ 
man, Bindi, Paoli) broke through inter¬ 
nationally for Cilla Black, and has now 
accomplished the same magic for Helen 
Reddy. 
There is something about the phrase 

"writing lyrics to foreign melodies,” that 
sounds limiting and even stuffy to a 
young writer, but in fact the canvas of 
possibilities is wide. "YESTERDAY 
WHEN I WAS YOUNG” (Aznavour, 
Kretzmer) a reflective lament of lost 
youth, is much different in mood than 
"STRANGERS IN THE NIGHT” 
(Kaempfert, Singleton, Snyder), a story 

10 of romance just beginning. "NEVER 
ON SUNDAY” (Towne, Hadjidakis) 
cheerfully describes a prostitute’s love 
for her work. It is joyously rhythmic, 
unlike the lush ballad "MORE” 
(Newell, Ciorciolini, Oliviero, Ortolani). 

Writing to foreign melodies allows 
the imagination a chance to stretch 
beyond conventional bounds. The flavor 
of different countries is a powerful in¬ 
fluence. Music from Greece may inspire 
your thinking a certain way, music 
from Paris yet another. We all have im¬ 
ages and impressions of faraway coun¬ 
tries, whether we’ve visited them or not, 

and these will shape how we react to 
melodies from these distant shores. 

Lyricists searching for partners would 
be wise to investigate this fertile field. 
Not only are a multitude of col¬ 
laborators available, but the odds are 
they will be skilled, inventive profes¬ 
sionals. Long distance associations 
therefore result in works of lasting 
quality. "SEASONS IN THE SUN” 
(Brel, McKuen) was a chart success and 
has become a standard. "YOU DON’T 
HAVE TO SAY YOU LOVE ME” 
(Napier-Bell, Wickham, Dohaggio) was 
successful with Dusty Springfield and 
Elvis Presley. It was one of the first 
songs to state the contemporary male/ 
female ethic — love without strings and 
conditions. "I WISH YOU LOVE” (Tre-
net, Beach) is a nightclub and album 
staple. "LET IT BE ME” (Becaud, Cur¬ 
tis, Delanoe) has likewise become stan¬ 
dard and hit, along with such other 
durable works as "WHAT A DIF¬ 
FERENCE A DAY MAKES” (Grever, 
Adams) "WHAT NOW MY LOVE” (Be¬ 
caud, Sigman) and "AL DI LA” (Dorida, 
Drake, Mogol). 
Certain lyricists have built practi¬ 

cally their entire career around this ap¬ 
proach. The name Carl Sigman ("LOS¬ 
ING YOU,” a hit for Brenda Lee some 
years back, the above-mentioned 
"WHAT NOW MY LOVE" and 
"YOU’RE MY WORLD”) is synonymous 
with across-the-ocean songwriting. Al 
Stillman, Buddy Kaye, Norman Gimbel 
and Rod McKuen early on recognized 
the value of foreign collaborations. 
From a practical standpoint, songs 

such as these are frequently "covered” 
(done over and over again by artists in 
albums). Generally they are already 
hits in their country of origin, thereby 
increasing their chances of acceptance 
in the United States, both on an artist 
and radio level. 
Sometimes European material comes 

to an American lyricist with words in a 
different language. Two things may 

happen: the American writer may be 
asked to adhere to the original ideas in 
that lyric, or be granted freedom to con¬ 
ceive new ones. The European writer 
generally indicates a preference. Creat¬ 
ing something altogether new is less re¬ 
stricting, but the alternative has cer¬ 
tain advantages. It’s difficult, if not im¬ 
possible, to follow a foreign lyric line by 
line, word by word, so you, as an au¬ 
thor, must find fresh and interesting 
ways of making it come alive in your 
native tongue. This is a challenge that 
will sharpen your tools as a lyricist. 
Your image as a writer will be en¬ 

hanced if you succeed in this area. You 
will gain an international name, rather 
than just a domestic one, opening vistas 
in your career you might not otherwise 
have had. Artists from all over the 
world will be aware of your work and 
seek it out. You may wind up working 
in foreign films, or on the stage abroad. 

Realistically, you can’t just latch on 
to melodies of this superior calibre. Cer¬ 
tain publishers are known to specialize 
in the American-foreign arena. These 
include Chappell, UA Music, Southern, 
Leeds, E.H. Morris & Ivan Mogull 
Music among others. They may assign 
you a foreign melody which has not 
gained prominence overseas, or is not 
the work of a well known writer. Put 
words to it anyway. Acquire experience 
in the new medium, until you can set 
words to the sometimes tricky rhythms 
and syncopations of a different culture, 
and make them sound totally relaxed 
and natural. When your skill becomes 
evident to the publisher, he will hand 
you a plum from the catalogue of a 
Charles Aznavour, a Gilbert Becaud, a 
Jacques Brel, and you’ll be on your way. 
Writing American lyrics to foreign 

melodies, whether it be one aspect of 
your songwriting career or the basis of 
it, is a training ground and a creative 
stimulus. In addition to these aesthetic 
satisfactions, it can be a lucrative pur¬ 
suit as well.*/ 



AD 23a 
Continuously variable delay 

up to 600 milliseconds 

4 bandwidth selections up 
to 20 KHz 

Built-in flanger with 
separate controls 

Studio quality signal to 
noise ratio 

LED ladder-type VU meters 
for input and delay levels 

High/low impedence with 
either ’A” or 3-pin 

connectors 

19” rack mount cabinet 

And you can bet that these experienced 
electronic pioneers know how to judge a delay 
line. The Ibanez Analog Delay with Multi-Flanger 
does what no other analog device of its kind has 
been able to do - beat the digital delays at their 
own game and at a price that almost any band can 
afford. It’s unbelievably quiet, features selective 
bandwidth, and has the most versatile range of 
controls of any comparable device. 

You can get double-tracking, slapback echo, 
long delay, flanging, automatic vibrato, reverb, 
and most any other time delay effect possible. Ask 
about it at your Ibanez dealer today. 

AD 220 
Continuously variable 
delay up to 500 milliseconds 

3 bandwidth selections up 
to WKHz 

Built-in Flanger 

Extremely low noise 
circuitry 

Input sensitivity and output 
level controls 

19” rack mount cabinet 

IBANEZ, P.O BOX 469. CORNWELLS HEIGHTS. PA 19020 • 327 BROADWAY, IDAHO FALLS, ID 83401 
IN CANADA: EFKAY MUSICAL INST. LTD., 6355 PARK AVE., MONTREAL, P.O H2V 4H5 



SONGWRITERS PUBLISHERS 
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Quality Productions by Experienced Artists 

1. ^25 Professional Singer (Male/Female) 
with accomp. Either Grand Piano, 

_ Rhodes, Clavinet, or Guit._ 
2. 535 Bass and Drums (added to above). 
3. 510 Each Additional Inst, (added to 

above); Strings, Brass. Winds. Organ. 
Synthesizer. Lead Guit., Harmony 
Voice, Choir, Keyboards. All com-

_ binations avail._ 
4. $ 3 Sample Tape (specify reel or cass. 
_ on all orders)._ 
Melody Co-Write Free Appraisals Masters 

Send Check or Money Order 
with Lead Sheet (Tape Opt.) 

Immediate Service. 
BLUEFIELD MUSIC — Studio A - P.O. Box 726 
Hollywood CA. 90028 (213) 463-SONG 

SONG DEMOS BY 

P.S.M. 
(Professional Studio Musicians) 

I Male or female vocal with 
3 instruments: 
Guitar, Bass, Piano/Organ — $30.00 

2 Additional Instruments: 
drums — $10.00 strings — $10.00 
horns — $20.00 synthesizers — $10.00 

3 Additional Voices: 
$10.00 each voice 

4 Lead Sheet(s) 
written from tape & 
lyric sheet: $15.00 each 

Send tape and/or lead sheet with check or 
money order (with order) 

P.S.M., P.O. Box 7969 
Miami, Fl. 33155 
(305) 595-1102 

Charlie Monk’s 
Music Row 

I was at the dentist having a filling 
replaced. The radio was playing 
unobtrusive background music. The 
announcer came on with that same tone 
that I’m sure I had when I announced 
the sad news about President Kennedy. 
ELVIS was dead. 

I used to think that Elvis and I 
started the music business. I was a high 
school disc jockey in 1956. My family 
loved hillbilly music. On the other side 
of the track they listened to Vaughn 
Monroe or the Met Opera broadcasts. 
Youthful members of any family were 

Elvis Presley 
expected to enjoy the music selected for 
them by their elders. Then came 
"HEARTBREAK HOTEL." Nobody 
over thirty would admit they like the 
sound, but it fused a world of young 
people together doing whatever they did 
to the same sound; the sound of ELVIS. 
The American youth led the social 

revolution of the sixties but Elvis was 
the one person that gave them courage 
to say and do what they thought was 
right for them. He gave them hope that 
they could succeed ... because he did. 

I have talked with a lot of people that 
worked with Presley over the years. 
Chet Atkins, his first RCA producer, 

gives Elvis credit for taking the music 
power base from New York City and 
having the greatest impact on the 
public of any singer or performer in his 
lifetime. The late Wally Cochran said 
he was always referred to as "Mr. 
Cochran” by Presley. Elvis loved gospel 
music. 
There are known stories of gifts to his 

music friends, but never for publicity 
.. . but because they were in need or he 
liked them. T.G. Shepard got a bus for 
his band . . . the Stamps Quartet got a 
limousine . . . bass singer J.D. Sumner 
got a forty thousand dollar ring and 
producer Felton Jarvis got a much 
needed kidney machine. I was proud 
that I was always one of the over fifty 
thousand that got a Christmas card 
from Elvis and the Colonel. 
We’ve gone through a lot of changes 

in the last two decades . . . early rock 
and roll, progressive jazz, folk, Beatles, 
acid rock, Motown, country rock . . . but 
no one has sold more records, had 
bigger boxoffices or drew larger TV 
ratings. Elvis was the undisputed 
leader. 
According to J.D. Sumner, Presley 

disliked being called "King.” He related 
this in a story about a lady that broke 
through the security at a concert to give 
Elvis a red crown on a pillow. He asked, 
"What’s this for?” "It’s for you,” she 
replied. "You’re the King.” "No Ma’am,” 
Elvis replied. "Christ is the King. I’m 
just a singer.” 

I’ve seen the excitement in some of 
my songwriting friends’ faces when 
they’ve been lucky enough to get an 
Elvis cut. RORY BOURKE and EDDIE 
RABBIT’S "Patch It Up” . . . DALLAS 
FRAZIER’S "There Goes My 
Everything” ... or more recently, 
LAYNG MARTINE’s "Way Down” 
(Before BILL RICE started writing with 
JERRY FOSTER, he and THOMAS 
WAYNE wrote "The Girl Next Door” in 
the Elvis is Back album, and he still 
talks about it with a little special 
pride.) 

I’ve met and talked with a lot of stars 
. . . Sinatra, Mick Jagger, Ringo Starr, 
Johnny Cash, Charley Pride . . . and as 
quick as I did, the mystery faded. They 
were nice but the mystery was gone. 
ELVIS will always be a mystery to me. 
We never met. 
Two hour-long music specials have 

been taped at the Grand Ole Opry 
House. The first stars Lynn Anderson 
with guests John Davidson, Chet 
Atkins and the England Dan-John Ford 
Coley duo. The second headlines Wayne 
Newton and features Tanya Tucker, 
Tammy Wynette, and Barbara 
Mandrell. Tanya and Tammy are first 
rate singers, but Newton and Mandrell 
together are dynamite. They are two of 
continued on page 39 



YOU'LL SEE WHY ITS YOUR NEXT GUITAR. 

That's because we first looked into 
what you want and need. We listened to 
what you, the players, had to say. And then 
we acted. The result: your next guitar, the 
all-new Yamaha jumbo folk. 

We know you won't settle for anything 
less than the world's best woods. Solid 
spruce for the top. Indian rosewood for the 
back, sides and fingerboard. Mahogany 

M  for the neck. 
* ■ Yamaha lieard that. 
I ■ We’ve been handcrafting 
1 I fine, wooden instruments 
I 1 for nearly a century. And 
3 because Yamaha buys 

such large quantities 
MaMHi < h 

i .in , it h ii i 
ni h this 

tively priced. 
We know you'd like a jumbo guitar 

that feels good to play. That's why we’ve 
reshaped the heel closer to the body for 
easier access to the higher registers. 
And that's why the neck's been recon¬ 
toured so it fits your hand better. 

We know you want a guitar 
with an action that's fast and 
easy. A sound that's well-
balanced and 
sustaining. 

Rich and powerful. A jumbo steel string 
guitar with its own originally unique design 
Wb know all that because Yamaha spends 
so muclt time and money to find out. 

So take a close look and listen to your 
next guitar. Pick any of the six Yamaha 
jumbo folks, solid and laminated spruce-
top models. At your Yamaha dealer. 

© YAMAHA 
P.O. Box 6600, Buena Park, CA 90622 

Yamaha FG-375S Jumbo Folk Guitar 

Permanently-lubricated gold-
plated machine lieads with a 
high 15 to 1 ratio to elim¬ 
inate backlash, and give you 
the easiest, most precise 
adjustment. 

Nickel-silver fret alloy 

Side and fingerboard 
position markers. 

A redesigned truss rod that's 
there when you need it to 
smoothly adjust the stress 
ttiroughout the entire neck. 
Plus a recontoured neck shape 
to allow more comfortable 
playability. And a reshaped 
heel for easier access to the 
higher registers. 

Real wood rosette and co¬ 
ted side binding. 

A two-piece Indian rosewood 
back with a real wood inlay. 

A solid spruce top, quarter 
sawn. The best wood for 
guitar tops, cut the best 
possible way. 

Finishes that provide maxi¬ 
mum resonance to the top, 
extra durability to the back 
and neck. An internal finish 
eliminates moisture 
absorption. 

Dual transverse x-type 
- bracing to 

produce the 
purest sounds 
possible. 



Legally (?) 
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Authors Reversionary Rights Under the New Copyright Act 
by Owen J. Sloane 

EDITOR’S NOTE: This article has been 
prepared by a member of the State Bar of 
California as a public service for information 
on a topic of general interest to songwriters. 
The reader is cautioned to seek the advice of 
reader’s own attorney concerning the 
applicability of the principles discussed in 
the article to the reader’s own activities. 

Effective January 1, 1978, a new 
Copyright Act goes into effect in the 
United States. While the new Act makes 
numerous changes in the existing law, 
perhaps one of the most far reaching and 
important changes for authors is the 
creation of what is commonly called "the 
reversion right.” 

In simple terms, the new Act provides 
that an author may terminate a grant of 
rights in a copyright created by him. In 
the event the author is dead at the time 
the reversion right accrues, the right 
passes to the author’s spouse and 
children, or if none, to his Executor and 
heirs. This means that all rights acquired 
in copyrights written by an author 
whether acquired by a publisher under a 
contract existing as of today or entered 
into subsequently, may be terminated by 
the author of such composition by 

following the statutory scheme. In order 
to understand the significance of this new 
right, one must first compare and 
contrast the existing Act with the new 
Act. 
Under the existing Act, the term of 

copyright is 28 years from the first of 
the date the composition is registered 
with the Copyright Register as an un¬ 
published work or the date of publica¬ 
tion. Publication generally means the 
reproduction of works in tangible form 
(copies) and the distribution of such 
copies to the public by sale or other 
transfer of ownership, or by rental, 
lease or lending. The initial copyright 
term under the existing Act may be ex¬ 
tended for an additional 28 year period 
by the filing of a renewal application 
with the Copyright Register. An agree¬ 
ment entered into prior to the vest¬ 
ing of the renewal period granting away 
the author’s rights to copyright during 
the renewal period is deemed effective 
as long as the author remains alive as 
of the vesting of the renewal period. 
Otherwise, the author’s spouse and 
children or Executors or heirs are enti¬ 
tled to the renewal term and are not 

bound by the previous grant of renewal 
rights to the publisher. 
Under the new Copyright Act, the term 

of copyright as to works created after 
January 1, 1978, will be 50 years after 
the death of the author. If the author 
grants away his rights in the copyright, 
he may terminate such a grant during a 
period beginning at the end of 35 years 
from the date of execution of the grant, or 
if the grant covers the right of 
publication, the period begins at the end 
of 35 years from publication or 40 years 
from the date of execution of the grant, 
whichever is earlier. Termination is 
effected by written notice to the publisher 
with a copy to the Copyright Register 
served not less than two nor more than 
ten years before the effective date of 
termination. The termination date must 
fall within the five year period specified 
above and the notice must state the 
effective date of termination. The Act 
further provides that termination of any 
grant may be effected notwithstanding 
any agreement to the contrary, including 
an agreement to make a Will or to make 
any future grant. Moreover, any further 
grant or agreement to make a further 
grant of any right covered by a 
terminated grant is valid only if it is 
made after the effective date of the 
termination. Consequently, the author is 
not legally able to enter into a contract 
granting away his right of reversion or 
granting any rights in the copyright after 
reversion unless such agreement is made 
at a time after the reversion is effective. 

All of the discussion so far in this 
article has dealt with works which are 
created after January 1, 1978. What is 
the effect of the new law on works which 
are already in existence? In order to 
answer this question, we must treat 
presently existing works in two 
categories: works which have been or will 
be statutorily copyrighted before 
January 1, 1978 and works which, 
although in existence prior to January 1, 
1978, will not be statutorily copyrighted 
until after January 1, 1978. 
Works which are currently in existence 

and have been or will be statutorily 



copyrighted before January 1, 1978, are 
works which have been registered as 
unpublished works with the Copyright 
Register’s Office (these have an "EU” 
number) and works which have been 
"published” whether or not registered 
with the Copyright Register’s Office. 
With respect to these works, the 

renewal provisions discussed above 
under the old Act continue to apply 
except for two major changes. First, the 
renewal period which, under the old Act 
was 28 years, is now 47 years. Second, 
any grant of rights to the last 19 years 
of the 47 year renewal period will be 
subject to termination by the author or, 
if deceased, by the author’s spouse and 
children or Executor or heirs, as the 
case may be. Termination is effected by 
a notice of termination given at any 
time during a period of 5 years 
beginning at the end of 56 years from 
the date copyright was originally 
secured, or beginning on January 1, 
1978, whichever is later. Again, the 
termination notice must be in writing 
and must be sent to the publisher not 
more than 10 years and not less than 
two years prior to the effective 
termination date. This termination date 
must fall within the five year period 
specified above, and the notice must 
state the effective date of termination. 
In addition, a copy of the notice must be 
recorded in the Copyright Office before 
the effective date of termination. 
Similar rules apply to these 
compositions as to those which are 
created after January 1, 1978 with 
respect to the invalidity of agreements 

years rather than 28 years. Any grant 
covering the last 19 years of the 47 year 
renewal period will be subject to 
termination by the author or, if 
deceased, by the author’s spouse and 
children or Executor or heirs, as the 
case may be, regardless of whether the 
renewal right has been granted away to 
a publisher. 
The second category of works 

mentioned above are works which are 
in existence as of January 1, 1978, but 
have not been statutorily copyrighted as 
of said date. We are concerned here 
with those songs which have not (i) been 
filed with the Copyright Register as 
unpublished or published works; or (ii) 
been "published” whether or not 
registered. With respect to these kinds 
of works, no right of recapture applies 
with regard to the final 19 years of 

made respecting the reversion prior to 
the effective date thereof. 

Accordingly, any copyright which is 
now in its initial term, must still be 
renewed during the 27th year of such 
term. The renewal must be applied for 
by the author or, if he has granted away 
his renewal rights to a publisher, and is 
alive at the time the renewal vests, 
then by the publisher, and in either 
case, the renewal period will be 47 

copyright. Consequently, if works are 
transferred to a publisher between now 
and January 1, 1978 and such works 
are not statutorily copyrighted prior to 
January 1, 1978, the author will have 
no right of recapture with respect to 
these works. 
What has been discussed above 

applies in most customary situations, 
except for one which the author may 
encounter. If the publishing contract 
between the publisher and the writer 
creates an "employment for hire,” 
rather than a purchase and sale, the 
entire copyright including the renewal 
right under the old Copyright Act 
automatically vests in the employing 
publisher, and under the new Act, no 
right of reversion is available to the 
composer. As to what constitutes an 
"employment for hire,” the issue is 
rather complicated, but basically turns 
on the facts of each situation. In general 
terms, the decisive factors in 
determining whether a relationship is 
an employment relationship are: (i) the 
employer’s right to direct and supervise 
the manner in which the work is 
performed, (ii) the payment of a regular 
salary (which may be in the form of an 
advance) and (iii) the fact that the work 
was created at the insistence, expense, 
time and facilities of the employer. 
Consequently, at one extreme, there is 
no question that a composer hired to 
write a film score who performs his 
work at the studio under the direction 

of the director or producer of the film is 
an employee for hire. At the other 
extreme, there is no question that a 
person who writes a musical 
composition on his own, then makes a 
presentation of that composition to a 
publisher who, at that point, decides to 
acquire the rights to that composition, 
is not an employee for hire of the 
publisher. In between the extremes, is 
where the uncertainty lies. Factual 
situations closer to the film score 
composer would be undoubtedly treated 
as employment for hire situations, and 
situations closer to the independent 
creation example would not be treated 
as employer for hire situations. 
What does all the above mean with 

respect to songwriters and songwriting 
contracts? 

