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Beautiful, Hand Copied Lead Sheets ... Only $13 00 ' 
Use for showing or copyrighting your songs! 

ï 
( 

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 J 

cassette), with voice and either piano or guitar, and a lyric sheet, and we -
do the rest. If you have a chord sheet, that would be helpful, but isn t essent.al. 

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 II make copies for 
you for 30 cents apiece. Include check or money order for $13 per 

song payable to Music House. 



East is East and West is West 
... But that don’t make no difference! 

When you read the story about the Bee Gees in this issue, you’ll read that 
Songwriter first came to the attention of Barry Gibb in a recording studio in 
Montreal, Canada. 
A subscriber in Frankfurt, West Germany .. . Robert A. Smith-Diesel, 

wrote to tell us that he has doubled the number of recorded and published 
songs since first subscribing. "Songwriter has been a great help and inspira¬ 
tion to me," he states. 
We also received a letter from a subscriber in New York who complained 

that because we were based in Los Angeles, we tended to have more infor¬ 
mation about L.A. songwriting events and that we placed more emphasis on 
Nashville than we did on New York. 
By way of suggestion, we would recommend that songwriting not be 

thought of in terms of geography. The diatonic musical scale is the same no 
matter where you live, and a Country writer struggles with the same prob¬ 
lems an R&B writer struggles with, and they’re both no different than a Pop 
writer. Successful writers listen to everyone regardless of style. Robin Gibb 
told us, "Some people think established writers such as the Bee Gees are 
fans of the Bee Gees and have no favorites other than themselves. That’s not 
true . . we stay current by being open to everything going on around us, 
especially other writers.” 
Songwriter Magazine is subscribed to all over the world by people inter¬ 

ested in the universal art of songwriting. Don’t limit your learning by impos¬ 
ing blocks because of gender, musical style, or geographical classification. 
After all, east is east, and west is west, but that don’t make no difference. 
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When you make your living in music, you 
depend on the names that make you sound 
your best. Like GHS Pro-Formula Strings. 

Pro-Formula Bright Bronze Strings feature 
brilliant tone and long life for night-after¬ 
night of performance play. 

Pick up a set of Pro- Formula Bright Bronzes 
or any of the other 76 varieties of GHS 
Strings for all fretted instruments at your 
nearby music dealer soon. Play the strings 
designed for professionals ... the gig 
strings. 
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JBL TO GO. 
When you're on the road, you need all the 

sound you can get. 
With as little weight and bulk as possible. 
Enter )BL's very compact, very durable and very 

high-performance traveling sound system. Three 
tough little pieces of equipment that can put out 
more sound than a truckload of ordinary gear. 
The Ice Cube (also known as the 6233) is a 

super-compact, high-power amplifier. With a 
whisper-quiet thermally-controlled two-speed 
fan. It’s only 5!4” high and weighs just 35 lbs. 

It delivers a clean 600 watts, 300 RMS per side 
both channels driven into four ohms from 20 Hz 

to 20 kHz. All with less than .05% T. H.D. 
The Strongbox (also known as the 4682) is a 

fully self-contained speaker system. Its King-Kong-
proof thermoplastic enclosure is its shipping 
crate. Complete with built-in suspension holes 
and carrying handles. 

Inside are four 10-inch extended- range speak¬ 
ers, a pair of high-frequency ring radiators and a 
precise dividing network. All integrally engineer¬ 
ed to handle the Ice Cube's amazing power output 
beautifully and accurately. 
Which all means, if you want the most sound 

per pound, go with JBL. 

GET IT ALL 

James B. Lan; Sound, Inc./ Professional Division. 8500 Balboa Boulevard. Nortiridge. California 91329 



Songwriter 
News 

We've Moved ! 
Our new editorial offices are located at 6430 Sunset Blvd., 

Suite 716, Hollywood, CA. 90028. The phone is now 213/ 
464-SONG. None of this affects mail sent to our post office 
box which remains the same. In other words, the song has 
changed, but the melody lingers on. 

L to R: Maurice Levine, Ginger Mercer (Johnny’s widow), 
Sheldon Harnick and Alan Jay Lerner. Incidentally, the 
magazine Mr. Lerner is holding in his left hand is the 
March, 1977 issue of Songwriter. 