All works which are created prior to 
January 1, 1978 and assigned or 
licensed prior to that date should, from 
the writer’s point of view, be registered 
for copyright either as an unpublished 
work, or should be published prior to 
January 1, 1978. In such case, the 
recapture provisions discussed above 
will apply to such composition. 
Otherwise, if a statutory copyright is 
not obtained in such a work prior to 
January 1, 1978, the recapture right 
will not apply. Accordingly, any 
compositions which are transferred to 
publishers prior to January 1, 1978 
should be done so under songwriter 
contracts which require the publisher to 
register the copyright either in 
unpublished form or to cause 
publication to be made of the 
compositions prior to January 1, 1978. 

Second, writers should try to avoid 
contracts which are structured as writer 
for hire agreements since the effect of 
such a contract is to eliminate the 
possibility of a recapture right. 

Third, any provisions in publishing 
agreements purporting to affect the 
writer’s right to terminate the grant 
should be resisted. 

Lastly, writers should keep careful 
records of the dates affecting their right 
to terminate grants, since a termination 
may be ineffective unless notice is given 
within the time period and according to 
the statutory requirements, -w 



'hotos by Mark Brown 

The ASCAP Writer’s Workshop West 
An open letter from Pat and Pete Luboff 



Dear Songwriter, 
We’ve been in the ASCAP Writer’s 

Workshop West for eight weeks now, 
and it has been such an incredibly 
stimulating and supportive experience 
for our songwriting that we felt you 
should know about it. It’s a ten week 
course, with meetings once a week on 
either Monday or Wednesday, starting 
at 7:30 PM and lasting until it’s com¬ 
pleted, which is generally around 
11 P.M. 
You don’t have to be a published 

writer, and you don’t have to be a mem¬ 
ber of any performing rights organiza¬ 
tion. You do have to have the basics of 
songwriting already understood; it’s not 
a class for beginners. 

Also, you don’t have to pay tuition. 
Fifteen writers of approximately the 
same level of development are chosen 
for each class, and ASCAP puts them 
all on full tuition scholarships. 
The ASCAP Writer’s Workshop is led 

by Annette Tucker, who is assisted by 
Arthur Hamilton, with John Mahan in 
regular attendance. The classes are held 
in Annette’s hilltop home overlooking 
Los Angeles, which offers a spectacular 
view when the smog allows. We meet in 
a large room with chairs placed in a cir¬ 
cle. There is a wall full of records of 
songs written by Annette, whose chart 
records include / Had Too Much To 
Dream Last Night and Get Me To The 
World On Time. She started her classes 
independently three years ago, as the 
Composium, and ASCAP began spon¬ 
soring the Workshop a year and a half 
ago. 
Annette has a füll' time devotion to 

the class and the writers, spending 
hours on the phone working with them. 
She says, "I love it. This is the best 
thing that ever happened to me.” 
Arthur Hamilton is the writer of Cry 

Me A River and He Needs Me, and the 
co-writer of When Love Touches Your 
Life, which received Golden Globe and 
Academy Award nominations. He is on 
the Board of ASCAP, and serves on the 
Public Relations Committee, which 
means he volunteers a great deal of 
time to work for the betterment of all 
songwriters. 
John Mahan is the Executive Director 

of ASCAP’s West Coast office. We’ve 
known him since the Premier issue of 
Songwriter Magazine, when we inter¬ 
viewed him for the Who’s Who column. 
John has many years of experience in 
all phases of the music business: radio, 
records, promotion, production, publish¬ 
ing. He combines all that capability 
with an honest friendliness and a com¬ 
mitment to the writers that bring him 
to the classes after a long day’s work, 
and before an hour’s drive home. John 
wants the writers to know that he’s 
there for them. 

The class functions in the following 



manner: You pass out ten copies of your 
lyrics to the class. There are cassette 
and reel-to-reel tape machines and a 
piano there for you to use. You may 
present your song live, or on tape. The 
class applauds when you’re finished, 
and then something wonderful happens. 
The eighteen people in the room become 
one — all sharing the same goal: to 

If you can’t find 
a bridge, you probably 

don’t need one W 

make the song in question the best song 
it can be. 
With Annette, Arthur and John set¬ 

ting the tone for a creative climate and 
a free exchange of ideas, you don’t feel 
like you have to defend a line or a word. 
No one is claiming to be "right.” Every¬ 
one is equal and, together, we are help¬ 
ing each other grow as writers. 
Suggestions come from everywhere. A 

note change here, a chord change there, 
a few new words, structural sugges¬ 
tions, casting ideas, thoughts on pos¬ 
sible arrangements, publishers’ names. 
Arthur describes it as a "reshaping of 
the song while you’re watching. The 
song is being finished in the room.” 
Everyone respects the writer’s total 

authority in making the final decisions. 
We all know we are just making sug¬ 
gestions; the writer has the last word. 
You don’t have to change a thing if you 
don’t want to, or, if you feel the song is 
strong enough to merit the work, you 
can bring it back another time with 
whatever changes you choose to make. 
Annette says, "If you find out the orig¬ 
inal idea for the song was not strong 
enough, consider that song a great writ¬ 
ing exercise for you — and drop it!” 
There is a closeness that grows 

among the group. The air is charged 
with concentration while we’re working 
on the songs, which is broken only by 
laughter at the fast flying jokes that 
come up naturally in the process. 
Friendships are made in conversations 
before and after the class and during 
the coffee break. Collaborations are 
formed spontaneously. Danny Lee, (who 
was in our Workshop), had a dream that 
told him the perfect arrangement for 
the song we had just showed in the 
class. We go around humming each 
other’s songs all week. We see each 
other making the same mistakes, and 
we learn together how not to make 
them. 
At first, the classes go on far into the 

night because the songs need so much 

work. But as the class progresses, each 
of us has improved our focus and the 
time spent re-working the songs grows 
shorter. Around class five, Annette is 
pleased and proud. . .. "Isn’t it fun to 
see the people in the class improve?” 
"You guys have done great.” "It’s excit¬ 
ing to see the progress.” We agree. 
Annette has a firm clear grasp on the 

structure of the popular song. She can 
take a song apart and put it back to¬ 
gether vastly improved in two minutes, 
with such respect for you as a writer 
that you feel only the excitement of see¬ 
ing your song come together the way it 
was meant to. She draws ideas from the 
circle of writers. "What do you all feel 
about this song?” She sprinkles her spe¬ 
cific suggestions with the rules of the 
craft: "In the lyrics, the first line should 
lead to the second, the second to the 
third, and so on. All the lines lead into 
each other and go together.” "You can’t 
play on your title too much — that’s 
your subject.” "A Bridge should be use¬ 
ful. It should add something philosoph¬ 
ical or emotional. If you’re writing and 
you can’t find a bridge, you probably 
don’t need one.” "The melodies in the 
verse and the chorus should be different 
from each other, and the melody in the 
chorus should be as strong as, or 
stronger than the melody in the verse.” 
"The verses tell the story and the 
chorus gives the theme.” "In a formula 
song, the title always comes in the same 
place.” "Don’t take too long to get to the 

here is, T like to sleep with you, but 
don’t cry in front of me.’” ... all done 
with such gentle humor that you have 
to laugh because you knew when you 
wrote it that the line was weak. 
John Mahan specializes in the pub¬ 

lisher’s point of view: "To a publisher, 
the main thing is the song. When pre¬ 
senting your songs, try to avoid musical 
breaks in the middle of the song; you’ll 
lose the publisher.” "Publishers are 
fussy. They’ll only take a song if they 
believe they can get it recorded. They 
don’t want to hear about how it can be 
arranged. They want a complete and 
ready song. No excuses. No alternative 
arrangements.” "A fairly simple, but 
strong demo that fits the style of the 

You can’t play on 
the title too much — 
that’s your subject M 

A bridge should be 
useful, it should add 

something philosophical 
or emotional M 

hook. Get to the good stuff quick.” "If 
you can’t find the title in your song, 
there’s something wrong.” 
Arthur has a surgically sharp wit, 

and a fine sensitivity for the details and 
nuances of the songs presented in the 
class. "You need broader, more bold 
images. I see a bird of many colors in 
the melody — but not in the lyrics.” "At 
this slow tempo, they’re going to be lis¬ 
tening to the lyrics, so they have to be 
interesting, attractive images.” He en¬ 
courages you to explore every avenue of 
your talent, "If you feel like philosophiz¬ 
ing, do it. It’s important to serve that 
part of your system.” And he has such 
creative ways to tell you when your 
lyrics are way off: "These are six good 
American words. You could reverse the 
order and I’ll like them just as well.” 
"That sounds like a translation from the 
original Turkish.” "What you’re saying 

song is what you need. Don’t ad lib a 
fade on a demo.” 
The class knows a good thing when 

they experience it: Jeff Legg says, "I 
couldn’t list all the things I learned in 
this class. It just takes me out of one 
space and puts me into another. It 
makes me feel like I’m within reach. I 
can do it, if I work at it.” Others chime 
in: "I never had the concept of a bridge 
before this class.”, and "That was my 
first hook song.”, and Annette, ever en¬ 
couraging, replies, "Good, now that 
you’ve done it once, it’ll be easier for 
you to do it again.” 
There’s even a graduation ceremony. 

A publisher is invited to the tenth class 
and each writer presents their strongest 
song. ASCAP Workshop Alumni have 
had 35 songs published and 15 records 
released. 
Those of you who are lucky enough to 

live within traveling distance (some 
writers have commuted from as far 
away as San Francisco) can apply for 
your scholarship by sending a tape of 
two songs on reel-to-reel or cassette 
with lyric sheets. Writers of music only 
and lyrics only are also welcome to send 
in two of their works. Write a letter giv¬ 
ing some biographical information and 
be sure to include a self addressed, 
stamped envelope. Send it to: John 
Mahan, ASCAP Writer’s Workshop 
West, 6430 Sunset Blvd., Suite 1003, 
Hollywood, CA 90028. 
We could say so much more, and still 

not communicate how great the ASCAP 
Writer’s Workshop West is, but we have 
a song to write for tonight’s class, so 
we’ll sign off ... 

Write On, 



Al Kasha 
and Joel Hirschhorn 
Write The Songs 

for Disney’s 
"Pete’s Dragon” 

His name is Elliott and Al Kasha and 
his writing partner, Joel Hirschhorn de¬ 
scribe him as a "lovable lug . . . sort of 
like the character Lenny in 'Of Mice 
and Men’ . .. large and unaware of his 
size.” 

In this case the character in question 
is not of either mice or men but, in¬ 
stead, is a dragon. It’s "Pete’s Dragon”, 
a musical fantasy combining live action 

The Making of a Movie Musical 
by Paul Baratta 

Al Kasha Joel Hirschhorn 
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 and animation which stars Helen Reddy 
in her first major motion picture role, 
along with Mickey Rooney, Jim Dale, 
Red Buttons, Shelley Winters and 
young Sean Marshall. Sean plays the 
part of a nine-year-old orphan whose oc¬ 
casionally visible friend, Elliott the 
dragon, wreaks havoc on a turn-of-the-
century New England town with de¬ 
lightful results. 
Kasha and Hirschhorn had been ap¬ 

proaching the Disney studios for over 
two years regarding various projects 
and eventually wrote I’d Like To Be 
You For A Day for the Disney produc¬ 
tion of "Freaky Friday”. 
But the dream of these two-time 

Academy Award winning songwriters 
was to write a movie musical and, in a 
very businesslike, patient manner, they 
kept playing music for the appropriate 
people at the studio in hopes of making 
their dream a reality. 
"What we did”, Joel states, "is that 

we kept suggesting musical projects 
based on classic children’s literature, al¬ 
though that may sound presumptuous. 
God knows they’re aware of every chil¬ 
dren’s book ever published, but we did it 
on the slim hope that we might be able 
to come up with something that had 
been overlooked.” 
"Our original entree to the Disney 

Studios was through a project we did for 
Mattell called 'The Canterville Ghost 
Goes West,”’ Kasha adds. "I was look¬ 
ing for a good orchestrator and scorer 
for that project, so I asked my brother 
Larry, (who’s a producer in his own 
right), who he might recommend. He 
suggested Irwin Kostal whose credits 
include 'The Sound of Music’, 'Mary 
Poppins’ and 'West Side Story’ and he 
introduced us to the Disney people. We 
met the late Bill Walsh who did 'Mary 
Poppins’ among others, and we played 
him some of our music. He, in turn, 
introduced us to Frank Paris and dis¬ 
cussions began between Frank and our¬ 
selves about turning a book they were 
trying to get the rights to, into a musi¬ 
cal. Legalities kept that project from 
getting off the ground, but they were 
planning on doing a musical with us in 
any case ... it was just a question of the 
right vehicle. 
"Finally, 'Pete’s Dragon’ came along,” 

Al continues. "It was originally a thir¬ 
teen page outline conceived by Walt 
Disney himself, and expanded to about 
25 pages by Seton I. Miller and S.S. 
Field. This was expanded to a 175 page 
treatment by Malcolm Marmorstein. It 
wasn’t yet a script ... they went 
through all the steps from idea, to out¬ 
line, to treatment, and then a screen¬ 
play which Malcolm did. 
"Frank Paris, who is head of the story 

department, sent us the treatment, 
which was like a novelette, and asked 
us what we thought. We told him we 

1 At left, Nora (HELEN REDDY) and Pete (SEAN MARSHALL), beside her, lead town children 
in song. 

2 Doc Terminus (JIM DALE), flanked by sidekick Hoagy (RED BUTTONS), offers to help Lena 
Gogan (SHELLEY WINTERS), Merle (CHARLES TYNER) and their sons (GARY MORGAN 
and JEFF CONAWAY) capture their runaway foster child if they’ll help him capture Elliott the 
dragon . 

liked it, so a meeting was set up with 
ourselves, Frank, Ron Miller who is 
head of production at Disney, Jerome 
Courtland, the film’s producer and Mal¬ 
colm Marmorstein. 

"After a general discussion of the 
film, Joel and I were asked to lay out 
where we thought the songs should be 
in the script.” 
"As an aside,” Joel added, "by way of 

insight into how key decisions are 
sometimes made, the dragon in the 
piece was originally intended to be in¬ 
visible to everyone. Then somebody 
drew a dragon in the middle of an ani¬ 
mated dream sequence and everyone 
thought he was so great, he became the 
film’s main motif.” 
"Let us try and put this in a time 

frame,” we suggested. "Why don’t you 
give us a chronological feel from the 
time, you first laid out where you 
thought the songs should go, to the 
present?” 
Between the two, Al is more the 

speaker of this songwriting team. They 
both write words and music, but Joel is 
content to let his partner, (who also 
teaches songwriting), do the talking, so 
Al describes the step-by-step involve¬ 
ment on this film. 
"We got involved with 'Pete’s Dragon’ 

in about August of 1975 and, after we 
laid out where we thought the songs 
should go, actually started writing some 
of the material near the end of August. 
"At the beginning of a movie musical, 

the songwriters are the film. No filming 
has begun and, in this case, the final 
script has not yet been written. We are 
writing what are called book songs 
which are part of the story. 

"All this time, (a period from six to 
eight months), we are working along 
with the screenwriter, in this case, Mal¬ 
colm Marmorstein. We would suggest to 
Malcolm that perhaps a certain story 
point might be better made in a song 
than in dialogue. An illustration of that 
point is the film’s opening. I said that I 
liked musicals that didn’t begin with a 



3 Lampie (MICKEY ROONEY) and daughter Nora (HELEN REDDY) share a smiling song with 
Pete (SEAN MARSHALL) who’s just joined their family. 

4 Doc Terminus (JIM DALE), right, purveyor of patent medicines, and sidekick Hoagy (RED 
BUTTONS) make a sales pitch to local townfolk. 

whole bunch of dialogue, after which 
somebody suddenly bursts into song. 
Malcolm agreed and we decided to let 
people know at the outset that it’s a 
musical. 

"So the opening song is Happiest 
Home In The Hills. What it lets the 
audience know is, paradoxically, that 
it’s not the happiest home in the hills. 
Shelley Winters and these terrible, vio¬ 
lent backward people called the Gogans, 
are always beating up this little boy 
named Pete, but luring him with prom¬ 
ises of, We’ll bake you cake and ginger¬ 
bread, which you see by their actions, is 
a lie. 
"We had most of the songs completed 

by February of 1976 and had coordi¬ 
nated completely with Malcolm as to 
motivations why we felt songs belonged 
in the script at the places we had indi¬ 
cated. That is probably the most exact¬ 
ing time for songwriters, because we are 
going through the process of converting 
a book into a musical. The book did not 

indicate where a song should be placed 
. . . we decided that with Malcolm. 
"Then, Malcolm begins to work on the 

script and if the script changes from 
what the treatment originally was, per¬ 
haps a previously well placed song no 
longer fits. 

"Also, along the way, they begin to 
cast the picture. Negotiations begin 
with actors and availabilities are 
checked out and names start to be men¬ 
tioned. Well, if Shirley Jones is going to 
star in the film, you keep her in mind 
when you’re deciding the character of 
the songs you’re writing. The casting 
determined changes in our writing, and 
we breathed a sigh of relief when they 
chose to go with a contemporary per¬ 
former and decided on Helen Reddy. 
Now we knew specifically who the artist 
was that was going to portray the char¬ 
acter we were writing songs for, and as 
the other casting firmed up, so did the 
focus of our writing. 
"Another thing we keep in mind is 

tempo change throughout the film. It 
can get quite boring if a musical hits 
you with three or four songs that are all 
the same tempo. If we don’t feel we’ve 
got a good tempo variation, we’ll make 
the necessary adjustments. 

"In February of 1976, we started 
doing demos of the whole score. Of those 
original demos, only two songs were 
changed. One was a character song and 
the other was a song in which we 
changed the point of view when Helen 
Reddy was signed to do the film. 
"Onna White was then brought in to 

begin devising the dances now that the 
music was set, and the director, Don 
Chaffey, was firmed up to the project. It 
took quite some time to select a director 
because there aren’t many directors 
who have worked on musicals for the 
simple reason that the film industry 
hasn’t turned out many musicals of late. 
In fact, if my memory serves me well, 
'Pete’s Dragon’ is the first wholly orig¬ 
inal movie musical in years. The only 
ones I can think of such as 'Mary Pop¬ 
pins’, or 'Oliver’, are based on a play, or 
a book, or a short story. 'Pete’s Dragon’ 
started from an idea in the fertile imag¬ 
ination of Walt Disney.” 
"Are we still in February of 1976?” 

we asked. 
"No, it was in March when Onna 

White and Don Chaffey were brought 
in,” Al responded, "and we all sat 
around a table and discussed the musi¬ 
cal numbers and started moving them 
around. For instance, Candle On The 
Water, which is scheduled to be Helen 
Reddy’s single release from the film, 
moved to a different position. 
"After that process, which included 

changing the melody of one song and 
the character of another when Mickey 
Rooney was signed, we pre-recorded all 
the music at the beginning of summer 
because, as you know, the actors lip¬ 
sync the songs on screen to pre-recorded 
tracks. The actual filming of the picture 
began on July 6, 1976, which was about 
a year after the project began.” 

"Essentially, isn’t your job done once 
the songs are recorded?” we inquired. 

"In most cases, yes,” Joel replied, "ex¬ 
cept that we were very involved in the 
project and wanted to be there for the 
mixing sessions. The director wanted us 
there, too, because we all worked to¬ 
gether closely on the project. Actually, 
the soundtrack album was produced by 
Irwin Kostal, Al and myself. Helen 
Reddy is coming out with her own 
album of the songs which is scheduled 
for release October 29th. The film opens 
November 3 at Radio City Music Hall in 
New York and will play there over the 
Thanksgiving, Christmas and New 
Years holidays. It’s the first time any 
film has been booked at Radio City for 
all those dates.” 
"During the time you worked on the 



Making a Musical 

film did you have the space to take on 
any other projects?” 

"I would say the first year was spent 
exclusively on the film,” Al responded. 
"Joel and I have the facility to work on 
more than one project at a time, but 
'Pete’s Dragon’ was the thing that was 
pumping our adrenalin systems ... we 
knew it was the most important project 
on which we had ever worked.” 
"What is the major transition a con¬ 

temporary songwriter must make in 
order to write a musical?” we asked. 
"Writing a musical is different than 

writing an isolated song, (or twelve 
songs), because you’re really writing 
part of the story,” Al explained. "There 
are book songs, character songs, charm 
songs and things termed stepout songs 
which you hope will become popular 
hits. 

"In Oscar Hammerstein’s book, 
'Lyrics’, he talks about how he used to 
sit down with Richard Rodgers and indi¬ 
cate which would be book songs, Pop 
songs, or stepout songs. Both Joel and I 
became students of Rodgers and Ham¬ 
merstein and learned a lot from them. 
From them, we learned where to place 
the songs in a show. 
"And we became aware how other 

writers placed songs in a show to the 
story’s advantage. Irving Berlin, who 
wrote the songs for 'Annie Get Your 
Gun’, (which was produced on Broad¬ 
way by Rodgers and Hammerstein), 
wrote You Can’t Get A Man With A Gun 
which tells the whole story of this 
rough, tough lady trying to land this 
sophisticated rodeo champion. Lerner 
and Lowe had the story’s street urchin 
defined by singing Wouldn’t It Be Lov¬ 
erly in 'My Fair Lady’ and Professor 
Higgins sing Put A Woman In Your 
Life, which described his philosophy on 
the opposite sex. 

"Also, there’s a Cinderella quality 
about those relationships . . . the tough 
lady and the sophisticated rodeo cham¬ 
pion, the street urchin winding up with 
the wealthy professor, and in Frank 
Loesser’s, 'Guys and Dolls’, you really 
have the ying and the yang . . . the 

22 Salvation Army girl and the gambler. 
Rodgers and Hammerstein and 'The 
Sound of Music ’.. . the nun winding up 
with the baron . . . 'The King And T .. . 
a spinsterish school teacher and the 
King of Siam. 