Keeping Their Words 
Rollin’ Albert, who has contributed articles to Songwriter 

in the past, sends us the following: 
It’s true that nobody performs a song quite as well as the 

author — bringing out subtle nuances we’d overlooked be¬ 
fore — and here’s another example. (Three other examples, 
in fact!) JOHNNY MERCER croons a stunning 52 tunes for 
us (even more impressive when you think how many he left 
out); SHELDON HARNICK gets an assist from his wife, 
and even ALAN JAY LERNER shows us you don’t have to 
have a good voice to put over a good song. 
What makes this three-album set of value and interest to 

songwriters is the theme of the "Lyrics & Lyricists” series, 
initiated in 1970 by Maestro Maurice Levine at New York’s 
culturally virile 92nd St. "Y”. Rather than fall into the . . 
and then I wrote . . .” trap, each of the lyricists uses his 
songs to emphasize a point or punctuate an argument about 
his work or the nature of the business. 
Lerner credits his start to a cigarette, a left hook, and a 

wrong turn into the men’s room — and details the particu-
continued on page 8 



PLAY IT 
DON'T "FAKE IT 

Now ... special 14-DAY NO-RISK TRIAL lets you 
discover the secret of teaching yourself to play the 

Guitar or Piano the “right” way! 

Your fingers could make beautiful music... if 
• • you gave them the chance. 
They could be playing folk or rock. Classical or 

pop. Hymns or spirituals. Jazz or ballads. All your 
favorite songs. 
So why miss out on the thrill of making your own 

music? Give yourself a chance to become as good as 
you really could be! 

Thousands have learned to play the Guitar (pick 
style), or Piano, and other instruments with the U.S. 

when you’ve "got them right.” Then you’ll go on to 
more advanced pieces. 
And to help you check your progress whenever you 

want to... you receive 3 cassettes and mailing enve¬ 
lopes, so you can submit up to 15 tapes of your play¬ 
ing for evaluation by experienced music instructors. 

Learning to play this way is a joy. There’s no one 
standing over you to make you nervous. You set 
your own pace—take as much time mastering any 
lesson as you wish. 

SUNNI 

W0B10 

School of Music courses. By mail. 
And so can you. 

14-day home trial proves it 
The secret lies in our clear, step-by-
step, word-and-picture instruction 
method. It teaches you to play the 
right way. Without gimmicks. You 
learn to read and play notes ... so 
you’ll be able to play practically any 
song merely by looking at its sheet 
music. 
To see how effective this proven 

self-teaching method is, we invite you 
to enjoy a 14-day home trial without 
risking one penny. 

Tape critiques of your playing 
Many of the songs you practice first 
are tunes you’ve heard many times. 
So since you know how these tunes 
should sound, you can tell at once 

Tape Critiques 
of Your Playing 

Record your 
practice sessions— 
3 Cassettes and 
Carrier included. 
You can submit 
up to 15 songs 
for evaluation 
by our 
experienced 
music instructors 
at no extra cost. 

Sooner than you might think pos¬ 
sible you’ll be able to play the kind 
of music you like. 

Free “Note-Finder” yours to keep 
If you’ve ever dreamed about being 
good at the Guitar or Piano send for 
the U.S. School of Music course 
today. With it we’ll also include a 
“Note-Finder”— yours to keep as a 
gift just for examining the program. 
Give it a try for 14 music-filled days 

and then decide. You risk absolutely 
nothing. Your good-faith deposit will 
be promptly refunded if you’re not 
100% delighted. Otherwise continue 
enjoying the self-teaching program-
plus tape critiques—under our con¬ 
venient low-cost budget terms. 

Mail the coupon today for your 
no-risk 14-day home trial. 

50 All-Time^ 
Favorite Songs 
Worth over $40 

if bought separately 

F Self-Quizzes 
Help check your 
k progress. 

tow 

Deluxe Course File 
Buckram case holds 
course materials. 

Play-Along 
Helps you tune guitar, hear chore 

play along with a “pro’ 

USSM 

Complete Guitar or Piano course 
is yours for a fraction of the 
cost of private teachers. 

(Guitar Course illustrated) 

Convenient Binder Music Stand 
Binder converts to 
practical music stand. 

U.S. School of Music 
A Horne Study School since 1898 

417 S. Dearborn Street, Studio 26-621 , Chicago, Illinois 60605 
Please send me the complete music course 
I have checked, on a 14-Day No-Risk Trial: 

□ Guitar (pick-style) □ Pianõ 
I enclose good-faith deposit of $9.95 (check 
or money order only) to verify my sincere 
interest in learning to play the Guitar or 
Piano. If I am not 100% delighted, I agree 
to return everything within 14 days after re¬ 
ceipt, and you agree to promptly refund my 
deposit, plus return shipping expenses. 

5 Otherwise I will remit the balance in month-

ly payments until the total price of $99.95 
is paid in full. NO FINANCE OR INTER¬ 
EST CHARGES -ANNUAL PERCENT¬ 
AGE RATE: 0%. The cost of credit is 
included in the price quoted for the course. 
(Please indicate payment plan you prefer.) 

□ $10 monthly for 9 months 
□ $1 5 monthly for 6 months 
□ $22.50 monthly for 4 months 

Either way. the “Note-Finder" remains mine 
to keep—free—for examining the course. 

PORTFOLIO FOR 
SHEET MUSIC 

FREE 'W 
“NOTE-FINDER” 

Yours just 
for examining the 

course. Saves hours 
of hit-or-miss a 

Print 
Name_ 

Address_ 

City-

State 

Step-by-Step Study Units 
Easy to follow “print and picture” 
music instruction. 

© i»n us school or music 

Telephone No. ( ) 

-Age_ 

_ Apt. #_ 

Zip-

Signature_ 
Guardian or Parent must sign if under age IS 



PUBLISHERS SONGWRITERS 

SONGWRITERS’ 
DEMOS 

Fully Produced by 
Professional Recording 

Artist/ Producer 
TOM HOLBROOK 

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 
X_ _ __ / 

Here’s help . . . Songwriters! 

The Songwriter’s 
Creative Matrix 

It’s your guide for every songwriter’s require¬ 
ment: words, measures, rhyme patterns, range, 
chords, keys, title data, and overall “selling” style. 
MATRIX offers advice, explanations, examples, 
plus 25 creative worksheets to help channel your 
talents toward commercial success. 

Developed for his own use by Carl E. Bolte Jr., 
composer/lyricist member of ASCAP and author 
of “Successful Songwriting”, the expertise con¬ 
tained in the SONGWRITER’S CREATIVE 
MATRIX is yours now for $12.50. 

Postage, handling, and insurance are included. 
Missouri residents please add 4? sales tax. 

Send check or money order to: 
HOLLY PRODUCTIONS 
Dept. A. 
3548 Wyoming Street 
Kansas City, Missouri 64111 

NEWS 
from page 6 

lars. Harnick explains how he was inspired to this unique 
profession by the lyrics of Yip Harburg — but soon realized 
that New York was overflowing with writers adept at clever 
complicated rhyming, forcing him to evolve the expression 
of his own feelings and concerns — admittedly a simple in¬ 
sight, but much more difficult to achieve. 
This first set of three ($24.95 plus $1.35 shipping) may be 

ordered toll free by phoning 800-223-1814, or write: 
LAUREATE RECORDS, P. O. Box 1275, Radio City Station, 
New York, NY 10023. 

Drum Drops 
In the pages of this issue you’ll find an ad for Drum Drops 

with which, you’ll note, Songwriter Magazine is associated. 
It’s hard to push something when you’re commercially in¬ 
volved . . . where does commerciality end and enthusiasm 
begin? But trying to be as objective as possible, we really 
think this album can be a tremendous aid to a songwriter. It 
does become your own drummer and lays down the count, 
tempo, and feel of the song you are writing, practicing or 
playing. For ten bucks, skip a couple of movies and make a 
small investment in your songwriting. The Drum Drops 
album is the most inexpensive way to buy yourself a year 
round drummer. 