"Pete’s Dragon has that quality in a 
sense in that the Cinderella quality ex¬ 
ists in the relationship between a boy 
believing in a dragon no one else be¬ 
lieves in, but the dragon winds up sav¬ 
ing the town.” 
The name of the town in the film is 

Passamaquaddy and its locale is Maine, 
although the filming took place in Cali-
forhia. Jack Martin Smith built a set on 

While star Helen Reddy records her songs for Walt Disney Productions’ 
"Pete’s Dragon,” a staff of men in the control room listen and approve, including 
director Don Chaffey, standing; Jack Laing, sound mixer; Irwin Kostal, 
musical director, and composers Al Kasha and Joel Hirschhorn. 

the Disney lot that brought Maine to 
life at Disney’s studios and location 
filming was realized at San Luis Obis¬ 
po, (midway between Los Angeles, and 
San Francisco), whose coastline and fog 
is similar to the New England state. 

^Authenticity is important not only to 
the sets and costumes but to the songs 
as well. "We wrote a song for Jim Dale 
entitled He’s the Fastest Talker In Town 
where he’s hawking all these phony 
drug remedies,” Joel explains, "and we 
did so much medical research, I think 
we could become doctors. He has lines 
that say he studied audiology, mycology, 
serology, teratology . . . he’s sort of a 
'Music Man’ carney type. 
"But the one word he can’t say is the 

name of the town, Passamaquaddy, so 
we wrote a song called Passamoshloddy 
where he mentions the name of every 
town in Maine in which he solved their 
medical problems singlehandedly and in 
order to be honest with the show, we did 
a lot of research in Maine to utilize the 
names of other towns.” 
We asked if, when writing songs for a 

book musical, the words generally came 
to mind first? 
"No,” Al replied, "I would say it was 

the general concept of the song first, 
and then a title.” 
What about form? We assumed the 

songs were not verse, chorus. 
"We’re very hook oriented,” Joel of¬ 

fered. "The songs could be structured 
A-B-C-D-E, but we try to get back to the 
hook.” 
"Another thing you must deal with in 

a musical,” Al continued, "is the actor’s 
vocal range. 
"For example, Helen Reddy has a 

scene with Mickey Rooney and it’s his 
big number . . . she’s sort of counter 
melody. So we had her speak her lines 
because if we put her in a key that re¬ 
ally allowed her to sing, it would put 
him out of his range, so we chose to 
make the melody fit him because the 
focus of the scene is on him. 

"In the pre-recording of the music, if 
there is any dialogue spoken within the 
song such as what I just described, you 
have to leave room for it. A better ex¬ 
ample would be the Passamaquaddy 
song that Jim Dale sings where the 
crowd yells things back at him between 
the lines of the song. In the pre¬ 
recording, we keep the rhythm going by 
writing a vamp similar to the melody 
which allows space for the dialogue, 
until he gets back into the song.” 
"Another point worth mentioning in 

writing a musical,” Joel adds, "is that 
the producer and director are more con¬ 
cerned that the songs get the story 
points across, than that they be hits. A 
mistake would be to try and write only 
hits, or only ballads, because the song 
has got to sound believable coming out 
of the actor’s mouth.” 

"For instance,” Al states, "you have to 
decide if a Top 10 hit would seem con¬ 
gruous being sung by Mickey Rooney. 
"On the other hand, when you have 

an opportunity like having Helen Reddy 
sing to her lover, (Candle On The 
Water), you’d be foolish not to write a 
stepout song. 
"But story points are an essential 

consideration in a musical. You must 
think of character first. 
"By way of complimenting the bril¬ 

liant lyricist, Alan Jay Lerner, the very 
opening lyric line of 'My Fair Lady’ tells 
you the whole problem . . . Look at her a 



prisoner of the gutter. That’s the whole 
show right there and demonstrates 
what a craftsman Lerner is. 
"To write something like 'Pete’s 

Dragon’, you have to sit down and study 
the musical genre, both film and stage, 
as if you were studying orchestration, or 
scoring. You must understand the prin¬ 
ciples and rules even though those rules 
have been changed a few times. 
"Take 'My Fair Lady,’ with which 

most everyone is familiar. The very first 
song sung by Rex Harrison is Why Can’t 
The English Teach Their Children How 
To Speak. He sings the song with one of 
the play’s four principals, Colonel 
Pickering. 
"Then its Eliza’s turn .. . Wouldn’t It 

Be Loverly. She talks of lots of chocolate 
and lots of heat, and that is the extent of 
her simple dream. Lerner, the Harvard 
graduate, is being honest with the piece 
by entitling it, Wouldn’t It Be Loverly, 
an appropriate mauling of the lan¬ 
guage, and is making a social comment 
on the English scene of the day by wish¬ 
ing for lots of coal making lots of heat. 
"Then, Eliza’s father sings With A 

Little Bit of Luck in which he hopes that 
someone else will do the bloomin’ work 
and he can continue to sponge off of life. 

So at that point, all the major char¬ 
acters have defined themselves as soon 
as they have come on stage and sung 
their first song. 

This approach is different than when 
you write a one song theme for a film as 
Joel and I have done on several occa¬ 
sions. The late Johnny Mercer gave me 
a piece of advice about theme songs for 
films which I never forgot. He said, 
'Lyrically, never tell the story . . . write 
the philosophy.’ Moon River tells the 
philosophy of the girl in 'Breakfast at 
Tiffanys’. And Days Of Wine and Roses 
(even though you can’t write the philos¬ 

ophy of that couple), doesn’t state there 
are two alcoholics rolling around on the 
floor. It just says they are living in some 
sort of dream world . . . living in a daze 
of wine and roses. In a musical, the 
songs do tell the story.” 

"Melodically,” Joel adds, "Bock and 
Harnick took 'Fiddler On The Roof’ and 
made the music sound like it came from 
a Russian or Jewish village. Yet these 
same guys wrote Firello which captured 
something entirely different. 
"Oklahoma, which Richard Rodgers 

conceived on a sort of Coplandesque 
western mode was totally different than 
the score he wrote for 'King And I’ 
which is on the pentatonic scale, but it 
has the Richard Rodgers touch, just as 
we hope our work has the Kasha-
Hirschhorn touch. 
"But you must be honest to the piece 

as a whole because if you’re not, you’re 
writing just for you and saying, in ef¬ 
fect, we are the stars. And, after all, we 
are one of the writers. We are one of the 
pieces of the puzzle.” 

To put 'Pete’s Dragon’ on film cost 
$13 million, the most expensive picture 
in the history of Disney studios. But, 
the film has received extensive book¬ 
ings from major exhibitors and will 
open nationwide on December 16, in 
time for the Christmas season. 

In writing for the theatre, the com¬ 
poser and lyricist get 4% of the gross 
and, together with the librettist own 
60% of the show in terms of it being sold 
to another medium. 
Not so in motion pictures and, par¬ 

ticularly, not at Disney and for good 
reason. "Disney’s policy is not to give 
percentages of the gross,” Al explains, 
"because they feel, and rightfully so, 
that a Disney project has a built in 
market and, therefore, do not feel per¬ 
centages are warranted with their 
films. And they feel that the educa¬ 
tional market is an extremely lucrative 
one on a Disney project and the writers 
are going to turn a handsome profit 
down the line. 
"We were payed a very fair, flat fee 

for our services. We hope to earn con¬ 
siderably more through album sales, 
cover records, band arrangements, and 
choral arrangements. Most writers don’t 
realize the incredible income a writer 
can earn from educational music. 
Belwin-Mills Music, for instance, has an 
extensive educational catalogue. Robert 
Klein tells that joke about a band at a 
football game playing Going Out Of My 
Head and then imitates what the song 
sounds like when played with that 
drum-heavy, basic marchband beat and 
you laugh because he makes it all sound 
so ludicrous . . . the song wasn’t written 
to be played like that. 

"But, for example, 'Pete’s Dragon’ will 

be played at the Orange Bowl on New 
Year’s Day in front of 50 or 60 million 
people. The Disney image is so strong 
that those arrangements were made six 
months before the film even opened, 
and it will also be played in the 
Thanksgiving Day Parade in New York. 

"So we began this project two and a 
half years ago, and now, we finally get 
to see our dream fulfilled.” 
And a dream it was for Al Kasha, 

from Brooklyn, and Joel Hirschhorn, 
from the Bronx, working out of an office 
on Dopey Drive at Disney Studios writ¬ 
ing songs for a musical in the midst of 
boyhood dreams of Pinocchio and Snow 
White. 
Al met Joel thirteen years ago when 

Al was a producer at Columbia Records 
and Joel brought his sister to Al for 
evaluation as a possible Columbia 
recording artist. 
Al had been fairly into the enter¬ 

tainment field at that time having 
played Ethel Merman’s brother in the 
Broadway production of "Annie Get 
Your Gun” at age seven. He had also 
worked for a music publisher for a year 
and had written Irresistible You which 
was a hit for Bobby Darin. 

Joel began writing songs as a teen¬ 
ager, attended Hunter College in New 
York and studied court stenography just 
in case his musical aspirations were not 
realized. He worked as a court stenog¬ 
rapher in the city court system and at 
the United Nations. 
Kasha and Hirschhorn met, became 

friends and partners, and "do not col¬ 
laborate,” according to Kasha. "We 
create.” 
They came to California in 1968 and 

have won two Academy Awards for 
writing The Morning After in 1972 for 
"The Poseidon Adventure” and We May 
Never Love Like This Again in 1974 for 
"The Towering Inferno”. 
Their music has sold more than 35 

million records and includes nearly a 
dozen gold records. Some of their songs 
include My Empty Arms by Jackie Wil¬ 
son, I’m Cornin’ On Back To You, also 
by Wilson, Lefs Start All Over Again, 
by Ronnie Dove, Your Time Hasn’t 
Come Yet Baby, recorded by Elvis Pres¬ 
ley and Will You Be Staying After Sun¬ 
day?, and Don’t Wake Me Up In The 
Morning, Michael, both recorded by the 
Peppermint Rainbow. 
"When we first met,” Al remembers, 

"Joel and I used to get together every 
morning for breakfast in a joint called 
the Pink Cloud in New York. Even back 
then, the Pink Cloud not withstanding, 
our big dream was to someday write a 
musical.” 

Well, in the true tradition of Disney, 
the Pink Cloud has become Kasha and 
Hirschhorn’s golden coach in the form of 
a major musical film event .. . 'Pete’s 
Dragon.’ 
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JANIS IAN 

A Process Of 
Discovery 

A tough exterior can be very effective 
armor against being hurt. If you add a 
touch of arrogance, throw in a bit of sul¬ 
len and put it all together with a note of 
belligerence, you come up with a pre¬ 
sentation that would keep most people 
at their emotional distance. 
• The first time I saw Janis 
Ian was on the 1976 
Grammy Awards 
show on televi-
sion. Previous 
to that I had 

by Paul Baratta 
Photos by Peter Cunningham 
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IAN... 
read and heard a great deal about her. 
Quite often, what I read and heard was 
equally divided between her talent and 
her personality, her talent getting the 
better reviews. After winning the 
Grammy, Janis herself was quoted as 
saying, "I’m still an arrogant, snotty 
kid. It blows people’s minds when they 
ask, 'Why do you think your record is a 
hit?’ and I say, 'Talent.’ ” 
During the Grammy show, I saw 

Janis perform At Seventeen and I noted 
the intensity of her stage presence and 
her believability of performance when 
singing about the experience of being 
an unpopular, unpretty high school girl 
in the midst of cheerleaders and prom 
queens. They also had various inserts of 
Janis sitting in the audience and she 
appeared to me to be somewhat disdain¬ 
ful and almost sullen. I could not per¬ 
ceive any expectancy in her, or en¬ 
thusiasm for the possibility of her being 
a winner that evening. 

But, when her name was announced, 
all that changed. She came down the 
aisle toward the stage with what I per¬ 
ceived to be vibrant enthusiasm. She 
accepted her award and stood in front of 
the microphone holding the statuette af¬ 
fectionately while looking out at the 
audience which was paying her a de¬ 
served, sustained tribute. When the 
applause still continued, I felt her take 
in a deep contented breath as if the 
years of valentines she never knew had 
all arrived at the same time. She was, 
finally, queen of the prom. 

w were ushered into Janis’ hotel 
room and left alone with her while she 
wolfed down breakfast. After our inter¬ 
view she would be taping the Dinah 
Shore Show so we got down to business 
quickly. Introductions were hastily 
made and our time began with Janis 
asking us questions, taking the role of 
the interviewer for the moment. At first 
glance, it would seem as if she were de¬ 
tached and stand-offish, but that impres¬ 
sion changed as the cassette moved 
along and the barriers began to fade. 
Janis Ian grew up in New York and 

started playing piano when she was 
three years old. She started playing 
guitar at age twelve and began writing 
songs at about the same time. 
The atmosphere in Janis’ home as a 

child was very music influenced. Her 
father was both a composer and a music 
teacher whose main interest was clas¬ 
sical music. Her mother collected jazz 
records. 
"My early influences were very di¬ 

verse,” Ian states. "My parents took me 
to see Odetta when I was about seven 
and I thought she was amazing. I grew 
up on such a meld of music .. . Billie 
Holiday, Stravinsky, Beethoven, The 

Beach Boys, Appalachian folksongs, Af¬ 
rican tribal rhythms, a lot of different 
types.” 
At age thirteen, one of her songs was 

published in Broadside Magazine. The 
song, Society’s Child, was heard by 
Robert Shelton who was music critic for 
the New York Times and he played it 
for Leonard Bernstein’s television pro¬ 
ducer, David Oppenheimer who, in 
turn, played it for Bernstein. Leonard 
Bernstein really liked the song, put 
Janis on his show, and devoted twenty 
minutes of his hour program, "The Pop 
Arts,” to Janis. 
"That was amazing to me,” Janis re¬ 

marks, "because nobody had played the 
song up till then.” 
The year was 1965 and Janis’ uncon¬ 

ventional song about a white girl dating 
a black boy who was pressured by her 
parents and society into dropping him, 
was considered too controversial by 
radio stations to receive airplay. After 
the Bernstein show, the resistance 
broke down and Society’s Child became 
a hit record nationally for its fifteen 
year old writer-singer. 

"Actually,” Janis explains, "the song 
didn’t mean much to me in terms of con¬ 
troversy. I thought all the resistance 
was a little stupid. Thank God for Bern¬ 
stein. He’s an amazing man and he re¬ 
ally bowled me over. It wasn’t that im¬ 
pressive to me that he was Leonard 
Bernstein, conductor of the New York 
Philharmonic. It was impressive that he 
was Leonard Bernstein who had written 
and scored 'West Side Story.’ 

"I had always wanted to be a star. I 
knew from the time I was three years 
old that I’d be a musician. It always 
seemed so unfair to be involved in rec¬ 
reational activities in school studying 
dull subjects, when I could be playing 
the piano. To me it was always com¬ 
pletely realistic to want to be a star and 
totally unrealistic to want to be a cheer¬ 
leader.” 
This last insight offered by Janis 

seemed to mark a change in the tone of 
the interview. The armor seemed to 
begin to fall by the wayside and was re¬ 
placed by a growing appearance of the 
lady holding her Grammy statuette, re¬ 
laxed in an atmosphere of acceptance. 
There was only a half hour left before 
she would leave for the taping of the 
Dinah Shore Show, so we took advan¬ 
tage of the relaxed Janis, (and of our 
own feeling of being accepted), to make 
closer contact. 
The pressures of stardom at such a 

tender age became much for Janis. 
"Things got real crazy and I quit when I 
was seventeen and a half,” she explains. 
What happened in that period was 

that her follow up albums were torn 
apart by rock critics. She realized she 
needed a good strong backup band, but 
lacked the maturity and knowledge to 

put one together. She called it quits at 
that point, confused and disheartened. 

"It was sort of in to be crazy in those 
days. I fell into being very hip, (or what 
I thought that meant), and doing a lot of 
drugs and stuff. I don’t think it was my 
youth . . . I’m very manic to begin with. 
If age has anything to do with it, it’s 
that nobody can tell you anything when 
you’re that young. You have to prove 
everything for yourself. You can’t be 
told, 'Listen, take step A instead of B 
and it’ll all be a lot easier.’ You have to 
do it yourself even if it means knocking 
your head against the wall. I wound up 
knocking my head against a lot of walls. 
I reached a point where I couldn’t emo¬ 
tionally deal with anything. I couldn’t 
even decide what sock to put on. That 
was enough of a decision to ruin a whole 
day. I had to get away from it all . .. 
every kind of responsibility.” 

Self-exile was the result. She re¬ 
treated to Philadelphia where she read 
a lot . . . Camus, Eliot, Rimbaud, Coc¬ 
teau . . . and had a deep love affair. She 
discovered poetry and learned that "it’s 
the thoughts and emotions between the 
lines that affect us most. They taught 
me not to bludgeon people with morals.” 
Janis moved to California in 1971 to 

make a fresh start on her life. She 
studied classical orchestration, teaching 
herself to score music. She also was 
writing constantly and at a feverish 
pace, to the point that "it began to scare 
me. I felt trapped and haunted.” 
She appeared at the Alternative 

Chorus Songwriters Workshop in Los 
Angeles on two occasions while looking 
to land a new recording contract and fi¬ 
nally, in 1973, Columbia released her 
comeback album, "Stars,” which was 
followed in 1975 by the brilliant "Be¬ 
tween The Lines” album and the very 
fine "Aftertones.” Her last album re¬ 
lease was "Miracle Row.” 
"Nobody would touch 'Miracle Row’ 

with a ten foot pole,” she remarks, "be¬ 
cause it was Rock ’n Roll. The MOR sta¬ 
tions wouldn’t play it for that reason 
and the Rock ’n Roll people think I’m 
too MOR, so they wouldn’t play it.” 
Due to the tremendous impact and 

enormous success of "Between The 
Lines,” we asked Janis if there was a 
danger of trying to repeat what made 
that album work, or measure her future 
product by a past yardstick? 

"It’s difficult to measure artistic suc¬ 
cess, but commercial success is pretty 
evident, especially when everyone 
around you is measuring. I’m aware 
that I haven’t had a hit single in two 
years. It’s strange, but I’ve noticed that 
people can’t seem to adjust to the 
change in the new songs. Then the pres¬ 
sure mounts from outside to record 
other people’s songs on the theory that 
if we had the right song we might have 
a hit. I’ve always sung my own songs. 



44 Most of the young 
songwriters I’ve read have 
no idea of the difference 

between intensity and being 
terse. W 

When I first started writing in 1963 1 
was unusual in that the only other lady 
writers around who were singers too, were 
Carole King and Buffy Ste. Marie. I guess 
Joni Mitchell was around also, but she 
wasn’t known then. 

"At any rate, being a writer was 
something special then, and now, of 
course, everybody writes. But I think 
the emphasis is starting to swing away 
from performers recording only mate¬ 
rial they write. Look at James Taylor 
and Carly Simon recording outside 
songs. On the other hand, the recording 
company starts getting very scared 
when Barbra Streisand begins record¬ 
ing her own material. 

"In my case, we’re aware of the pres¬ 
sure to have a hit because of what it 
means in the marketplace. My manager 
and I have had long discussions trying 
to decide if it is more important to have 
a hit, or to maintain some kind of integ¬ 
rity, even if it’s a stupid integrity.” 
"In terms of learning the craft, was 

there any stage or happening that you 
could point to and say that it changed 
your writing?” we asked. 

"Well, I was real lucky because I read 
a lot of poetry and listened to a lot of 
good songs. I used to write a lot of 
poetry myself, but I found that learning 
the craft of songwriting demanded so 
much of my time that it left me no time 
for writing poetry. I wish I did have 
time because I love good poetry. But I 
happen to like people like Wallace Ste¬ 
vens and I figured unless you could 

come up to their level of quality, it’s 
like, 'Schmuck, what are you writing.’ 

"It’s important for songwriters, (like 
any kind of writer), to read as much of 
anything as they can. Good novels, or 
good poetry, or good pulp fiction. Listen 
to me ... I grew up on science fiction; 
who am I to talk? 
"Most of the young songwriters I’ve 

read have no idea of the difference be¬ 
tween intensity and being terse. Joni 
Mitchell songs pack into a line what 
most people take a paragraph to say. 
They don’t understand how easily you 
can bore someone. That’s craft and I 
think you can learn that from other 
writers . . . what to leave out. 

"I think everybody gets to the point 
where they’re writing and they say, 
'Hey, I’m writing and it rhymes!’ What 
power! To write anything . . . just the 
fact that they can put two sentences to¬ 
gether and make the last words rhyme.” 
We mentioned that At Seventeen had 

a great deal of internal rhyme and a 
good deal of vivid imagery in every line. 

"It’s very precise,” Janis remarked. "I 
work on that. At this point the stuff I 
work on the hardest are the songs that 
have a predictable cadence leading up 
to an obviously placed chorus . . . after 
thirteen years of writing, the usual stuff 
can get boring and really requires work. 
"But, as I said, in the beginning you 

go through this thing . . . this great 
surge of power that you can actually do 
that . . . and then you just run off at the 
mouth for a long time. Then you decide 
you’d better put some content in, which 

is when you suddenly discover it’s hard. 
"When I came to California in ’71, I 

was here for over three years and didn’t 
do anything but write. I wrote a lot of 
songs ... a lot of trash and a lot of good 
songs. That entire period of writing and 
studying orchestration was as valuable 
to me as a mathematician going to col¬ 
lege I would think. It gave me the time 
to really look at what I was doing and 
solidify my craft. 