Musical Ears 
In England, Lord Harewood who is a cousin of the Queen 

and chairman of the BBC Music Advisory Committee, was 
recently cleared of two motoring offenses for backing into a 
parked car. He maintained that he was listening to a Mozart 
wind serenade on his car radio and must have confused the 
sound of a burglar alarm which was set off on the parked 
car with a sustained note. Case dismissed. John Dankworth, 
husband, and musical conductor of and for Cleo Laine, must 
have had the same judge. John, who is an excellent 
saxophonist, was arrested in England and charged with 
speeding. He pleaded not guilty in court on the grounds he 
had perfect pitch and could tell by the sound of the motor 
just how fast he was going. "How fast were you going?”, the 
judge asked him. "Thirty two,” he replied. Case dismissed. 

L.A. Writing Classes 
Buddy Kaye, lyricist of many hit songs, Grammy Award 

winner, and writer of lyric scores for two Elvis Presley 
films, will begin a new class in Lyric Writing As A Career 
beginning February 4th. For information, contact Los 
Angeles Valley College Community Services at 988-0308. 
The college is located at 5800 Fulton Avenue, Van Nuys, 
CA 91401. Also, Stephen Cohn has completed his first 10-
week songwriting class at McCabes which covered all as¬ 
pects of songwriting, as well as some business aspects of the 
profession. The second ten week session is beginning and for 
details, contact McCabes in Santa Monica. 

Chappell Music Promotion 
Roger Gordon who was featured in a publisher rap in our 

January 1976 issue, has been named Vice President and 
General Manager of Chappell’s west coast division, based in 
Los Angeles. Roger was previously with Screen Gems—EMI 
Music and was responsible for securing recordings by such 
artists as Helen Reddy, Glen Campbell, George Benson, 
Maxine Nightingale, Bobby Sherman, Mama Cass, Donny 
and Marie Osmond and many others. 

continued on page 10 



The Yamaha E*70, E*50 and E*30 Electone organs. 
The only thing they don’t do with music is dance to it. 
Yamaha’s new Electone console organs deliver a 
variety of uncompromisingly-real, precisely-defined 
sounds. There's no overlapping. Jazz sounds like jazz. 
Commercial like commercial. Church like church. 
Theatre like theatre. 
You get uncompromising authenticity. If you want 

an oboe, you get an oboe. Not an organ trying to sound 
like an oboe. And a variety of Upper Orchestra section 
voices comes instantly alive with just the touch of a 
button. A bright lever allows you to personalize the 
sound of each voice. And all of these new Electone 
consoles come with Auto Arpeggio. 

But don’t be intimidated by these wildly sophisti¬ 
cated new Electone consoles. Because they all come 
with Yamaha’s custom Auto Bass/Chord Fun Blocks, 

and Auto Rhythm Unit. And that means they’re as 
easy to play as a spinet. (Yes, chords with one finger!) 
What gives Yamaha’s new Electone consoles such 

realistic voices and incredible versatility is a technology 
called Pulse Analog Synthesizing System, PASS for 
short. It makes the E-70, E-50 and E-30 so advanced, 
years from now they’ll still be years ahead of their time. 
So put some wings on your music. Try the custom 
ABC Fun Blocks, and our new Electone consoles. 

A difference you can hear. 

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

Invites you to join its 

AT-HOME 
WORKSHOP 

in 
CONTEMPORARY SONGWRITING 

MOR 

SOFT ROCK 

EASY LISTENING 

COUNTRY/CROSSOVER 

RHYTHM AND BLUES 

Eligibility Limited to Composers, Lyricists 
and Self-Contained Songwriters Living 

Outside the New York City Metropolitan Area. 

FOR INFORMATION/FREE BROCHURE 
CONTACT 

LIBBY BUSH/TED LEHRMAN 
119 WEST 57th STREET, NEW YORK CITY 10019 

(212) 265-1853 

White with 
Red-Orange 
Songwriter 
Magazine 

Logo 

50/50 
Polyester 
Cotton, 

Non-Shrink 

Only $6.95 

Make Check 
or Money Order 

Payable to: 

P.O. Box 3510 

Hollywood, Ca. 