"I had a thing where I’d get a line or 
an image I liked and, whether it worked 
or not, it was in the song. I think a lot of 
people do that as their second stage. 
You run across something you’re fond of 
and you can’t get rid of it. 'How can you 
take that out of my song?’ You learn to 
edit. That’s rough because things hurt 
your stomach when you have to take it 
out. It took me a long time to learn the 
difference between being abstract and 
being unintelligible. Between stick 
drawings and drawing. There’s shad¬ 
ings and pastels and watercolors. 
"Most people don’t realize the amount 

of craft you need to put together a song 
because every writer tries to make it 
look like it’s such a mystique. Dylan, 
you know, and Paul Simon, and me 
too.” 
We mentioned that one of the things 

that impressed us most about Janis’ 
lyric writing was the force of the words 
chosen. 

"I remember reading a quote about 
ten years ago,” Janis related, "which 
stated that, 'If you want to be a 
philosopher today, write novels.’ Well, 
my opinion is that if you want to be a 
philosopher in today’s today, you write 
songs. 

"People’s attention span these days, 
what with TV commercials and the like, 
isn’t long enough for them to sit 
through twenty minutes of elliptical 
images floating past them. You have to 
really strike them with short, compact 
statements.” 
"Do you write on keyboard or guitar?” 

we asked. 
"Whatever I usually end up playing it 

on. A lot of the time I don’t use either. 
In something like Seventeen, I got the 
first half of the first verse and then it’s 
just line by line, week by week and 
month by month. You can’t carry a 
guitar around everywhere so once I’ve 
got my melodic changes of the first 
verse, I’m pretty straight. 

"Seventeen was a long song in that it 
took about three months to complete. 
The reason for that is because some of 
the internal rhyme schemes such as 
hand me downs, were hard to rhyme. 

"But after I worked out the melodic 
changes for I learned the truth at seven¬ 
teen, That love was meant for beauty 
queens, and high school girls with 
clear-skinned smiles, who married 
young, and then retired*, the rest was 
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written away from an instrument.” 
"Which is the most important to 

you?” we aked, "Chord progression, 
melody, lyric. . . ?” 

"It’s all important,” she replied, "you 
can have the best melody in the world 
and the wrong chord can sound like a 
turkey. 

"For me, they have to blend. If they 
don’t all work together, they don’t make 
sense. I’ll sit on a song for a year be¬ 
cause I can’t find two chords and get 
hung up on it to the point where I can’t 
write anymore lyrics. Candlelight, off 
the 'Miracle Row’ album goes from an F 
major chord, to a C minor with an E flat 
bass, to a D7 sus 4, resolving to a D7. 
And it took me over a month to decide 
on this C minor with an E flat bass, in¬ 
stead of an Ab 5, or an F chord, or an F 
sharp chord, or a diminished seventh. 

I mentioned that I thought Candle¬ 
light was a beautiful song and that she 
probably would get cover versions on it. 

"It’s very difficult to get songs re¬ 
corded,” Janis offered. "Especially for 
lady songwriters because men tend not 
to sing them. I don’t know if anybody 
else has any problems with it. 

"It would be nice if men would realize 
that lyrics transcend masculine and 
feminine. Be nice if men would step out 
a little more in their choice of songs, I 
think. And women, too. A lot of women 
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w 
2g singers have a competition thing with 

women songwriters ... they just won’t 
record women’s songs. I’ve never really 
understood that attitude. Never wanted 
to I guess.” 
We asked if Janis had any theories as 

to where the words come from? 
"Lots of theories, but Jesus I wish I 

knew for sure. 
"I read books all the time and I guess 

part of it is an assimilated outpouring of 
what my relative input has been. In the 
Einstein story demonstrating relativity, 
he said that when you sit on a hot stove, 
then it seems like it’s been on for hours, 
and if you’re kissing a pretty girl, it’s 

been a second. That’s relativity. 
"When you’re writing a song and it’s 

working, it feels like ten or fifteen min¬ 
utes and when you look up, you see it’s 
been three hours. It’s like a state of 
euphoria. I’m just not there. I walk 
around the house and my eyes are 
glazed. Anybody that talks to me gets 
an unintelligible or stupid answer, or a 
bark. And it becomes complicated. Be¬ 
tween the letting the ideas come, and 
the making them work, is real compli¬ 
cated. I don’t know if it comes from the 
conscious, or your unconscious which 
then mixes with your conscious, or 
whether it’s just sitting in the air and 
you luck into it. A universal brain; 
you’ve heard that theory. 

"In the final analysis, I tend to think 
it’s a little of everything. Circumstances 
work to create a writer or they don’t. 
Then after that, it’s up to you. I come 
from the school that says the harder you 
work, the better you are. The more you 
study and the more you work at it, the 
more control you have over what you 
are doing. And the more control you 
have, the less likely you are to do some¬ 
thing stupidly.” 

"Is your writing spontaneous?” we 
asked. "Or do you set aside a special 
time for yourself to write?” 

"Horrible as it sounds, I write when 
I’m bored. If there’s a keyboard around, 
or a guitar, I’ll gravitate towards it just 
because there’s nothing else to do. Most 
writers I know are the same. When we 
get to the point of having nothing to do, 
nothing is on TV, you’re just bitching, 
you know, then we write. It’s a horrible 
thing to say. College kids are always 
shocked to hear that.” 
"What about form?” we asked. "Do you 

have any favorites .. . ABAB or AABA 
type of things?” 
"Everything is valid so long as it 

works,” Janis stated. "The main prob¬ 
lem with form and style is most of the 
songs that get sent to me on cassette or 
whatever, is that they get so structured 
... so structured that you just want to 
take and bend them. Or, they are so un¬ 
structured, that you just want to knock 
some shape into them. 

"People are afraid to write ABAB 
songs because everybody says . . . 'ahh! 
It has a verse and a chorus. Blech!’ But 
it’s a valid form. I mean Blowin’ In The 
Wind is as good a song as you’re going 
to find and it’s extremely simple and 
easy to sing. Just three lines and then a 
refrain, three lines and then a refrain. 

"At Seventeen has no chorus ... just 
has bridges; three verses and three 
bridges. I find myself getting into a pat¬ 
tern a lot of the time where I’ll write 
two verses and then I’ll need a bridge. 
So I’ll stick in a bridge and then I’ll 
write another verse ... you know, an 
extra eight bars. I’m trying to stay 
away from that right now just because 
it’s becoming so repetitious. The minor 

for the bridge, then back to the major 
and then resolved to the third or some¬ 
thing.” 
"What about poetic devices? You said 

you like internal rhyme.” 
"Well, I find myself stuck with it a lot 

of the time,” Janis replied. "The first 
two lines have an internal rhyme and 
there I am. You are tied by what you 
write, in essence. There’s always rules 
and they’re not there because they are 
rules, but because they work on the ear. 
Rhymes work on the ear. Rhymes suck 
people in. Stars they come and go, They 
come fast or slow . ..” 
"Do you work for them?” 
"No they work for me, or I’d punch 

them out!” she quipped. "Actually, I 
work for them after they get set. I usu¬ 
ally get stuck with the first four lines 
being whatever they are . . . Between 
The Lines, for instance. There’s never 
much to say between the moments of our 
games and repartee, There’s never much 



to read between the lines of what we 
need and what we’ll takei. Well, I was 
stuck? There you have it ... 2 and 1, 2 
and 1. And then the ones have to match 
up . . . talk about, say aloud, holidays, 
yesterdays, broken dreams and on and on. 
"That song started out that way and I 

didn’t have the nerve to get out of it. I 
was so knocked out with the possibility 
of 2 to 1, and then 1 to 1, and then 3 to 1 
. .. 4 to 1” 
"Do you have any help in those areas? 

A rhyming dictionary or a thesaurus?” 
"Tve thought about using them, but 

Tm too embarrassed. What happens as a 
result is I run around asking what 
rhymes with giraffe. Or I just walk 
around babbling to myself. Most writers 
I know do that a lot .. . they’re off in a 
corner babbling to themselves. A lot of 
that comes from looking for the right 
word. Also, if you’re a singer, the word 
has to move right. You don’t want to 
stick two d’s together because you’re 

going to get a ddddd and you want to 
open the feeling as opposed to closing it. 
The accurate selection of words is im¬ 
portant to the expression of feeling 
you’re working for, as well as the visual 
imagery the line paints.” 

I remarked that one of my favorite 
images from Ai Seventeen is the phrase, 
Their small-town eyes will gape at you 
in dull surprise when payment due ex¬ 
ceeds amounts received at seventeen* . 
"My favorite is just before that,” 

Janis remarked. It’s the word deben¬ 
tures. In singing it, I put the accent on 
the wrong syllable. Listen to the record 
and you’ll see. Funny thing is that I 
didn’t even know I was pronouncing it 
wrong until six months later. 
"That whole section of the song 

amazes me though ... the one that be¬ 
gins with Remember those that win the 
game. I really thought it would be too 
t Between The Lines *At Seventeen 
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complex and yet everybody likes it best. 
Never underestimate an audience. 
Amazing how much they understand. 

"I think radio programmers and rec¬ 
ord companies tend to very much 
underestimate an audience. I find I 
lapse into that myself at times. When 
we cut 'Between The Lines,’ I felt that 
Watercolors was probably the best song 
on the album just in terms of my 
movement as a writer ... in terms of 
the craft. But I thought, 'Geez, nobody’s 
gonna like this song.’ Everybody’s 
gonna think, 'What is she talking about 
... what is this internal conversation?’ 
And, as it turns out, the audience likes 
it better than anything else on the 
album with the exception of At Seven¬ 
teen. That blows my mind ... I can’t be¬ 
lieve it! 
"On the 'Miracle Row’ album, every¬ 

body likes Maria and yet it’s a difficult 
song .. . musically it’s difficult. There’s 
nothing to hang onto. The lyrics are 
hard to grab hold of ... they’re all just 
single lines. There are no double lines 
in the whole piece ... no continuation of 
ideas and yet that’s the song they pick. 

"It always surprises me, but it 
shouldn’t ... I know audiences are very 
intelligent.” 

eJean Powell, who manages Janis, had 
quietly entered the room and said that 
it was eleven o’clock ... time to get 
ready to go to the taping. 
"Hey guys, I’m sorry I couldn’t keep 

going,” Janis offered warmly. "I mean I 
love to talk about writing,” she said and 
then, after a short pause, added the 
word "forever” to the last sentence. 

It is said that we like people not for 
who they present themselves to be, but 
for who they are. Janis Ian’s protective 
devices are in proportion to the degree 
of tenderness and vulnerability she pos¬ 
sesses, which is very evident in her 
honest, sensitive lyrics. 
But that discovery was made long ago 

by Janis whose songs represent an in¬ 
tense personal revelation. During the 
years she spent out of the record busi¬ 
ness, she went through the process of 
learning about herself and used that 
knowledge to deal with her own emo¬ 
tions in a song. And she learned her 
craft. 

"Craft is what makes the difference 
between a song that has the ability to 
touch people in an emotional sense, and 
one that people will refer to as nice," 
Janis told us. "I’ve worked hard at 
touching people.” 
Janis Ian has worked hard and has a 

perfectionists’ respect for songwriting 
which, as she said, she would "love to 
talk about forever.” And I’m sure she 
could because she has learned her craft. 
Listen to her songs and you’ll discover 
she has learned her craft well.-«-



Composition 

Music Transcription: a step by step guide 
by Ladd McIntosh 

Part II 
In our last article we discussed the 

fundamentals of music transcription. It 
was stressed that the key to successful 
transcription was practice — and lots of 
it. Our advice included the following: 

1. DON’T TRY TO DO IT ALL AT 
ONE TIME. Begin by transcribing 
short melodic and rhythmic ideas. 
Bass lines from popular tunes are 
ideal. 

2. YOU MUST BE ABLE TO 
DETERMINE THE FIRST BEAT 
OF EACH MEASURE. 

3. PINPOINT ALL NOTES THAT 
LAND SQUARELY ON ANY 
BEAT. This makes it easier to 
break the music down into small 
units of two, one or less beats and 
to then subdivide. 

4. HOW MANY NOTES BETWEEN 
BEATS? One, two, three, four? . . . 
or more? 

5. ARE THESE "BETWEEN BEAT” 
NOTES EVEN OR UNEVEN? 
Patterns were given to illustrate 
the different groups of notes. 

6. YOU MUST BE ABLE TO 
BREAK MUSIC DOWN INTO 
EACH BEAT AND THEN 
SUBDIVIDE THOSE BEATS. 

Once you have mastered the above 
. . . meaning, once you have transcribed 
a notebook full of bass lines from 
popular (and other) songs, you are ready 
to move forward to the rewarding, but 
arduous (at first), task of transcribing 
entire tunes: melody, bass lines, chords, 
rhythms and all. 
The following is a suggested order of 

approach. We realize that the various 

steps may vary from writer to writer. 
Our reasons follow the outline. 

1. DETERMINE THE METER 
(1, 4 or ?) 

2. FIND "ONE” 
3. TRANSCRIBE THE BASS LINE 
4. TRANSCRIBE THE MELODY 
5. ADD THE LYRICS TO THE 
MELODY 

6. TRANSCRIBE BACKGROUND 
VOCALS (IF ANY) 

7. TRANSCRIBE COUNTER 
MELODIES (INSTRUMENTAL 
FILLS) 

8. TRANSCRIBE BACKGROUND 
INSTRUMENTAL LINES 
(STRINGS, HORNS) 

9. TRANSCRIBE OBVIOUS DRUM 
KICKS (INCLUDES 
PERCUSSION) 

10. ASSEMBLE THE ABOVE AND 
BEGIN TO LOOK FOR CLUES 
AS TO THE CHORDS USED. 

11. WRITE OUT A CLEAN COPY 
OF THE COMPLETED SONG 
(YOUR ORIGINAL WORK 
SHEET SHOULD BE 
THOROUGHLY SMUDGED 
AND IN GENERAL, QUITE 
FUNKY) 

It has been observed that the human 
ear — or rather, the brain to which it 
transmits the sounds it receives — is 
capable of hearing only three different 
things simultaneously. When we listen 
to music our brain is constantly 
sampling just as a computer might do; 
and very rapidly, too. Our brain may 
zero in on the lead singer and then jump 
quickly to the background vocalists at 
their entrance (a new element). The 

drummer’s brilliant fill or the exciting 
blast of brass in the background will 
likewise rivet our brain’s attention — 
but only momentarily. When listening 
to a symphony orchestra we may sit 
back and enjoy the rich, vibrant sheen 
of a tutti passage, but more often our 
minds are sampling: the flutes here; a 
horn solo there; now the strings have 
our attention; only to be replaced by the 
full brass; and now . . . "ah”, a cymbal 
crash. 
Try this experiment: Listen to a 

favorite recording. Now really 
concentrate on just the drums . . . c’mon, 
get into it. Once you are really aware of 
just the drums, add the bass. Listen 
only to both of these. 
Now that you’ve done this, add either 

the guitar or the keyboard. You should 
be able to simultaneously concentrate 
on all three parts. Once you’re aware of 
listening to all three, add the vocalist. 
Once you begin to concentrate on the 
fourth element you should be aware of 
having "lost” one of the other three. Go 
back and pick it up . . . "whoops”, there 
goes one of the others. And so on it goes. 

"So what’s the point of all this?” you 
ask. Very simply, USE THIS TO YOUR 
OWN ADVANTAGE. CONCENTRATE 
ON ONLY ONE PART AT A TIME. 
Tune out everything else. It’s not that 
difficult. You will greatly speed up your 
transcribing — not to mention your 
awareness of music — once you learn to 
focus your attention on only one 
element of the music at a time. 
The first three points in the above 

outline have already been dealt with in 
our last article. Point four is, of course, 
vital. When transcribing melodies, be 
aware of repeated sections. This will 
also enable you to become more aware 
of the particular form used. Realizing 
repeated sections will also save you a 
good deal of time and paper. 
Adding the lyrics (point five) may 

really help you to find what notes go 
where. This is especially true once you 
have determined which notes land on 
what beats. Helpful hint: popular 
devices such as one syllable being sung 
to many notes, or the use of such 
phrases as "Whoa - oh - a - oh-a, etc.”, 
do not need to be transcribed faithfully. 
Just a general idea is quite sufficient, 
since every singer elects to sing these 
differently. 
Background vocals often give us extra 



harmony notes (point six). Many times, 
the bass note coupled with the melody 
note, or notes, will give us a clue as to 
what the chord(s) may be. The addition 
of the background vocal will often give 
us one, two or three added notes, which 
in turn, may help to fill in a particular 
chord. Because of their generally 
repetitious nature, they may also be 
useful in determining form, or even the 
accuracy of our rhythmic notation of the 
melody. 
Counter melodies (point seven) are 

those instrumental "licks” that usually 
occur at phrase endings. They are very 
"flashy” and exciting and usually only 
one or two measures in length. They 
may help to determine chords at phrase 
endings — because of their 
"notey-ness.” 
Background instrumental lines (point 

eight) are those lines that are played 
behind the singer. Like the background 
vocal lines, these lines may often help 
us to determine a particular chord or 
even chord progression (see examples 1 
and 2). (Many of today’s string lines are 
much more complicated than the given 
examples.) 
The transcribing of drum kicks and 

percussion parts (point nine) is strictly 
optional. However, because of the 
repetition in so much of popular music, 
these parts are usually excellent clues 
as to where to find the first beat of each 
measure, etc. 

Finally, you’re ready to assemble 
your clues. By the way, look at what 
you’ve already accomplished. You know 
the length of the tune; and the melody 
and bass line. You should know where 
the repeats are, which means you know 
the form of the tune. What’s now 
missing is the chord progression. Very 
important. 

The bass usually plays the root of the 
chord just at the moment the chord 
changes. He also has a strong tendency 
to play that same note on successive 
strong beats (as long as the chord 
remains the same). He will just as often 
play the fifth of the chord in between 
roots. Look for these clues. (See example 
two.) Once you have identified some 
roots and fifths, see how the melody 
notes fit with these notes. Chances are 
the melody will contain thirds or sixths 
or sevenths — in addition to roots and 
fifths. This, coupled with the 
background lines (instrumental and 
vocal) you’ve transcribed, should be 
enough to identify most chords and 
chord progressions. 
This last aspect of transcription — 

identifying the right chords and chord 
progressions — is extremely important. 
Space does not permit a good look at 
this so we will devote our next article to 
it. In the meantime, transcribe . . . 
transcribe ... transcribe. ... Î 

Nashville Songwriters x Association 

Suggestions for Re-Writing 
by John Schweers 

Whenever a songwriter is fresh out of 
song ideas, one of the most productive 
things that can be done is to dig out 
that "hit song” of a few months back 
and ask yourself why it hasn’t been re¬ 
corded yet. By this time the thrill of 
creating a new song is past and as you 
read through the lines, the reason no 
one has recorded it usually becomes ob¬ 
vious. The song needs to be re-written. 
That seemingly magic line now just lays 
there as dead as four o’clock, and why, 
oh, why, didn’t you think to put that re¬ 
ally great hook up in the first verse? 
Son! Are you really trying to make 
money at this business? Maybe you 
ought to get a day job! 

Well, at least, you have repented of 
your sins and finally realized the folly 
of your ways. The next question is 
where to begin the exploratory surgery. 
The first thing, in my opinion, is to 
check the basic foundation of the idea. 
Is it a good idea? Does the hook work 
smoothly? Is it set up properly? Does 
every line naturally follow the line be¬ 
fore it? And, what about the melody; is 
it right? Probably the answer to some of 
these questions is going to be "No,” so 
that is a good place to start work. If the 
idea is really good, it is worth a con¬ 
siderable amount of your time and best 
effort to finally make it right. One 
"great” song is worth many "good” 
songs. 
One of the pitfalls of re-writing is 

coming up with a truly great line that 
just doesn’t fit at all. Most songwriters 
will try to make that good line fit no 
matter what, and often will succeed. 
That is the very way good songs are 
written. However, if it simply will not 
work, back up and think of a new ap¬ 
proach. Don’t remain stuck just because 
of that one line. Remember, too, to keep 
that really great line because, chances 
are, if you think about it, that line could 
be the principal ingredient in a com¬ 
pletely new song. 
After you re-write a song, and to the 

best of your knowledge honestly believe 
it is finished, there is one final test. Put 
yourself in the producer’s chair. Think 
about the responsibility that is on his 
shoulders. The next single on his artist 
has got to be a hit. If it is not, he may 
lose his job, or his artist. At the very 
least, if you pitch him a bad song, he 
will be harder to see the next time you 
have a tune you want him to listen to. 

So now, with all this in mind, would you 
cut this song (honestly ... no cheating) 
on this particular artist? If so, the song 
is finished. If the answer is "No,” then 
go back to the drawing board. How can 
you expect someone else to cut it if you 
wouldn’t cut it yourself? The song still 
might be saved by a little more hard 
work. 
With a little practice and patience all 

this will become easier, and probably 
some of your best songs will be the re¬ 
sult of a good re-write. 

From the great state of Texas, 
Schweers was born in San Antonio, and 
finished high school there. At Dan 
Blocker’s alma mater, Del Ross College 
in Alpine, Texas, he majored in 
Economics. The songwriter bested the 
economist, and Schweers travelled to 
L.A. to write songs. After a short time 
he decided he was better suited for the 
Nashville scene, and three months after 
his arrival here five and a half years 
ago he met Tom Collins, and has been 
writing for Pi-Gem/Chess Music ever 
since. 
John pitches about half of his mate¬ 

rial himself and the last couple of years 
has enjoyed great success with his 
catalog . . . DON’T FIGHT THE FEEL¬ 
INGS OF LOVE, AMAZING LOVE and 
SHE’S JUST AN OLD LOVE 
TURNED MEMORY, all Charley Pride 
singles; DAYDREAMS ABOUT 
NIGHT THINGS, LET MY LOVE BE 31 
YOUR PILLOW, WHAT GOES ON 
WHEN THE SUN GOES DOWN, Ron¬ 
nie Milsap smashes, and Mel Street’s 
I’M LOOKING OUT THE WINDOW 
THROUGH MY PAIN ... a few choice 
copyrights. 
John Schweers always smiles, is most 

pleasant and an altogether gentleman. 
He has been an NSAI songwriter award 
winner on two occasions; he is married 
and lives in the fashionable Brentwood 
section; a suburb of Nashville which 
John says is "the grass-cutting capital 
of Tennessee. — Maggie Cavender 



SES AC-Another choice in performing rights societies 
American Guild of Authors and 
Composers ASKAPRO SESSION 
SESAC with Vincent Candilora, 
SESAC Director Writer 
Affiliation Dept. 
Moderator, Lou Stallman 
The following is an edited transcript of a 
recent ASKAPRO session held at the 
New York Office of the American Guild 
of Authors and Composers. ASKAPRO 
is a regular Thursday noontime seminar 
to help the working songwriter become 
more knowledgeable in all aspects of the 
business of music. This article features 
Vincent Candilora, Director of Writer 
Affiliation Dept, of SESAC INC. 
While ASKAPRO is sponsored by the 
American Guild of Authors and Com¬ 
posers which furnishes a forum to prom¬ 
inent spokespersons in the field of music, 
the views expressed by the speakers are 
their own and do not necessarily reflect 
those of the American Guild of Authors 
and Composers, which organization rep¬ 
resents writers who are members of the 
three principal American performing 
rights societies. 

LOU: Vincent, tell us a little bit about 
SESAC. What does it stand for? 
VINCENT: The name SESAC no 
longer stands for anything. SESAC was 
founded in 1931, and is the second old¬ 
est performing rights organization after 
ASCAP. The initials SESAC originally 
stood for the Society of European Stage 
Authors and Composers. Our founder, 
Mr. Heinecke, came from Europe and 
represented a European publishing 
company. After receiving letters from 
friends in Europe informing him they 
weren’t getting royalties for music per¬ 
formed here in America, he realized 
there was a market for another per¬ 
forming rights organization. He started 

32 to represent music that came from 
European publishers and then licensed 
radio stations (and later TV stations) 
here in the United States, and thus 
SESAC was formed. Somewhere around 
1937 SESAC realized that the majority 
of the compositions they represented 
were domestic, so they decided to drop 
the Society of European Stage Authors 
and Composers and call the company 
SESAC as a trade name. 
LOU: Can you tell us some of the dif¬ 
ferences between SESAC and ASCAP 
and BMI? 
VINCENT: The main difference be¬ 

tween SESAC, ASCAP and BMI is the 
number of rights we represent, the type 
of system we use to compute our pub¬ 
lisher and writer allocations and cor¬ 
porate ownership. ASCAP and BMI are 
strictly performing rights organizations. 
SESAC also represents mechanical and 
synchronization rights as well. We feel 
it’s an advantage to our affiliates to 
administer three of the four rights that 
are granted by the Federal Copyright 
Law. This enables us to keep a closer 
watch on the copyrights we represent. 
Theoretically, a song cannot be recorded 
without a mechanical license; therefore, 
we are aware of every record release 
containing an affiliates composition 
contained on a certain album or single. 
We also know the subsequent number of 
cover recordings that are released. 
Along with this information are the 
sales figures that are reported to us 
which we can use in determining a 
composition’s popularity and perfor¬ 
mance similar to the way the charts in 
the trade magazines are computed. We 
differ also in our distribution of roy¬ 
alties. Both ASCAP and BMI use sur¬ 
vey systems. ASCAP monitors a certain 
number of stations per quarter. They 
use a multiplying factor to compensate 
for stations which are not monitored in 
the survey so they can compute a figure. 
I believe BMI uses a per play payoff 
based on a number of station logs re¬ 
viewed each quarter. ASCAP is a so¬ 
ciety owned by its writer and publisher 
members. BMI is a corporation owned 
by broadcasters and SESAC is a pri¬ 
vately owned organization. 
LOU: How does your system work? 
VINCENT: When we devised our sys¬ 
tem we felt it would be advantageous to 
come up with an allocation system that 
wouldn’t require the use of any type of 
multiplier or unknown variable. An 
ideal situation would be where a writer 
or publisher could know beforehand 
what he would earn. We have done just 
that. We designed a system based upon 
factors that determine the performance 
of records. If a writer or publisher affil¬ 
iate has a tune released on a national 
bona fide label, we know that it is going 
to get some performances so we allocate 
$600.00 for the release of a single 
($300.00 per side). All monies are split 
50/50 — 50 percent goes to the pub¬ 
lisher and 50 percent goes to the writer. 
If that recorded composition appears in 
two out of three trade magazines, (Bill¬ 
board, Cashbox or Record World,) as a 
"pick” or review, an additional alloca¬ 

tion of $150.00 is made because we 
know at this point that there are a cer¬ 
tain number of stations usually in small 
markets that utilize these "picks” to add 
to their playlists. 
A WRITER: What do you do when a 
song gets played every day for three or 
four months? 
VINCENT: Basically, we work from 
the charts in the trade magazines. They 
use airplay and sales in compiling the 
charts of Billboard, Cashbox and Record 
World. Say for example you have writ¬ 
ten a tune that has been released on a 
record and it receives just enough air¬ 
play to touch the charts at position 
#100 and then falls off. Under our sys¬ 
tem, a pop tune that achieves chart 
position #100 would earn $2,000.00 for 
that position (again this is split 50/50), 
so a writer can sit back and know that 
he has earned $1,000.00. We were a 
publisher-oriented organization and 
only offered affiliation directly to 
writers for about four years. Most of the 
writers we have signed in the past four 
years are very pleased with the system. 
They feel it is very competitive. I have 
seen statements from ASCAP where 
they have paid higher than we have. I 
have seen statements from BMI where 
they have paid higher. I’ve seen state¬ 
ments where we’ve paid higher than 
both of them. 
A WRITER: The thing that confuses 
me is that in any statistical survey 
there is always a margin of error and 
since the whole thing is located in one 
place, there’s no check. 
VINCENT: But we don’t work on a 
survey type of system, and we do audit 
record companies to double check just in 
case there are errors in statements. 
A WRITER: Is the system computed 
differently for each right? 
VINCENT: Yes. Each right is handled 
by a separate department. The money 
received from the performance rights is 
based upon the following six factors: 
total number of copyrights; their diver¬ 
sity; growth of the catalog (new copy¬ 
rights); seniority; overall promotional 
activity; and, of course the most impor¬ 
tant, performances. The royalties you 
receive from the mechanical right are 
royalties paid by record companies 
through the sale of records and is dis¬ 
tributed to the publisher less our com¬ 
mission. The performance right royalty 
is received from performances over 
radio, TV, hotels and night clubs, back¬ 
ground music systems, etc., so as you 



can see the collection of the perfor¬ 
mance royalty has nothing to do with 
the collection of mechanical royalties. 
They are two separate areas. 
A WRITER: How do you calculate how 
much money is being made? There is no 
way to really get down and say, here is 
what each station is playing, exactly 
how many times it’s being played. 
VINCENT: That’s very difficult to do. 
We do receive all of the network logs 
and receive a good majority of local 
charts and playlists from radio stations. 
We combine this information and in 
addition to the other six factors men¬ 
tioned before, compute your earnings in 
that manner. 
A WRITER: How do you handle dis¬ 
crepancies in the chart positions? 
VINCENT: We take the highest posi¬ 
tion a tune achieves in each of three 
trade magazines. For example, say it 
was number 10 in Billboard, 20 in 
Cashbox and 15 in Record World. We 
add up those three figures and divide by 
3 to obtain the average which in this 
case would be number 15. 
A WRITER: When is a writer paid? 
VINCENT: You are paid four times a 
year on a quarterly basis. I would say 
the latest our checks have gone out is 
probably a month after the closing of 
the quarter. We can be more efficient 
because we are small and we only rep¬ 
resent approximately 500 publishers 
catalogs and about 1,000 writers. 
A WRITER: How do you collect the 
performance money? 
VINCENT: We license approximately 
8,000 radio and television stations in 
the country along with thousands of ho¬ 
tels and night clubs, stadiums, concert 
halls, airlines, etc. . .. anybody who 
uses music in public for profit. We have 
blanket license agreements with the 
mass users of music. These license 
agreements call for a royalty fee on a 
monthly basis. The license fees are de¬ 
termined by various factors. For radio, 
we take into account a station’s power, 
its hours of operation, advertising rates, 
whether they operate as a full-time day¬ 
time station, size of the market that 
they serve, etc. For TV, we use advertis¬ 
ing rates, population, whether they op¬ 
erate as a full-time daytime station, size 
of the market that they serve, etc. For 
TV, we use advertising rates, popula¬ 
tion, whether they operate on VHF or 
UHF, as some of the factors which de¬ 
termine their license fee. We presently 
have licenses in effect with virtually the 
entire broadcast industry. The unli¬ 
censed group is made up of stations that 
have just gone on the air or have been 
sold and the sales agreement did not 
cover the performing license, or it is in 
a state of renewal. 
A WRITER: You say they pay monthly 
to you? 

VINCENT: They pay us on a monthly 
basis for a term .of five years. 
A WRITER: Your performance pay¬ 
ments are based on the chart activity 
and the chart positions are based on 
record sales and radio play? 
VINCENT: Right. 
A WRITER: What percentage of the 
charts is radio play, though, because 
your mechanical rights are also paid by 
record sales, therefore you are paying a 
large percentage of all monies based on 
record sales as opposed to radio play? 

VINCENT: Each publication is differ¬ 
ent in the way it computes its chart. 
One of the magazines (I’m not really 
sure which one) weighs record sales 
more heavily than the others. The other 
two weigh radio performance more than 
the record sales. That is why we take 
the highest position achieved in each 
magazine and average the three. We 
use information obtained from mechan¬ 
ical licensing as a double check or refer¬ 
ence. There’s a pretty direct ratio be¬ 
tween records sold and records per¬ 
formed. The more performances on the 
radio, the odds are the more record sales 
there will be. 
A WRITER: Yes, but if it’s a perfor¬ 
mance rights organization, a writer 
should be paid basically more for per¬ 
formance rights. 
VINCENT: You are. You are paid on 
your performance rights. The allocation 
you get is for your performance right. 
The publisher receives another separate 
check for mechanical right royalties. 
A WRITER: The thing that bothers me 
about basing performance royalties on 
chart activities in the trade magazines 
you mentioned, is that I have the feel¬ 
ing that a lot of hits are based on pol¬ 
itics. Whereas when you log a radio sta¬ 
tion there is nothing actually written 
down except what is played. 
VINCENT: I don’t think you can deny 
the fact that every tune that is on the 
charts is receiving a considerable 
amount of airplay, and that is perfor¬ 
mances and a royalty should be paid. I 
am sure that if you looked at a good 
percentage of radio station logs you 
would realize that there is a lot to be 
desired. 
A WRITER: Yes, but there’s a human 
error that’s going to be involved in it. 
VINCENT: There is human error in 
everything and anything. 
LOU: Also, we can think of it in terms 
of one very good aspect, in this sense. 
How many of us have gotten records 
that are on the charts that are in the 
90’s and never collected a penny, 
whether it be from a performance soci¬ 
ety or a record company? In this par¬ 
ticular case, according to what Vinnie 
says, if it reaches 100, you are making 
$600.00 immediately. 

VINCENT: Actually, position #100 on 
the Top 100 Pop Chart would yield a 
total of $2,000.00 in addition to the 
$600.00 you would receive as release 
money. If you wrote both sides of the 
record, you’re payment would be 
$1,300.00. 
LOU: I have had records on Cockabolly 
Records and on Tiny Tom Records and 
never saw a penny through them. In 
this case, for every release as Vinnie 
points out, you are making $300.00 
(writer share only). 
A WRITER: So you guarantee — if the 
performing rights organization misses a 
local hit, with your system we get 
money even if it’s released? 
VINCENT: Right! 
A WRITER: How do you determine a 
legitimate release? 
VINCENT: We had to come up with 
some type of wording that would pre¬ 
vent someone from sitting in a garage 
pressing records and saying, okay, I’ve 
released it. The record has to have some 
type of national distribution whether it 
is done through independent distribu¬ 
tors or a major label is distributing it. 
A WRITER: Vinnie, you have men¬ 
tioned the payout for the number 100 
record. What about the other top posi¬ 
tions? 
VINCENT: On the pop charts for posi¬ 
tion 10 you would earn $17,000; posi¬ 
tion 5 is $24,000 and number 1 is 
$35,000. Now remember the figures I 
mention are split; 50 percent to the 
writer and 50 percent to the publisher. 
We also have bonuses. If you appear on 
more than one type of chart then you 
would receive a cross-over bonus. For 
example, if you have a tune that is on 
the pop chart and it crosses over to the 
country chart, what is happening 
airplay-wise is that most of the pop sta¬ 
tions are playing your tune and in addi¬ 
tion, approximately 1200 stations which 
carry the country music format are also 
playing it. Therefore, there are more 
performances so you should earn more 
money. So you would earn an additional 
25% bonus of your chart position. There 
is also a longevity bonus (which is also 
a 25% bonus) that is applied for a tune 
that reaches the top 10 or stays on the 
charts for 15 weeks or more. The figure 33 
of 15 weeks was derived by taking three 
years of the charts and averaging the 
number of weeks a number one record 
was on the charts. 
A WRITER: In the past, SESAC has 
had a reputation of being involved pri¬ 
marily in country music. Where does it 
stand now in terms of contemporary 
music? Are most of your affiliates coun¬ 
try and gospel music writers and pub¬ 
lishers? 
VINCENT: Well, I would say that’s so. 
When SESAC was founded we repre¬ 
continued on next page 



sented European music, but our founder 
realized that in order to have a success-
ful performing rights organization, we 

«couldn’t license only stations whose 
format included European music so we 
began affiliating music that virtually 
every radio station would play. There’s 

£ a stipulation in the FCC license granted 
e to radio stations that requires a radio 
■g station to program a certain number of 
g hours a week of public service or 

community-minded programming. 
Broadcasters meet that commitment 
often in the most inexpensive way by 
airing a religious show on Sunday 
mornings usually from 6:00 to 9:00 a.m. 
We signed up a good number of reli¬ 
gious writers and represent a good per¬ 
centage of religious music. In 1964 we 
opened our Nashville Office to concen¬ 
trate on an area of music that was 
growing rapidly. We’ve been quite suc¬ 
cessful in both the gospel and country 
areas and I guess that’s the reason why 
people identify SESAC with that type of 
music. Within the past two years we 
have been more active in the contem¬ 
porary area. Last year SESAC repre¬ 
sented the record of the year, "Convoy”, 
a five-million seller. This year we are 
very active in the contemporary area 
through PRS writers in the U.K. 
Graeme Edge, the drummer from the 
Moody Blues has an album out which 
we represent entitled "Paradise Ball¬ 
room”. As a matter of fact, we mailed 
out a promotion piece on the Graeme 
Edge Band to all radio stations with 
suitable formats which is another ser¬ 
vice SESAC provides. At times we pur¬ 
chase 5,000 or 6,000 copies of a single 
and do a publicity mailing to help pro¬ 
mote our affiliates works. Finally, our 
repertory today runs the gamut of all 
types of music — from Classical to 
Polka to Band, etc. 

A WRITER: You said that at the posi¬ 
tion number ten, an amount of $17,000 
goes to the writers and publishers. Is 
that the final payment that goes to the 
writers and publishers? 
VINCENT: No. All of the figures that 
are on the chart system are actual 
minimum figures. In other words, they 
probably are going to earn more money 

34 than what those figures show because 
we do use five other factors as I have 
mentioned before in computing an affil¬ 
iates earnings. 
A WRITER: My question is, two years 
after the first payment will there be no 
more income on those titles? 

VINCENT: If they were up in the top 
ten or the top twenty, we know that the 
radio stations are going to continue to 
perform them from time to time as 
oldies and we take that into considera¬ 
tion. We do receive all of the network 
logs and local playlists. We also know 
that if a tune is covered and a cover re¬ 

cording comes out on it, be it an album 
or another single, the whole procedure 
starts over. Release money is paid for 
cover recordings and album cuts and 
you can continue to earn money. 
A WRITER: How long does one sign for 
at SESAC? 
VINCENT: Well, that’s a flexible 
thing. Usually our writer’s agreements 
are for three years and our publisher 
agreements are for five years. 
A WRITER: What happens if a song is 
number 20 one week and the next week 
it’s number ten? 
VINCENT: Whatever the highest posi¬ 
tion the song achieves in each trade 
magazine and then averaged by three is 
the figure we use for the quarter. 
A WRITER: If your payment scales are 
based on record sales and you are in¬ 
volved in purchasing records that are 
collecting sales — 
VINCENT: Our payment scales are 
based on chart activity. The amount of 
promotional records we purchase does 
not affect a works position on the chart. 
A WRITER: If ten great singles came 
out at once, how do you decide which 
one to promote? 
VINCENT: It’s usually based upon the 
record which we feel is the strongest. 
We will, however, try to give promo¬ 
tional consideration to as many as pos¬ 
sible — within economic and good sense 
limitations. 
A WRITER: What does that mean? 
VINCENT: We have a music evalua¬ 
tion committee at SESAC. If a writer 
expresses an interest in affiliating with 
SESAC, our normal procedure would be 
to submit his material to the committee 
which would review it and unless we 
felt that the prospective affiliate has 
potential, we would not offer affiliation 
because we would have no purpose in 
registering and indexing compositions 
that are never going to receive commer¬ 
cial performances. We would prefer hav¬ 
ing a handful of good active writers and 
publishers rather than use a fishnet 
type of approach. The same theory holds 
true regarding what we promote. If we 
feel a writer has good material we will 
promote that writer. Of course it also 
depends on our promotion budget for 
that year. 
A WRITER: Do you notice any trends 
in BMI or ASCAP where they are mov¬ 
ing toward collecting mechanicals? 
VINCENT: No, I don’t think they want 
to get involved with the collection of 
mechanicals. 
A WRITER: What do you mean by me¬ 
chanicals? 
VINCENT: The mechanical right is the 
right that is granted for the mechanical 
reproduction of your work; pressing the 
record, the manufacturing of the tape or 
cassette. This right is usually admin¬ 

istered by a mechanical rights agency 
like the Harry Fox Organization. They 
collect money from the record company 
and distribute it to the publishers. The 
publisher then breaks it down and pays 
the writer. 
A WRITER: Would we have to go the 
Harry Fox Agency, the publisher and 
then AGAC? 
LOU: The writer cannot go to Harry Fox 
to find out how many mechanicals were 
sold. It is strictly an organization for 
publishers. You as a writer cannot go. 
But you should be in touch with your 
publisher to find out how many 
mechanicals are being sold. 
A WRITER: Basically, the publisher 
collects for the writer, right? 
LOU: The publisher collects for you on 
mechanicals. 
A VOICE: Is SESAC in the publishing 
business? 
VINCENT: No, we do not publish. 
However, I’d like to point out that just 
as we promote here in the United 
States, we will at times purchase pro¬ 
motional copies of records and mail 
them to publishers in Europe in order to 
obtain publishing agreements on behalf 
of our affiliates. So in a sense we do 
function as a publisher in the promotion 
aspect. 
A VOICE: What percentage of chart 
material now is producing for SESAC? 
VINCENT: Well, it depends upon 
which chart you are talking about. I 
would estimate that we are on the coun¬ 
try single and album charts each week 
with anywhere from 5% to 15% of the 
action. Record World has initiated a 
Gospel chart and many that I’ve re¬ 
cently seen carry about 30% SESAC 
material. In the Pop field, though I 
didn’t see any SESAC works on the 
chart this month, we recently came off a 
#1 monster Pop record — "Convoy”. 
A WRITER: How do you rate payments 
on Gospel? 
VINCENT: When all three trade 
magazines carry a Gospel chart we will 
use a procedure similar to Top 100 Pop, 
Country, R&B and Jazz. I think Gospel 
right now is one of the fastest growing 
markets in music, but we presently base 
our payments in the Gospel area on the 
six factors previously mentioned. 
A WRITER: Are there writers that 
write Pop and Gospel for instance? 
VINCENT: Billy Preston has written 
several good Gospel copyrights. His sis¬ 
ter, Rodena Preston is a Gospel record 
artist and is a SESAC affiliate. If you 
contact the Gospel Music Association in 
Nashville they will send you a directory 
of publishers. 
A WRITER: The song by Billy Preston, 
"That’s The Way God Planned It’ is a 
crossover? 
continued on page 36 
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Binaural Sound 
by Leo de Gar Kulka 

(Pres. College for Recording Arts) 

Ever since microphones have become 
smaller and more precise in their sen¬ 
sitivity over the audible frequency 
range, engineers engaged in recording 
have experimented with different meth¬ 
ods of microphone placement in their ef¬ 
forts to make the recording and repro¬ 
duction of sound more "life-like” and 
realistic. 