90028 

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

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

Name_ 

Address_ 

City_ 

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

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

NEWS 
from page 8 

Max D. Barnes 

Truckdriver's Dream 
Max D. Barnes has had over 80 songs recorded by some of 

the biggest names in Country music such as Tammy 
Wynette, Charley Pride, Loretta Lynn, Conway Twitty, etc., 
and also such fine artists like Dobie Gray, Troy Seals and 
Lonnie Mack. But the road to success started off behind the 
wheel of a semi, driving beef all over the country for some of 
the biggest trucking firms for almost ten years. It was dur¬ 
ing that time he began writing songs. "The long, lonely 
hours of pounding an eighteen-wheeler back and forth 
across the country can get to you,” said Max, "so I would 
make up songs.” And make them up he did. He’s an exclu¬ 
sive writer with Screen Gems—EMI Music, his most recent 
hit was I Can’t Love You Enough, recorded by Conway 
Twitty and Loretta Lynn, and he’s released his own record 
on Polydor entitled, Allegheny Lady. 



songs 

Some people use their ears for 
listening. Ourjudgesmakea 
living with theirs. 
American Song Festival » judges are pros. They work for 
major music companies like: Chappell Music: Motown Records: 
United Artists Music: ABC Records: MCA Music; Warner Brothers 
Records, etc. THEY’RE ' HEAVIES ”. 

In our Fourth Annual songwriting competition, we 
guarantee that each of your songs will be heard by at least 
two of these pros. 

They're looking for good songs. They've helped us 
award over $330,000.00 in cash prizes to deserving new talent, 
as well as signing our entrants to numerous recording and 
publishing contracts. 

You won't compete against professional songwriters (who 
are in a separate division). You don't even have to write music. 

If you want a good honest shot at starting a professional 
songwriting career, or if you write songs as a hobby and want 
recognition, you should let our judges hear them...THEY KNOW 
A GOOD SONG WHEN THEY HEAR IT. 

Yes, I am interested in finding out more about the 1977 
American Song Festival. Please send me complete informa¬ 
tion and an Official Entry Form. 

NAME: _ 

ADDRESS: _ 

CITY: _ STATE:_ ZIP: _ 

Mail to: The American Song Festival 
5900 Wilshire Blvd. West Pavilion 
Los Angeles, CA 90036 

Phone (213) 937-7370 

A presentation of Sterling Recreation Organization 1976 American Song Festival, Inc. 



SONGWRITERS PUBLISHERS 

Who’s Who 
by Pat & Pete Luboff 
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MUK 
LOS 
ANGELES 

Warner Wilder, General Manager 
Bonton Music — ASCAP 
Safari Music — BMI 
10441 Santa Monica Blvd. 
Los Angeles, CA 90025 
(213) 279-1659 
Also: W’ilder Brothers Studio (16 track), 
Lama Records and George Records 

Quality Productions by Experienced Artists 

1. 525 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. 5 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 

NEW 

? POWERFUL LYRICS 

? SECRETS OF RHYMING 

? HOW TO WRITE MELODIES 

? AMAZING METHOD OF 
CONTINUOUS CREATIVITY 

? INSIDE INDUSTRY SECRETS 

HOW TO MAKE EVERY SONG 
A POTENTIAL HIT 

J1 MUCH MORE 

DISCOVER YOU ... 

A GREAT SONGWRITER! 

PROVEN RESULTS. AND 
IT IS EASY TO USE 
SAVES TIME. BECAUSE 
YOU LL KNOW EXACTLY 
WHAT TO DO MONEY 
BACK GUARANTEE 

FREE ADDITIONAL REF¬ 
ERENCE TABLES 

SEND $3.95 PLUS 50« POSTAGE AND HANDLING TO 
SUNSHINE PUBLISHING COMPANY 

PO BOX 8044 • ANAHEIM CALIFORNIA 92802 

Bill Ficks, Professional Manager 
Famous Music Corp. — ASCAP 
6430 Sunset Blvd. 
Hollywood, CA 90028 
(213) 461-3091 
Famous Music is a division of Paramount 
Pictures, which is a Gulf + Western 
Company. 
Other Offices: Nashville, New York, London 

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 

Bill’s father managed the Ames 
Brothers for fifteen years, and Bill al¬ 
ways wanted to be in the music busi¬ 
ness. While he was in college in ’71, and 
until ’75, Bill worked for Mike Viener, 
who owned Pride Records. Bill did 
promotion for Pride artists, the Sylvers, 
and A&R work for the label, as well as 
helping run Mike’s publishing company. 
Bill went into independent promotion 
for a year, and pushed songs for MGM, 
Chelsea, and Famous. He was hired by 
Famous to do full time promotion for 
them, and then asked in October ’76 to 
run their Nashville office. 