In the first stages recording was con¬ 
fined to a single channel (or monaural), 
mainly due to the lack of any practical 
storage medium to record and reproduce 
what the microphone heard. With the 
advent of tape the problem of separate 
channels was solved and the disc cutter 
soon followed which was capable of stor¬ 
ing such information in a single groove 
and on the conventional disc. 
The word stereophonic was coined to 

contrast with monophonic and the effort 
was begun to convince the public that it 
was indeed worthwhile to have dual 
amplifiers and dual speakers. This was 
dramatically demonstrated by steam 
locomotives roaring through your living 
rooms, waves engulfing your household 
and birds twittering merrily as they 
flew back and forth. Ping-Pong became 
the style and you were assured that you 
had the ultimate if you could hear the 
strings only in the left speaker, the 
horns in only the right speaker and a 
soloist floating somewhere in between. 
Gradually, the form evolved and some 
engineers and producers were creating 
three dimensional effects by using two 
microphones spaced some distance apart 
but in the same plane. This was soon 
supplemented by the addition of sweet¬ 
ening microphones placed nearer to the 
sound source to bring more emphasis to 
an instrument or section. This sounded 
very well when handled carefully. The 
stereo pair of microphones set the spa¬ 
cious sound and the multiple sweetener 
microphones pinpointed direction and 
presence. As long as the close mies did 
not move an instrument out of its per¬ 
spective, this technique sounded very 
good. 
This state of affairs, however, lasted 

only a short time. Multiple microphones 
soon led to multiple tracks and the 
"track” race was on. Even though the 
stereo stage pan pots can spread the 

sound over 180 degrees, and infinite ad¬ 
justments can be made in the remix, we 
end up much too frequently with pin¬ 
points of sound which contain no depth 
or dimension. 

In the two microphone theory dimen¬ 
sion can be heard, but many times there 
is an inability to resolve the two images 
into a three dimensional whole. The 
problem is similar to the visual problem 
in stereo photographs. The pictures are 
taken with two lenses spaced the same 
distance apart as the average pair of 
eyes. The distance between the lenses 
and the eye separation is a critical mea¬ 
surement. The brain must resolve the 
two images into a three dimensional 
whole. Therefore, if we take a cue from 
the visual experience we find that the 
closer the microphones are placed to 
coincide with the aural nerves, the more 
realistic and three dimensional is the 
listening experience. The most effective 
and widely used system built around 
that theory is the Sum and Difference 
principle as exemplified by the Neuman 
SM-69 and the AKG C-24 microphones. 
The perspective and realistic dimension 

possible with these microphones is truly 
marvelous in the hands of skilled en¬ 
gineers. 
We come now to the consideration of 

the system whose name bears the title 
of this article. Binaural - Bi=two, Au-
ral=Ears - Two Ears. In Germany in 
the late 50’s and early 60’s a group of 
men were experimenting with an en¬ 
tirely different approach to "realism.” 
They made a plastic head and placed 
two cardioid microphones in the posi¬ 
tions where the ears would be. They lis¬ 
tened to the output of this system in 
another room and found they heard well 
what was happening in the left and 
right sides of the studio, but they had 
no "phantom” center information. Obvi¬ 
ously, directional mies were not the an¬ 
swer and another test was made using 
omni-directional mies. The sound im¬ 
ages were more realistic, but listening 
through speakers produced a blurred 
result due to the room acoustics and 
phasing in the listening environment. 
The acoustic properties of the studio or 
concert hall were super-imposed upon 
those of the listening room, causing se¬ 
vere phase cancellation and the like. 
However, upon listening to this sound 
pick-up with earphones, the realism and 
dimension achieved was truly remark¬ 
able. 
At this time the stereo, multi track 

system was developing so rapidly that 
nothing more was done along the 
"dummy head” line. 
Subsequently, since studio engineers 

were accustomed to hearing almost ev¬ 
erything from the multi track channels 
over four speakers it was not long be¬ 
fore quadraphonic was presented to the 
listening public. The problem here was 
continued on next page 

SHARPS AND FLATS By Butch Krieger 

35 



36 

Audio from page 35 
the controversy over what direction to 
go in developing this "new” and greater 
realism. Quadraphonic could only be 
successful if put on a disc just as stereo 
was. This could be achieved by ma-
trixing the channels for the rear or by 
using sub-carrier tones to carry this in¬ 
formation. The proponents of both sys¬ 
tems are well divided and we shall not 
discuss that here. But while these 
events have been going on and decisions 
are to be made by the FCC, etc., the 
Europeans turned back to their 
"Dummy Head” and started more re¬ 
search. They again made a plastic head 
with the approximate mass of the 
human head. They found that the con¬ 
volutions of the ears contributed greatly 
to the projection and phasing of audio 
information fed to the ear drums, so 
they duplicated as exactly as possible 
the head, ears, convolutions, and ear 
canals and placed the omni-directional 
mies in the exact place of the ear drums. 
This came very close to reproducing the 
physics of the hearing mechanism. The 
results, when listened to with ear¬ 
phones, were sensational. Directionality 
and location were incredibly accurate. 
However, the sound quality was not 
pleasing and did not seem normal. The 
fault was found to be the fact that the 
sound passed through the ear-canal 
twice. Once during the recording pro¬ 
cess and again during the listening pro¬ 
cess. It soon became apparent that if 
one were to place the omni-directional 
microphones at the "opening” of the ear 
canal, the earlobes would reflect the 
sounds into them and if we then were to 
listen to the audio through earphones 
(preferably those referred to as "open” 
earphones rather than those which 
hermetically seal the ear area and 
couple the eardrums to the earphone 
membrane), an absolute three dimen¬ 

sional effect would be achieved. It was 
found that the head mass, as well as the 
mass of the upper torso, all reflect and 
effect the aural realism of the resultant 
audio. It has been found that recordings 
made in this manner are quite astound¬ 
ing in their dimensionality and even 
decode amazingly well through a quad¬ 
raphonic SQ decoder. 
The Binaural system has an unusual 

advantage mostly overlooked; the abil¬ 
ity of the brain to sort out minute phas¬ 
ing differentials as well as intensity dif¬ 
ferences is most effectively realized in 
this system. The phase difference plus 
the amazing fidelity create a truly 360 
degree spacial effect. We hear direction, 
distance and dimension not only in 
front of us and to the sides, but to the 
rear as well. 
One thing in closing; it is of extreme 

importance that playback styli and car¬ 
tridges be very accurately aligned and 
weighted for the maximum realization 
of the Binaural Effect. Poor tracking 
should be avoided for all reproduction, 
but to experience the greatest advan¬ 
tage in Binaural listening it is vital 
that all errors be kept to a minimum. 
An exciting example of this technique 

may be had in our "Direct to Disk” 
Laboratory Series number 7. This re¬ 
cording made with a Binaural Micro¬ 
phone and recorded directly to the lac¬ 
quer master contains many sounds of 
percussion, pianos, marimbas and the 
like and the musicians play a totally in¬ 
formal jam session. Dimension and di¬ 
rectionality will illustrate the article 
you have just read. 

EDITOR’S NOTE: The author is President of 
the College For Recording Arts located at 
655 Harrison Street, San Francisco, 
California 94107. Their curriculum has been 
awarded full accreditation by the National 
Academy of Recording Arts and Sciences. 
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VINCENT: Yes. Kris Kristofferson’s 
""Why Me Lord" won the high award of 
the Gospel Music Association and he 
also won a Country Music award for it. 
It is hard to categorize. 
A WRITER: Could you mention a cou¬ 
ple of names of artists or writers who do 
work with your company? 
VINCENT: Such artists as Elvis Pres¬ 
ley, Bobbi Humphrey, Conway Twitty, 
Ginger Baker, Loretta Lynn, Eddy Ar¬ 
nold, Barbara Mandrell, Aretha Frank¬ 
lin, Charley Pride, Mickey Gilley, Alex 
Harvey, Graeme Edge, Henry McCul¬ 
lough, Mongo Santamaria, Billy 
Preston and C. W. McCall. Such writers 
as Ira Stanphill, Walter Scott, Jerry 
Gillespie, Ricci Mareno, Chip Davis, 
Ted Harris, Peggy Forman, Mosie 
Lister and Glenn Ray. A lot of country 
writers are unknown to the public al¬ 
though they may have had several 
smash hits. 
A WRITER: Vinnie, how much of a 
factor should a writer’s style of music be 
in selecting a performing artist’s organ¬ 
ization? 
VINCENT: Well, that’s hard to say. Go 
to all three organizations and tell them 
what type of music you write and ask 
for a list of publishers that are inter¬ 
ested in hearing that material. Perhaps 
the best organization to go with is the 
one who sends you to a publisher who is 
interested in your material and can do 
something with it. 
A WRITER: How do we know as 
writers that we are getting a good 
shake in terms of ASCAP, BMI or 
SESAC? 
LOU: Well, my experience has always 
been that the closer relationship that 
you have to your organization, then the 
closer an accounting you will get. If you 
are sitting somewhere in Brooklyn and 
you have written ten songs, gotten ten 
records, and have never gone up to your 
performance rights agency, what do you 
expect? But if you develop a relation¬ 
ship with your society, they will be 
aware of you as a human being, so bear 
that in mind. You have to take care of 
your money. If the record company and 
the performing rights society is in error 
and you don’t question it, then it’s your 
loss. Unfortunately, most writers are 
bad business people and never follow 
those two cents or a penny. We are a 
penny industry. Strictly pennies, but if 
you don’t follow up where those pennies 
came from you may lose them. Make an 
appointment with a writer’s representa¬ 
tive at your society and ask all the 
questions you want. I know that there 
are people at ASCAP and BMI and 
SESAC who do it, and there is no better 
way to learn. O 



SRS Open Forum 

They’re Paying Their Dues 
by Helen King 
SRS OPEN FORUM carried a story m 

the October 1977 issue on Bill Conti 
and the rewards, penalties and glamor 
of writing for motion pictures. We had 
intended to include the dramatic story 
of the determined struggle of the film 
scorers to correct the inequities of the 
unconscionable "traditional” 
contracts-for-hire generally in current 
use. We soon realized that that 
courageous struggle warranted more 
than mention in passing. 

Unfair contracts are not limited to 
new songwriters who know the script 
well: 

PUBLISHER/RECORD COMPANY: 
That’s a dynamite song. You are a great 
songwriter. 
SONGWRITER: I want to keep the 
publishing rights. I want to know that if 
nothing is done with my song in a 
reasonable period of time I’ll be able to 
get it back. 
PUBLISHER/RECORD COMPANY: 
Listen kid, when you’ve paid your dues, 
you’ll have a right to ask for those 
things. Right now you’re getting a 
'standard contract’. We like your song 
and we’ll try to do something with it. 
So ends the deal and, oftentimes, so 
ends the song. 
For years the motion picture 

composers, lyricists, scorers — the 
people who have mastered the most 
exacting, sophisticated music writing 
skill of all — have been fighting on the 
legal battle lines for the right to share 
in the fruits of their creations. There 
was an abortive 90-day strike, and the 
fight was on. That was 1972. 
300-million dollar anti-trust suit 

Seventy-one composers, among them 
such giants as Elmer Bernstein, Henry 
Mancini, Percy Faith, Nelson Riddle, 
Alan and Marilyn Bergman, David 
Rose, Jay Livingston, Benny Carter, 
Luchie DeJesus, Bob Drasnin, Jack 
Elliott, Charles Fox, Herschel Gilbert, 
Ernest Gold, John Green, David Grusin, 
Marvin Hamlisch, Maurice Jarre, 
Quincy Jones, David Raksin, Leonard 
Rosenman, Walter Scharf, Lalo 
Schifrin, and on and on, filed a 
against the major producers. These 
composers are fighting for their own 
artistic survival and for the survival of 
the many other writers who are being 
systematically stripped of all rights to 
their creations. 

These proven writers are only Davids 

compared to the adversary Goliaths like 
Universal Pictures, Walt Disney 
Productions, United Artists, MCA, 
Paramount, and the CBS, NBC and 
ABC television networks, many of 
which have such conglomerates behind 
them as Gulf Western and 
Transamerica. 
Only CBS broke ranks from the other 

producers and made a separate 
agreement with the composers. The 
others are still holding fast. 
The basis for the action is that "the 

producers conspired to refuse to contract 
for the composers’ services except on 
certain standard terms, which reserved 
to the producers the copyright and other 
ownership rights in the words and 
music composed on their behalf.” 'Other 
Ownership Rights’ is an innocent 
sounding phrase until we define it. 
Those words mean such lucrative 
activities as publishing, all recording 
including the gold mine sound track 
albums, and all merchandising. The 
scores and songs, even when unused in 

SONGWRITERS RESOURCES AND SERVICES 
a non-profit organization dedicated to the protection 

and education of songwriters and the 
expansion of social awareness through music. 

SRS was conceived and created for the sole purpose of 
protecting and educating songwriters. It earned its 

non-profit status by proving its ability to do just that. 
Every service undertaken was carefully researched to 

maximize its effectiveness. 
SRS originated the SONGBANK, the first protection 

service designed for songwriters only. Within that service 
every possible need was anticipated and met: 

A safe depository for songs 
Confidentiality 

A cross-filing system for easy retrieval 
Collaborator cross-referencing 
Easy withdrawal of material. 

Most important, SRS’ doors and phones are always open, 
with experienced, caring people to answer questions and 
to help songwriters find their way around in the cold 
world of the computer-oriented music business, or find 

more rewarding alternatives. 

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

CHECK IF YOU □Moreinformation 
WOULD LIKE: □ Membership—$25.00 ($10 initiation, $15 annual dues) 

PAMPHLETS: □ SONGWRITERS AGREEMENTS by Al Schlesinger, $2.00 
□ THE NEW COPYRIGHT LAW: IT DOES 
AFFECT YOU, $1.00 
Check enclosed for $ Make payable to SRS. 

Name __ 

Address 

City - State _ Zip _ 

Phone _ :_ 
ALL CONTRIBUTIONS TO SRS ARE TAX DEDUCTIBLE 
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SRS continued 

Elmer Bernstein 
the film, become the property of the 
producers. They can be sold, leased, 
licensed for commercials, warehoused, 
or ruthlessly destroyed — but always 
out of reach of their creators. Producers 
form publishing companies with the 
wealth of scores and songs they acquire 
under these uniform take-it-or-leave-it 
contracts. On the songs actually 
published, the writers receive only 
writers’ royalties — they get nothing for 
the 'other ownership rights’ which 
sometimes yield profits far in excess of 
the original films for which they were 
written. 
To recover these inestimably valuable 

'other ownership rights’, the composers 
assessed themselves to the hilt. They 
performed at benefit concerts. They 
raised a war chest in what they 
modestly describe as "six figures.” They 
engaged a powerful firm of attorneys in 
New York. They’re fighting for keeps. 
Lined up to do battle for the 

producers are equally formidable firms 
of lawyers — the best money can buy. 
Over these years, knotty questions have 
been raised, causes of action, dismissals, 
reversals, appeals. Much hinges on 
determining whether creators of words 
and music are employees or 
independent contractors — whether the 
courts or the National Labor Relations 
Board have jurisdiction. The stakes are 
high. As Elmer Bernstein said: "We’re 
going to persevere in this cause. Our 
success will be the greatest benefit to 
the young people — people starting 
their careers who want a stake in their 
future by owning publication rights.” 
We too are convinced that victory for 

the composers in this suit will 
inevitably give the new, free-lance 
songwriters the leverage they need to 
improve their own song-by-song 
contracts. SRS urges all songwriters to 
support these courageous motion 
picture and television composers. They 
are fighting for ALL writers. 

If you want to help, write to Elmer 
Bernstein in care of SRS, 6381 
Hollywood Boulevard, Suite 503, 
Hollywood, California 90028.y* 

Who’s Who from page 6 
they also publish; Jim Stafford; and 
Swampwitch. They just finished a 
project with Isaac Hayes for Polydor 
and they are producing Nashboro Gos¬ 
pel artists, Troy Ramye and the Soul 
Searchers, whose latest hit was "Great 
Change”. 
The Atlanta chapter of NARAS is 

holding seminars on the legal aspects of 
the music business that are aimed at 
"bringing the amateurs along, so that 
when they get to be professional, it 
won’t be a complete shock to their ner¬ 
vous systems.” Writers in the Atlanta 
area should inquire by mail. Barbara 
will send you information and an 
application. 
Barbara wants MOR, Pop Disco, Gos¬ 

pel and Country songs. You may submit 
a three song maximum on reel-to-reel or 
cassette tape, with lyric sheets and a 
self-addressed, stamped envelope. 
Barbara says, "If I could give only one 

word of advice to songwriters, it would 
be Tenacity. In other words, hang in 
there. Keep writing. Even if what’s 
coming out is not good, write it. Get it 
out of your head so you can clear your 
brain and go on to a better thought. 
Don’t give up.” 

NEW YORK 

Cory Robbins, East Coast Professional 
Manager 
MCA Music 
445 Park Ave. 
New York, N.Y. 10022 
(212) 759-7500 
MCA Music is a division of MCA, Inc., 
which also owns MCA Records and 
Universal Pictures. 
Other Offices: Nashville, Los Angeles, 
London and worldwide affiliate. 

Cory started out as a songwriter. He 
met Bob Reno, President of Midland In¬ 
ternational while trying to sell his 
songs, and wound up working for Mid¬ 
land doing record promotion. Cory be¬ 
came Midland Music’s Professional 
Manager and was involved in the plac¬ 
ing of "Life Ain’t Worth Living’ with 
Gloria Gaynor and George McRae’s sin¬ 
gle, "I’m Gonna Stay With My Baby To¬ 
night”. In June of ’77, Cory moved to his 
present position at MCA. 
The MCA catalog has "endless stan¬ 

dards” — titles like: "Let It Be Me’’ and 
"Our Day Will Come”. They published 
the "Carwash” album and the songs "Sky 
High” and "I Want To Get Next to You”. 

Cory is working on production projects 
with two new acts, which MCA is pub¬ 
lishing: "Keep It Up” by Nightfall on 
RCA, a White Disco group; and the Eric 
Matthew Band, a Kiss-like commercial 
rock group. Both groups do outside ma¬ 
terial. MCA has signed a co-publishing 
deal with Patrick Adams, who has had 
two chart records this year, including 
"Dance and Shake Your Tambourine”. 
Patrick is currently producing three 
acts: Royal Flush, Caress and Personal 
Touch. 
Cory is looking for "any song that can 

make a great record. Perfect and clever 
lyrics are important to me.” He needs 
Disco and R&B for the acts in New 
York who do outside material. Send 
only two songs on reel-to-reel or cas¬ 
sette with lyric sheets and a self¬ 
addressed, stamped envelope if you 
want the tape back. 
Cory adds, "I really need songs des¬ 

perately. I’m looking and listening all 
the time, but I’m tough. I don’t take 
many songs, but what I do take gen¬ 
erally gets cut. I’m looking for good 
writers and writer artists. 

"I’m really into lyrics. I think they 
make or break a song. A great melodic 
hook can’t carry a song with weak 
lyrics, but good lyrics can carry a weak 
melody. I’m very involved in disco, but 
the song still has to be strong. Fads 
come and go, but it always gets back to 
the good quality song, like 'Let It Be 
Me’. A good song is timeless.” 

P.J. Watts, Executive President 
Capaquarius Publishing—BMI 
2400 Johnson Ave., Suite 14A 
Riverdale, N.Y. 10463 
(212) 796-2490 
Also: Capaquarius Management, Inc. 
and P&P Records 

P.J. has been in show business since 
the age of three. She has danced and 
acted on the stage, in movies like "Cot¬ 
ton Comes To Harlem” and "Landlord”, 
and on TV. In 1974, she and a song¬ 
writer friend, Al Pyfrom, decided to 
open Capaquarius. 
Their first artist was Queen Yahna. 

Queen wrote the lyrics to the song "Ain’t 
It Time You Went Home”, with music 
and arrangement by Arthur Manning. 
The Capaquarius production of the song 
on the P&P label went to Top-4 in Bill-
continued from page 43 



Music Row from page 12 

Brenda Lee 

the greatest performers in the business. 
(Barbara’s new single "Hold Me” was 
written by GLENN RAY.) 
The funniest new record I’ve heard in 

a while is an aural caricature of the 
President, his bumpkin family, and his 
staff. Even Rosalynn has some 
personality as portrayed by June 
Stewart on Trust Me, the GRT album, 
conceived, written and produced by 
HANS PETERSEN, who does a great 
Jimmy Carter and is a morning deejay 
in Augusta, Georgia. 
My travels recently took me to a 

Birmingham, Alabama gospel show 
where I got to see the reunited 
Statesmen Quartet . . . Hovie Lister, 
Doy Ott, Rozie Rozelle and the great 
Jake Hess. They were sensational and 
I’m hoping some record producer gets 
smart and produces some new records 
with them. 
Then on to Macon, Georgia for the 

Sixth Annual Capricorn Records 
Summer Games and Picnic with about 

4,000 other music folks from around the 
world. Saw a great new group, the Dixie 
Dregs. 

Later, in Atlanta, I had a chance to 
see Wendy Bagwell and the Sunliters 
perform. Wendy and his "Rattlesnakes” 
story knocks me out. If you catch his 
act, get him to sing, "I’m Using My 
Bible For A Road Map.” 

Phil Johnson has just finished an 
album for Greentree Records, entitled, 
Dallas Holm and Praise . . . Live. Praise 
members are Randy Adams, LaDonna 
and Tim Johnson. LaDonna is a sister of 
super-talent Larry Gatlin. 
Hip information you can use while 

wasting your time with a glass in your 
hand: 
Brenda Lee is 4 foot 9 inches tall, and 

wears size 1 shoe .. . "Gentle To Your 
Senses” recorded by Mel McDaniel was 
written by LARRY WILLIAMS, whose 
"Let Your Love Flow” was a top BMI 
winner last year .. . Roy Clark has lost 
over 25 pounds by not jogging to the 

Barbara Mandrell 

table . . . Dony and Joy McGuire are 
leaving the Downings. Joy is the 
featured singer on "Tve Got A Song” 
written by DONY and PAUL 
DOWNING . . . Seventy-two year old 
Carrie Cash, Johnny’s mother, is the 
official greeter at the House of Cash in 
Hendersonville, Tennessee . . . Denny 
Brewington, a lawyer, has joined Ed 
Shea and the ASCAP-Nashville staff 
. . . Mel Tillis has signed to promote the 
Teaberry line of CB radios and Kitty 
Wells will do commercials for Heritage 
House, a family restaurant chain .. . 
Joe Tex and producer Buddy Killen got 
a gold record for "Ain’t Gonna Bump No 
More (With No Big Fat Lady)” . .. 
LENNY LeBLANC and PETE CARR of 
Big Tree’s LeBlanc and Carr may have 
a hit with "Falling,” written by 
LeBLANC and fellow Muscle Shoals 
buddy, ED STRUZICK . . . MERI 
WILSON, who wrote and performed 
"The Telephone Man,” is produced by 
Boomer Castleman and Jim Rutledge. 
Rutledge was/is a member of Bloodrock, 
who struck with "D.O.A.” . . .BEN 
PETERS wrote "Daytime Friends” for 
Kenny Rogers .. . SESAC honored 
CLARA WARD, composer of "How I Got 
Over” with a special exhibit to be placed 
in the Songwriters’ Hall of Fame ... 
JERRY HOUSE penned Mel Tillis’ "I 
Got The Hoss” (which I think is double 
entendre) .. . Vice-President Mondale 
visited the Grand Ole Opry recently .. . 
DALE EVANS wrote "Happy Trails To 
You” because hubby Roy Rogers always 
signed his autographs "happy trails” 
and she figured he should have a theme 
song with that message . . . Producer 
NORRO WILSON and MARGO SMITH 
wrote and did a duet called "So Close 
Again” for Warner Brothers . . . 
Elektra’s Carmol Taylor’s first Grand 
Ole Opry appearance was August 27, 
1977.7 
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Send a Cñcnd a 
Gift to 

SAVE! Send the first one year gift subscription at our 
regular rate of $12, the second at only $11, and the 
third at a mere $10. Christmas, birthdays, or just 
because you care. What better gift could you give a 
fellow songwriter ... you’ll be a friend for life. 

Yes! Please send my friend(s) listed below a one 
year gift subscription to Songwriter Magazine. 

My Name (please print) __ __ _ 

Address ___ _____ _ 

City __ _ _ _ 

State - Zip 

Friend #1 

Address __ - ■ - ' —■—    —-— - _ 

City _ _ _ 

State _ _ _ Zjp 

Friend #2 __ 

Address __ _ 

City _ _ 

State - Zip 

Friend #3 

Address __ 

City _ _ 

State _ Zip 

□ Bill Me 

I I Payment Enclosed Insert this card in envelope along with check and money order payable to: 

Songwriter Magazine, P.O. Box 3510, Hollywood, CA 90028 
Outside USA add $2 per year. Allow up to 6 weeks for delivery of first issue. 000 
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Songwriter Top 40 

Songwriter Title Artist 

1. Carole Bayer SagerNobody Does • Carly Simon 
Marvin Hamlisch It Better 

2. John Williams Star Wars Title »Meco 
Theme 

Producer Publisher. Licensee, Label 

Richard Perry 

• indicates those artists 
who record songs by other writers 

3. Mick Jones Cold As Ice Foreigner 
L. Gramm 

Meco Monardo 
Harold Wheeler 
Tony Bonioui 

John Sinclair 
Gary Lyons 
In collaboration 
with Mick Jones 
& Ian McDonald 

United Artists, ASCAP/ 
Unart, BMI, (Elektra) 

Fox Fanfare, BMI, 
(Casablanca) 

Somerset/Evansongs/ 
Warner Bros.. ASCAP 
(Atlantic) 

R&B Top 10 

4. E. Carmen 

5. Joe Brooks 

6. H.W. Casey 

That's Rock 
'N Roll 

You Light Up 
My Life 

Keep It Cornin' 
Love 

•Shaun Cassidy 

•Debby Boone 

K.C. & The 
Sunshine Band 

Songwriter 

1. Commodores 

2. R. Ransom 
R. Hargis 
J. Brown 

3. Peter Brown 
R. Rans 

4. Donna Summer 
G. Moroder 
P. Bellotte 

5. Frankie Beverly 

6. L. R. Hanks 
T. Grey 

7. S. Marshall 
T. Wortham 

Title 

Brickhouse 

Dusic 

Artist 

Commodores 

Brick 

Publisher, Licensee, Label 

Jobete Music/Commodore 
Entertainment Publ. , 
ASAP, (Motown) 

Caliber/Good High. 
ASCAP. (Bang) 

Do Ya Wanna 
Get Funky 
With Me 

I Feel Love 

Peter Brown 

• Donna Summer 

Sherlyn/Decibel. BMI 
(T.K.) 

Pick's. BMI, 
(Casablanca) 

7. R Tempton 

8. J. Tempchin 

9. Donna Summer 
G. Moroder 

10. Commodores 

Boogie Nights 

Swayin' To the 
Music 
(Slow Dancin') 

I Feel Love 

Brickhouse 

Heatwave 

•Johnny Rivers 

• Donna Summer 

Commodores 

Michael Lloyd for C A M. — U.S.A.. BMI. 
Mike Curb Prods. (Warner/Curb) 

Joe Brooks for Big Hill. ASCAP 
Mike Curb Prods. (Warner/Curb) 

Henry Wayne Sheriyn/Harrick, BMI 
Casey. Richard (T.K.) 
Finch for Sunshine 
Sound Ent., Inc. 

Barry Blue for Pondor/Almo, ASCAP 
Indigo (Epic) 

Johnny Rivers Warner Bros., ASCAP 
(Atlantic) 

Giorgio Moroder Rick's/Sunday. BMI 
Pete Bellotte (Casablanca) 

J. Carmichael Jobete Music/Commodore 
Commodores Entertainment Publ. 

ASCAP (Motown) 

11. Ronnie McDowell The King Is Gone Ronnie McDowell 
Lee Morgan 

Lady of Magic • Maze 

Back In Love L.T.D. 

Peele. BMI, (Capitol) 

Iceman, BMI (A&M) 

Again 

The Whole »Teddy Pendergrass Mighty Three, BMI, (Epic) 
Town's Laughing 
At Me 

8. Norman Whitfield Do You Dance Rose Royce 
D. Turner (Part 1) 

9. Eddie Robinson Shake It Well Dramatics 
Don Davis 

10. N. Pigford 
E. Paris 

It's Ecstasy »Barry White 
When You Lay 
Down Next To Me 

Maytwelfth/Warner 

Tamerlane. BMI 
(Warner Bros.) 

Groovesville Music. BMI/ 
Conquistador Music. 
ASCAP. (ABC) 

Sa-Vette. BMI. 
(20th Century) 

12. L. Turner 
G. Douglas 

13. N. Pigford 
E. Paris 

14. S. Wright 
L. Garrett, 
L. Hardway, 
Stevie Wonder 

15. A. Jordan 
H. David 

16. Bugati 
Musker 

Country Top 10 

Songwriter 

1. J. House 

2. J.R. Hubbard 
D. Feller 

3. M. Barer 
F. Brooks 

4. J. Gillespie 

5. Jack Foster 
Bill Rice 

6. J. Barry 
D. Haywood 

7. Ronnie McDowell 
L. Morgan 

8. Larry Gatlin 

9. Ben Peters 

10. G. Ray 

Title Artist Publisher. Licensee. Label 

I Got The Hoss »Mel Tillis 

East Bound And »Jerry Reed 
Down/(l'm Just A) 
Redneck In A Rock 
And Roll Bar 

Sawgrass. BMI, (MCA) 

Duchess/Vector. BMI 
(RCA) 

Jungle Love Steve Miller 
Band 

It’s Ecstasy When« Barry White 
You Lay Down 

Signed. Sealed. »Peter Frampton 
And Delivered 

Ronnie McDowell Midnight & Brim. 
Lee Morgan SESAC, (GRT) 

Steve Miller Sailor. ASCAP. (Capitol) 

Barry White SaVette, BMI 
(20th Century) 

Peter Frampton Jobete Music Col, Inc. 
ASCAP, (A&M) 

It Was Almost 
Like A Song 

Heaven On The 
7th Poor 

Ronnie Milsap 

Paul Nichols 

Tom Collins 
Ronnie Milsap 

Christopher Neil 

17. Michael Masser The Greatest Love»George Benson 
Linda Creed Of All 

18. Chuck Berry Surfin' U.S.A. »Leif Garrett 

19. R. Roberts Just Remember Firefall 
I Love You 

20. Stevie Wonder Another Star Stevie Wonder 

21. D. Addrisi I Believe You »Dorothy Moore 
D. Addrisi 

Michael Masser 

Chess/Casa Davis. 
ASCAP (RCA) 

Keyboard Pendulum/ 
Chappell. ASCAP (Polydor) 

Columbia Pictures. BMI. 
(Arista) 

Michael Lloyd for ArcMusic, BMI. (Atlantic) 
Mike Curb Prods. 

Jim Mason 

Stevie Wonder 

I'm Just A 
Country Boy 

Heaven’s Just 
A Sin Away 

Once In A 
Lifetime Thing 

If It Ain't Love 
By Now 

Don Williams 

•Kendalis 

•John Wesley Ryles 

•Jim Ed Brown & 
Helen Cornelius 

The King Is Gone Ronnie McDowell 

Folkways. BMI. (ABC-Dot) 

Lorville, SESAC (Ovation) 

Jack & Bill. ASCAP 
(ABC-Dot) 

Steeplechase. BMI. (RCA) 

MidnighVBrim SESAC, 
(Scorpion) 

22. R. Leigh 

23. Eric Carmen 

24. Woolfson 
Alan Parsons 

25. Peter Brown 
Robert Rans 
Drive 

26. G. Sherrock 

27. R. Ransom 
R. Hargis 
J. Brown 

28. J. Krueger 

Don't It Make • Crystal Gale 
My Brown Eyes 
Blue 

She Did It Eric Carmen 

I Wouldn't Like Alan Parsons 
To Be Like You Project 

Do You Wanna Get Peter Brown 
Funky With Me 

Help Is On Little River Band 
The Way 

Dusic Brick 

We Just Disagree Dave Mason 

Tommy Couch 
James Stroud 
Wolf Stephenson 

Allen Reynolds 

Eric Carmen 

Alan Parsons 

Cory Wade 

Love Is Just 
A Game 

More To Me 

Hold Me 

Larry Gatlin 

• Charley Pride 

•Barbara Mandrell 

First Generation, BMI 
(Phonogram) 

Pi-Gem, BMI, (RCA) 

Gator. SESAC, (ABC-Dot) 

29. M. Dixon 
W. Dison 

30. Barry Gibb 
Robin Gibb 

I Just Want To Foghat 
Make Love To You 

How Deep Is Bee Gees 
Your Love 

Easy Listening Top 10 

Songwriter Title 

Carole Bayer Sager Nobody Does 
It Better 

Just Remember 
I Love You 

You Light Up 
My Life 

It was Almost 
Like A Song 

We re All 

1. 
Marvin Hamlisch 

2. R. Roberts 

3. Joe Brooks 

4. A. Jordan 
H. David 

5. Boz Scaggs 

6. Roy Orbison 
J. Meison 

7. Barry Gibb 
Robin Gibb 

8. Ben Peters 

9. John Williams 

10. Stevie Wonder 

Alone 

Blue Bayou 

How Deep Is 
Your Love 

Daytime Friends 

Star Wars 
(Main Theme) 

Another Star 

Artist 

•Carly Simon 

Firefall 

• Debbie Boone 

•Ronnie Milsap 

•Rita Coolidge 

• Linda Ronstadt 

Bee Gees 

• Kenny Rogers 

• London Symphony 
Orchestra 

Stevie Wonder 

Publisher, Licensee, Label 

United Artists. ASCAP/ 
Unart, BMI (Elektra) 

Stephen Stills. BMI 
(Atlantic) 

Big Hill. ASCAP 
(Warner Bros.) 

Chess/Casa David. ASCAP 
(RCA) 

Boz Scaggs. ASCAP 
(A&M) 

Acuff-Rose. BMI (Asylum) 

Stigwood. BMI (RSO) 

Ben Peters. BMI 
(United Artists) 

Fox Fanfare. BMI 
(20th Century) 

Jobete Music/Blackball 
Music. ASCAP (Motown) 

31. Roy Orbison 
J. Meison 

32. Boz Scaggs 

33. S. Sondheim 

34. P. Cetera 

35. Jimmy Buffet 

Blue Bayou »Linda Ronstadt 

We're All Alone «Rita Coolidge 

Send In »Judy Collins 
The Clowns 

Baby What A Chicago 
Big Surprise 

Changes In Jimmy Buffet 
Latitudes. Changes 
In Attitudes 

36. Norman Whitfield Do You Dance Rose Royce 
D. Turner (Part 1) 

37. G. Murdock 
J. Kennedy 
M. Keck 
J. Cseay 
G. Moore 
B. Borden 

38. Cockrell 
Lerios 

39. Ann Wilson 
Nancy Wilson 
R. Fisher 
M. Derosier 
H. Leese 
S. Fossen 

40. Norman Harris 
A. Felder 
R. Tyson 

Baby Love Mothers Finest 

A Place In The Pablo Cruise 
Sun 

Little Queen Heart 

Dr. Love First Choice 

Stephen Stills. BMI. 
(Atlantic) 

Jobete Music Co. /Blackball 
Music. ASCAP. (Motown) 

Musicways/Flying Addrisi. 
BMI. (T.K.) 

United Artists. ASCAP 
(United Artists) 

C.A.M . BMI (Arista) 

Woolfsongs. BMI. (Arista) 

Sherlyn/Decibel. BMI 
(T.K.) 

John Boylan 
Little River Band 

Phil Benton & 
Brick 

Dave Mason 
Ron Nevison 

Nick Jameson 

Australian Tumbleweed. 
BMI. (Capitol) 

Caliber/Good High. 
ASCAP. (Bang) 

Manitowoc. BMI. 
(Columbia) 

ARC. BMI. (Warner Bros.) 

Bee Gees 
Karl Richardson 
Alby Galuten/For 
Karlbhy Prods. 

Peter Asher 

David Änderte 

Arif Mardin 

James William 
Guercio 

Stigwood. BMI. (RSO) 

Acuff-Rose. BMI (Asylum) 

Boz Scaggs. ASCAP (A&M) 

Beautiful/Reuclation, 
ASCAP. (Elektra) 

Polish Print. ASCAP. 
(Columbia) 

Norbert Putnam Coral Reefer/Outer Banks. 
BMI. (ABC) 

Norman May Twetfth/Warner 
Whitfield Tamerlaine, BMI 

(Warner Bros.) 
TomWermanÄ Satsongs. ASCAP. (Epic) 
Mothers Finest 

Bill Schnee Irving/Pablo Cruise. BMI 
(A&M) 

Mike Flicker Primara Energg. BMI/ 
Wilsongs. Know/ 
Play my. (Portrait) 

Norman Harris Lucky Three/Six Strings. 
BMI (Capitol) 



The Books You Should Read Are 
On Songwriter’s Bookshelf 

Revised 
and 

Enlarged 

Edition 

HOW I WRITE sones 
TOmT.MU 

ongwriters 

ictionary 
«y jonwcsoA 

MUSIC/ 

N^e 
a songwriter’s 
do-itbook 

w you CAR 
Revised 

and 
Enlarged 

Edition 

Songwriters’ 
Success 
Manual 
by Lee Pincus 

“If you've written 
a song your next 
step should be to 
reed this book." 

HIT PARADER 

liUhl'nl'lihl 
A COMPLETE 60« Tfl MOUE TMM 30 CAKEMS 

by /MICHAEL KOSSER 

How I Write Songs (Why You Can) by 
Tom T. Hall. Over 10 years of Tom T. Hall’s 
commercial success go into this practical 
and non-technical guide to songwriting and 
the music industry. Also included are defi¬ 
nitions of music business terms and 
expressions, examples of songwriter 
contracts and analyses of Tom’s own big¬ 
gest hits. 158 pages. $7.95 

This Business Of Music: Revised and en¬ 
larged. Edited by Shemel & Krasilovsky. 
The most practical and comprehensive 
guide to the music industry for publishers 
and songwriters alike. Details publishing 
business from contracts to foreign pub¬ 
lishing and contains most used contract 
forms. 544pp., 180pp. of appendices. 
$15.00 

The Songwriters’ Success Manual by 
Lee Pincus. Author is music publisher 
whose songs include Lennon/McCart-
ney's “She Loves You” and “I Saw Her 
Standing There". In the manual's 28 
chapters the author’s experience is used to 
help any writer trying to break into the busi¬ 
ness. “. . . very helpful to the beginning 
songwriter ... is well worth the $6.95 ... 
Realistic and practical” — ASCAP Today. 
$6.95 

More About This Business of Music: 
Revised and enlarged. Edited by Shemel & 
Krasilovsky. Invaluable source covering 
serious music, background music and 
transcriptions, tape and cartridges, 
production and sale, live performances. 
204 pages. $10.95 

Bringing It To Nashville by Michael 
Kosser. A songwriter's point of view of how 
it feels to make the move to Music City and 
the problems and pitfalls that can come 
after arrival. Inside look at the behind-the-
scenes Nashville music business. “There is 
no perfect book on how to make it big as a 
songwriter but Mike Kosser comes close to 
telling it like it really is" — Curly Putman 
(Green, Green Grass of Home). 99 pages. 
$3.95 

Payment must accompany order ... make checks or money orders payable to 

P.O. Box 3510, Hollywood, California 90028. 

Rush me the following books. 
□ 
□ 
□ 
□ 

Howl Write Songs (Why You Can) ... $ 7.95 

This Business of Music .... 

Songwriter Success Manual 

$15.00 

$ 6.95 

More About This Business of Music .. $10.95 

□ 
□ 
□ 
□ 

Bringing It To Nashville $ 3.95 

How To Write A Hit Song And Sell It . $ 7.50 

The Music/Record Career Handbook $14.95 

Songwriters’ Rhyming Dictionary .... $ 4.00 

Add 75e handling and postage for each book ordered. California residents add 6% sales tax. 

Name 

Address_ 

City_ _ State Zip 

How To Write A Song And Sell It by 
Tommy Boyce. A how-to book for the 
beginner or the up-and-coming song¬ 
writer. Reveals professional songwriting 
tips and charts a course of instruction to 
follow. Tells how he wrote six of his biggest 
hits and includes the music and lyrics for 
study. 160 pages. $7.50 

The Music/Record Career Handbook by 
Joseph Csida. An encyclopedic guide to 
beginning and developing more than 30 
different careers in the creative, commen¬ 
tary, business and educational areas of the 
music and record industry. “Csida’s 
credentials are impeccable and impres¬ 
sive — former music editor of Billboard ... 
he covers virtually all aspects of song and 
music writing, royalties, publishing, etc." — 
Downbeat. 376 pages. $14.95 

Songwriters’ Rhyming Dictionary by 
Jane Shaw Whitfield. Edited by Frances 
Stillman. Thousands of rhymes. A handy 
time-saving reference guide for lyric 
writers. 283 pages.$4.00 



Who’s Who 
from page 38 
board’s Detroit disco action chart. 
Queen Yahna is touring as "Bloody 
Mary” in "South Pacific” with Jane 
Powell and Howard Keel. She has also 
appeared on Broadway in "Porgy and 
Bess” in the role of Maria, and in the 
National touring company of "The Wiz”. 
Queen has a nightclub act which won 
her this review: "The Queen made the 
stage her throne. She’s the goddess of 
song.” Queen needs songs with feeling, 
strong R&B and disco ballads, songs 
with a Gospel feel. 
Capaquarius also manages Ricky Wil¬ 

liams and Night Flight. Ricky, with the 
help of Stevie Wonder and the Louis 
Braille Foundation for Blind Musicians, 
is one of the country’s few blind studio 
musicians. Some of the artists that 
Ricky has worked with are: Bette Mid¬ 
ler, Peter Nero, Ben E. King and 
Martha Reeves. Ricky is the featured 
performer on the RCA album, "Burt 
DeCoteaux Plays the Stevie Wonder 
Songbook”. Ricky specializes in the 
clavinet keyboard, plays sax, sings and 
writes. 
The publishing company has connec¬ 

tions with other artists, so they are 
seeking good songs of all types. You 
may submit a three song maximum on 
cassette or reel-to-reel tape, with lead 
sheets if you have them and neatly 
typed lyric sheets if you don’t. Do not 
send lyrics only, and do include a self¬ 
addressed, stamped envelope if you 
want your tape back. 

P.J. says, "No one knows what makes 
a song a hit. If they did, everybody 
would have one. Be aware of the com¬ 
ponents that go into the songs that rec¬ 
ord companies are releasing. They’re 
looking for commercial songs, songs 
that sell. Some sell on the lyrics, others 
on the combination of words and music. 
It’s costly to record, and the record 
companies have to ask themselves, 'Is 
this song worth recording?’ You have to 
decide which market you’re trying to 
reach, what’s selling and where you 
want your music to go.” X 

Want To Catch Up On 
Back Issues Of Songwriter? 

They’re Available. Below Is A Brief 
Description Of Issues You Might Have 
Missed And A Coupon From Which You 

Can Order Your Back Copies. 

Jan/77—Bobby Golds¬ 
boro, Harry Warren, The 
Harry Fox Agency. 

SONGWRITERS! 
Other publishers won’t listen? 

Don’t answer? Send you form let¬ 
ters? When we return a writer’s 
demo, it goes back with a personal 
critique. We listen carefully all the 
time. Send us a demo and see 

what we think. 

SUDDEN RUSH MUSIC 
Att Jeff 

750 Kappock Street 
Riverdale, NY 10463 

Note: Return mailer required for reply 

Oct/75—Jim Weatherly, 
Breaking Into the 
Country Market, Snuff 
Garrett. 

Nov/75—Barry Manilow, 
Jim Foglesong, 
Memories of a 
Songplugger. 

Dec/75—Alan O'Day, 
Alternative Chorus, 
Songwriter's Showcase, 
Copyright Revision Bill. 

Jan/76—Gordon Light¬ 
foot, Publisher Rap, 
Steve Cropper. 

Feb/76—Hoyt Axton, 
Dick Clark, AGAC. 

Mar/76—Jimmy Webb, 
Karen Hodge, How to 
get a good mix. 

Apr/76—Sammy Cahn, 
Buddy Killen, How to 
present your songs. 

May/76—David Gates, 
Improving use of 
Melodic Range, Helen 
King, Founder of SRS. 

June/76—Smokey Robin¬ 
son, How to use the 
Most Common Song 
Forms, Steve Barri. 

July/76—Loggins & 
Messina, Movie Lyrics 
and Music, The New 
York Songwriter's 
Showcase. 

Aug/76—Barry Mann & 
Cynthia Weil, Auto¬ 
biography of a Copy¬ 
right, Song Festivals. 

Sept/76—Paul Anka, 
Banking and the Music 
Business, What you 
earn with a Top Ten 
Record. 

Oct/76—Jerry Foster & 
Bill Rice, Children's 
Music, Barbara Ringer, 
Register of Copyrights. 

Nov/76—Neil Sedaka, 
How to Make your Own 
Record, History of Tin 
Pan Alley. 

Dec/76—Melissa 
Manchester, Packaging 
& Selling Your Master, 
Tom Catalano. 

Feb/77—Ashford & 
Simpson, Atlanta's 
Music Center, Is 
Collaboration An Art-
Part I 

Mar/77—Henry Mancini, 
Academy Award 
Winners, Collaboration 
—Part II. 

Apr/77—Lambert & 
Potter, Gospel Music, 
Songwriters Hall of 
Fame. 

May/77—Carole Bayer 
Sager, How to Copyright 
Your Song, Hit Record 
Computer. 

Mail coupon today to 

P.O. Box 3510, Hollywood, Ca. 90028 

Send request for back 
issues along with $1.50 
per issue to Songwriter 
Magazine P.O. Box 3510, 
Hollywood, Ca. 90028. 

□ Oct/75 
□ Nov/75 
□ Dec/75 
□ Jan/76 
□ Feb/76 
□ Mar/76 
□ Apr/76 

Fl May/76 
□ June/76 
□ July/76 
□ Aug/76 
□ Sept/76 
IT Oct/76 
□ Nov/76 

Name - -- -

Address _ __ _ _ 

City - —- --

State - -- ZiP-

□ Dec/76 
□ Jan/77 
□ Feb/77 
□ Mar/77 
□ Apr/77 
□ May/77 
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SUBSCRIBE 
TBBAY : 

"Petes DraeM 

lltninr . 

JANIS Ä 
IAN £ 

No matter what stage of your song¬ 
writing career you’re at . . . amateur 
or seasoned pro . . . you too ought 
to be receiving SONGWRITER every 
month! 
Exploring the art and craft of song¬ 
writing . . . gaining invaluable insight 
into the business behind songwriting 
. . . studying the complexities of 
music law . . . learning the attitudes 

of successful songwriters, producers, 
and music industry executives . . . 
keeping abreast of important trends 
... and much, much more! 
You may learn one new approach 
. . . or a solution ... an answer . . . 
or an ingenious suggestion that makes 
your whole subscription to SONG¬ 
WRITER worthwhile. That’s reason 
enough to subscribe today! 

Subscription Order Mail to Subscription Dept., Songwriter Magazine 
P. O. Box 3510, Hollywood, Ca. 90028 

3 years — 36 issues — $30.00 

2 years — 24 issues — $22.00 

lyear— 12 issues — $12.00 
(Outside USA add $2 per year) 

NEW □ RENEWAL 

Payment enclosed 
(make checks/money orders 
to Songwriter Magazine) 

Bill Me Later. 
Please allow up to six weeks 
for delivery of first issue. 

For office use only 000 

Name 
Please print 

Address 

City State — Zip 

Classified 
Ads 

LYRICIST/COMPOSER 
PARTNER WANTED 

Lyricist-Guitarist needs com¬ 
poser. Robert Carlton, 49 
Gnarled Hollow Road, East 
Setauket, NY 11733. 

PROFESSIONAL COM¬ 
POSER-ARRANGER WITH 
TRACK RECORD SEEKS 
STRONG COMMERCIAL 
LYRICIST FOR COLLAB¬ 
ORATION. Write D.L. Hill, 
6331 Hollywood Blvd., Suite 
711, Hollywood, CA. 90028. 

Male composer seeks male 
lyricist with a male song¬ 
writing perspective. I like 
meaning and value, and emo¬ 
tional appeal. Acoustical rock, 
rock, and country-rock, with a 
rock tempo. Call Donald 
Schewene, (606) 291-5819. 

Lyricist Seeks male composer 
of Country Music. Mike 
Manos, 6563 Crowley, Ven¬ 
tura, CA. 93003. 

Versatile young lyricist seeks 
composer. Alex Nimezanow-
sky, 1080-18th Ave., Newark, 
NJ. 07106. 

Persevering composer wanted. 
Lyricist seeks collaboration for 
Pop, Soft Rock, Easy Listen¬ 
ing. Over 75 lyrics to work 
with. Cleve, Kent, Akron area. 
Scott Loveall, 1300 Seneca, 
Broadview Heights, OH. 
44147. 

MOR/Easy listening composer 
seeks lyricist. Central N.J. 
area. Call (201) 725-3276 after 
6:00. 

Published composer - mostly 
MOR seeks good and hard¬ 
working lyricist for full-time 
collaboration. Write Box 124, 
King of Prussia, PA. 19406. 

WINNER IN A.S.F. LYRIC 
COMPETITION II WITH 
THREE QUARTER FINAL¬ 
ISTS, TWO HON. MEN., 
AND FIVE LYRICS IN TOP 
7%. Also in Finals of ’77 
Comp. III. Seeking talented 
composer Easy Listening, 
POP, especially Progressive 
Country. Publishers’ inquiries 
welcome. Send cassette or 
write - Everette M. Hale, 
31021 Block, Garden City, 
Michigan 48135. (313) 421-
3387. 

"Star Struck” lyricist seeks 
professional composer with 
same intentions for 50/50. 
Must be highly skilled, hon¬ 
est, and patient. All types of 
music. Mail all info, to: Phil 
Diamant, PO Box 1283, Union, 
N.J. 07083. 

My Lyrics deserve Top Pro¬ 
fessional Music. Are you in¬ 
terested Nichols? Kasha? 
Davis? Robinson? Somebody? 
Please! Write: Everette 
Adams, Box 333, Grand Falls, 
Nfld., Canada A2A 2J7. 

Good Lyricist seeks quality 
near-by composer. Jon Stein¬ 
berg, 500 Landfair St., Los 
Angeles, CA. 90024. (213) 
477-7495. 

Established music composer 
seeks published lyricist who 
is gifted to create serious, un¬ 
usual lyrics. C&W, MOR, 
Show Tunes, Ballads, etc. 
Submit your material: Will 
Dubrow, 239 Stoneway Lane, 
Merion, PA. 19066. 

WANTED - Music composer. 
50-50 share royalties. Write 
Jesse Thomas, 2831 Abbie St., 
Shreveport, LA. 71103. 
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Subscription Order Mail to Subscription Dept., Songwriter Magazine 
P. 0. Box 3510, Hollywood, Ca. 90028 

3 years — 36 issues — $30.00 

2 years — 24 issues — $22.00 

U lyear— 12 issues — $12.00 
(Outside USA add $2 per year) 

□ NEW □ RENEWAL 

Payment enclosed 
(make checks/money orders 
to Songwriter Magazine) 

Bill Me Later. 
Please allow up to six weeks 
for delivery of first issue. 

For office use only 000 

Name 
Please print 
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"...I write the son^s, 

I write the soooooongs. .•" 



I am a lyricist but need a 
music writer to add melody to 
my lyrics. He must be willing 
to share the royalties. Suber, 
Box 7872, Philadelphia, PA. 
19101. 

Country/Pop lyricist seeking 
honest working composer. 
B.A. O’Connor, (212) 263-
3526, Forest Hills, New York. 
Collaborate 50/50. 

MISCELLANEOUS 

SONGWRITERS, SINGERS, 
MUSICIANS. "The Ingredi¬ 
ents For Success In The Rec¬ 
ord Business.” This handbook 
is the first no-nonsense, real¬ 
istic approach to the re¬ 
cording industry. Find out in 
a few hours what it would 
take years to learn on the 
street. Send $5.00 to: L.C. 
Lynum, 608 Cedar St., #166, 
Ventura, CA. 93001. 

SONGWRITERS contact 
groups on tour, plus $200.00 
gift check. $3.50 - Midlicks, 
516 Butler, Columbus, OH. 
43223. 

LEAD SHEETS by Conway, 
2551 Sesame Ct., San Jose, 
CA. 95122. $12.00 - one song; 
$20 - two songs. Send cassette 
& lyrics. The quickest & best, 
by Professional Arranger. 

SEEKING ORIGINAL MA¬ 
TERIAL (all styles) for re¬ 
cording artists, particularly 
for female vocalist. Send 
tapes and lead sheets to Pier 
Publishing, 120 E. Willetta, 
Phoenix, AZ. 85004. 

IF YOU HAVE AN ORIGI¬ 
NAL SONG THAT YOU BE¬ 
LIEVE HAS CHART PO¬ 
TENTIAL, CALL US. Tony or 
John. Armanda TEL: (213) 
545-0070, or Write: PO Box 
1724, Manhattan Beach, CA. 
90266. 

Songwriters! Professional lead 
sheets from tape and lyrics 
$15.00. Piano vocal Demos 
$29.00. Three instruments 
vocal $59.00. Send order and 
payment to Waltner Enter¬ 
prises, Box SW59, Tustin, CA. 
92680. 

RECORDING STARS AD¬ 
DRESSES: Huge list. $3.75. 
Pandora Publications, Box 
26706N, San Jose, CA. 95159. 

TOP 40 MATERIAL NEED¬ 
ED to complete album. Estab¬ 
lished artist. Call: (516) 676-
6437. EVE’S. 

Songcraft! Unique new book 
helps you create fine songs. 
Clarifies song construction, 
music theory, chord usage, 
lyric writing, etc. Practical 
information clearly presented. 
$3.95 plus 500 handling and 
postage. Make checks payable 
to Ron Fink, 1711 S. Corinth, 
#109, Los Angeles, 90025. 
California residents add 6% 
sales tax. 

POETRY CONTEST - $ Prizes. 
Possible acceptance for pub¬ 
lication. For details, send #10 
self-addressed, stamped en¬ 
velope to Potpourri Inter¬ 
national, Box 453-C, Wyomis¬ 
sing, PA. 19610. 

SONGWRITERS/LYRICISTS 
/ POETS Contest. $ Prizes, 
promotional assistance. For 
details, send #10 self-ad¬ 
dressed, stamped envelope to 
Potpourri International, Box 
453-D, Wyomissing, PA. 
19610. 

EUROPE CALLING! Free 
magazine from International 
Songwriters Association (SM), 
Limerick City, Ireland. 

Lead Sheets by experienced, 
professional musician, quick¬ 
ly. Send clear tapes and lyrics 
with $10.00 money order. 
Dora Digby, 12401 Lawrence 
Pkwy., Lansing, Michigan 
48917. 

FOR SALE 

Song Titles 3 for $6.00. Enclose 
self-addressed stamped en¬ 
velope-4001 Crawford #174, 
Pasadena, TX. 77503. 

Michael Stanton Esquire re¬ 
leases first single, "What 
Does It Get Ya?” AND "You 
Should Have Been There.” 
Send check or money order of 
$1.25 to Sylvan Way Produc¬ 
tions, 1717 Sheridan Rd., 
Suite #439, Bremerton, 
Washington 98310. (206) 
373-2420. 

’STRINGS. For all musical 
instruments. 40%-60% off. We 
carry all major brands. Free 
brochure. Mogish String Co., 
PO Box 493, Dept. SWC, 
Chesterland, OH. 44026. 

Songwriting Course - (cas¬ 
sette) $7.00 inclusive. Golden 
Disc LTD., Rheede Centre, 
Capetown, South Africa. 

Songwriting Course - (cas¬ 
sette) $7.00 inclusive. Golden 
Disc Ltd., Rheede Centre, 
Capetown, South Africa. 

Songwriter Classified 
• All ads must be paid in advance and received 

six weeks prior to month of publication. 
• Letter or number groups (rpm, 6F4, etc.) count as 
one word. 

• Ads must be music related. We accept no ads 
offering, either directly or potentially, publishing, 
composing, instruction, or production services for 
a fee. 

• Not responsible for any ad claims. 
• Classified ads are not commissionable 

RATES 
‘Lyricist/Composer Partner lto3 4to8 9ormore

Wanted” heading issues issues issues 

15 words or less 3.75 3.37 3.00 
per issue per issue per issue 

16 to 30 words 7.50 6.74 6.00 
per issue per issue per issue 

31 to 60 words 11.25 10.11 9.00 
per issue per issue per issue 

All other Frequency discount 
headings— 3 times 6 times 12 times 

50<t per word 10% 20% 33% 

Mail to Songwriter Magazine 
P. O. Box 3510, Hollywood, Ca. 90028 

AD COPY 
(Please include your name, address or phone number so that 

interested parties may respond) 
PLEASE PRINT CLEARLY 

Check heading under which ad is to appear: 

□ Lyricist/Composer Partner Wanted 0 For Sale 

0 Situations Wanted 0 Studio 0 Miscellaneous 

Name___ 

Address - - -

City _ State _ Zip -

Phone _ Signature —-

$- x- -- = $- -— 
price per issue no. of insertions total enclosed 

INCLUDE CHECK OR MONEY ORDER WITH COUPON. 
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Are there any books suitable for 
both professional and amateur songwrit¬ 
ers, which would advise and help them 
further their craft? 

D.R. 
Tylersport PA 

A Apart from the books which you can 
order direct from Songwriter (advertised 
elsewhere in the magazine), these books 
are extremely useful to all writers: 
• Lyrics by Oscar Hammerstein—(Simon 
tr Schuster) 
A collection of Oscar Hammerstein’s 

most valuable lyrics, with a preface that 
provides an in-depth understanding of 
the sensitivity, talent and understanding 
of the language that the art of 
songwriting embraces. 
• Lyrics on Several Occasions by Ira 
Gershwin—(Viking Press) 
A selection of Ira Gershwin s lyrics, 

some known, some unknown. Each lyric 
is accompanied by Gershwin’s commen¬ 
tary on how and why it was created. 
• The Contemporary Arranger by Don 
Sebesky—( Alfred ) 

The book assumes good prior knowl¬ 
edge and then goes much further into the 
technique and psychology of writing and 
arranging for any ensemble. 
•Sounds and Scores by Henry Mancini— 
(Northridge) 
. . Simpler and somewhat more basic 
than the Sebesky book, but includes 
more examples. A more personal ap¬ 
proach and a bit more commercial too. 
• Scoring For Films by Earl Hagen— 
(EDJ Music) 
An excellent hook. Gives all the tech¬ 

nical know-how (click tracks, fill time, 
cue sheets, etc.) as well as many ex¬ 
amples to study. 
• Basic Music Skills by Leon Dallin— 
(William C. Brown) 

This outstanding elementary manual 
will give a start to budding songwriters 
who don’t already know the basic 
language of musical construction. 
• Modern Harmonic Relationships by 
Dick Grove—(Dick Grove Publications) 

The first up-to-date harmony and 
theory hook dealing with today’s music. 

• Legal Protection for the Creative Musi¬ 
cian by Lee Eliot Berk—(Berklee Press) 

The bible on musicians’ and music 
writers’ rights and protection. An up-to-
date book on a severely neglected aspect 
of music. 
• Legal and Practical Aspects of the 
Music Business, Part I by Alfred W. 
Schlesinger—(Songwriters Resources & 
Publications) 

“Songwriter Agreements,” the first of 
a three-part series of pamphlets based on 
Al Schlesinger’s SRS workshops is a 
concise, ‘what you get and what it costs’ 
presentation on Protection of Your Music, 
Writer-Publisher Contracts, Negotiable 
Provisions in Songwriter-Publisher 
Contracts, Exclusive Songwriter Agree¬ 
ments, The New Copyright Law 
Sources of Income and Self-Publishing. 
Official Talent and Booking Directory— 
(Specialty Publications) 
A comprehensive listing of current pop 

artists, showing their managers and 
agents. Also includes record companies, 
talent promoters, television shows, and 
much other related data. 
• Webster’s New World Dictionary of 
the American Language—(World Pub¬ 
lishing Company) 
Conceded to he at the top of the list 

of desk dictionaries. Your public library 
has the more complete Webster’s Third 
International Dictionary. 
• Roget’s Thesaurus of English Words 
and Phrases revised and modernized by 
Robert A. Dutch, OBE-(St. Martin’s 
Press). 
• Poets and Songwriters Guide by 
Clement Wood—(Valiant House) 
The complete book of scansion. A 

comprehensive text about determining 
the accent rhythms of poetic utterances. 

Next Month! 
Multiple award winning 

composer whose 
music has illuminated 
Broad wary theatre, 

motion pictures and 
records. .. 

Marvin 
Hamlisch 

Q How much music must a person 
write to a song to be considered the 
composer? Would the chord progression 
and basic melody be enough to qualify 
him as composer, or does each note have 
to be defined for each word in the lyrics? 

E.C. Adams 
Grand Falls, Canada 

A The main thing about being the 
composer of a song is not so much the 
musicianship, but the actual contribu¬ 
tion and musical ideas. Many "compos¬ 
ers" do not actually write music - they 
just hum the melody to a pianist, who 
writes out the music for them. 

Where Marvin Hamlisch goes, good 
music follows. In 1973, Marvin scored 
an unprecedented musical sweep of the 
Academy Awards winning Best Origi¬ 
nal Dramatic Score for "The Way We 
Were,” the Best Scoring Award for "The 
Sting,” and for Best Song for "The Way 
We Were,” (lyrics by Alan and Marilyn 
Bergman). He then put his talents to 
use in New York writing the music for 
"Chorus Line,” one of the finest 
achievements in twentieth century 
musical theatre which won a host of 
Tony Awards, as well as the Pulitzer 
Prize. He then returned to film and 
scored the latest James Bond flick, "The 
Spy Who Loved Me,” and wrote the love 
theme for that film, Nobody Does It Bet¬ 
ter (lyrics by Carole Bayer Sager), 
which has been a recent smash for 
Carly Simon. Read what this brilliant 
composer has to say about music and 
the business that surrounds it in our 
December issue . . . plus much more 
about songwriting in Songwriter. 



StodkWÄ 
Most guitars stick you with just one 
sound. Not the Ibanez Artist EQ! It gives 
you the flexibility of on-board equaliza¬ 
tion — and the sound possibilities are 
nearly endless. 
It features up to 15db boost and cut on three 
frequency bands. That’s over 500% more tone 
control than conventional guitars can give 
you. In addition, the built-in preamp can 
deliver a clean 15db boost — enough to blow 
any “hot” guitar off the stage. 

*Jumbo frets — for crisp attack, long sustain, easy choking, 
and perfect intonation. The smoothed neck heel rounds out 
the playing action. 

And there’s no need to worry about dead 
batteries. The Artist EQ is sold complete with 
a regulated phantom power supply. But just 
in case you forget your power supply, there’s 
an on-board battery that’ll give you up to a 
year of service. 
So if your’re looking for flexibility in a state-
of-the-art electric guitar, get EQ’d — you 
won’t get stuck. 
And of course, the Artist EQ is backed by the 
Ibanez lifetime warranty. 

’Super 80 Pickups — The new standard that many players 
are switching to — hot, clean and bright with their own 
distinctive punch and bite. 

P.O. Box 469, Cornwells Heights. Pa. 19020 «327 Broadway Idaho Falls. Id. 83401 Efkay Ltd , 6355 Ave.. Montreal P.0.H2V4H5 
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\bu can take 
a Fender anywhere. 

Whatever band you play in, you’ve 
got to pick up on a lot of musical 

styles. But you’ll 
never have to 
pick up more 

than one 
electric bass. 

Because 
Fender® gives 
you Rock 
Bass, Soul 

Bass, Country 
Bass and 

Funk Bass in 
the same 

bass. 
Take Fender’s 

Precision 
Bass.® It’s the 
only bass for 
nearly every 
top band 
from New 

York to Nashville to L.A. The secret 
is “integrated” sound—patented 
split pickup, volume and tone 
controls designed to interact as a 
single musical unit. 
So wherever your music’s taking 
you, make your first stop at your 
authorized Fender dealer. Check 
out a Fender electric bass and 
matching Fender bass amplifier. 
Because you can take a Fender 
anywhere. And a Fender can take 
you to the top. 

CBS Musical Instruments 