Bill was responsible for placing That’s 
The Way Love Should Be and Don’t 
Throw It All Away, which were hits for 
Dave and Sugar; It’s Sad To Belong 
with England Dan and John Ford Col¬ 
ey, which went #1 Easy Listening and 
Top 20 Pop; and Cristy Lane’s hit Let 
Me Down Easy. In November of ’77, 
Famous asked Bill to move to the L.A. 
office. 
Famous Music is one of the largest 

publishers in the world. Their connec¬ 
tion with Paramount Pictures give 
them the publishing on movie and TV 
themes such as: Alfie, Moon River, God¬ 
father I & II, the Happy Days theme, 
the Odd Couple theme. They have a 
large catalog of standards like 
Tangerine and Silver Bells, and plenty 
of current successes, (Gene Watson’s 
Love In the Hot Afternoon and John 
Watson’s Gentle On My Mind). 

Bill is looking for Pop, Top 40 and 
MOR material and writer artists. Reel 
to reel demos are preferred. You may 
send a three song maximum. Please in¬ 
clude lyric sheets and a self-addressed, 
stamped envelope. Lead sheets will be 
appreciated, if you have them. 

Warner wrote his first song while in 
high school, Lillian which was recorded 
by Nat King Cole. Warner and his 
brothers Walt and George toured as 
musicians with Stan Kenton’s band for 
three years. Then they formed their 
own act, the Wilder Brothers, and 
played clubs, hotels and TV shows. 
Early in the 60’s, they entered the rec¬ 
ord producing business in their own ga¬ 
rage studio, and they created the first 
six Dick and Dee Dee hits, including 
Mountain’s High and Young And In 
Love, which was just covered by Donny 
Osmond. Warner wrote, and they pub¬ 
lished, produced and performed on the 
gold record album and single, Love 
Means You Never Have To Say You’re 
Sorry. They now call themselves The 
Sounds of Sunshine, and their albums 
are played extensively on Easy Listen¬ 
ing stations. They are the artists on the 
theme used on the daily soap opera, The 
Young And The Restless. Their single of 
that song, also called Nadia’s Theme, 
reached #46 on the charts. They are 
featured in the theme song from the 
new movie starring Henry (the Fonz) 
Winkler, Heroes. 
Warner is a prolific writer and Bon¬ 

ton Music publishes his songs. He wrote 
Conway Twitty’s single, She Takes Care 
of Me, which stayed on the charts for 23 
weeks, and Mary Lou Turner’s Country 
standard, The World Needs Country 
Music. He is co-publishing the new 
Perry Como single that he wrote, Girl, 
You Make It Happen. Warner and his 
brothers also produced all the early 
Wayne Newton records, and three al¬ 
bums for Larry Groce. 
Warner feels that "What the music 

business needs is great lyric writers, 
who really have something to say, who 
can say the common things in an un¬ 
common manner, who can say the same 
things that have already been said in a 
fresh way.” He’s looking for strong tal¬ 
ented writers, writer artists and artists. 
"You gotta be great.” You may send 
three songs at most on reel to reel or 
cassette with lyric sheets and a self¬ 
addressed, stamped envelope. 

continued on page 39 



NOW. ..ONE OF HOLLYWOOD’S TOP STUDIO DRUMMERS 
CAN PLAY ON YOUR SONG! 

SONGWRITER MAGAZINE INTRODUCES 

DrumDropsisa stereo LP of drum tracks, recorded inoneof L.A.'s 
finest 24-track recording studios by one of Hollywood's top studio 
drummers. There are no other instruments on the album, DrumDrops 
gives you the count and sets the tempo. Select from 12 contemporary 
styles of music that range from disco to easy listening, light to heavy 
rock, and from jazz to country. Each selection has been overdubbed 
with appropriate percussion instruments like tambourine, cowbell, 
congas, shaker and timbales. 

Like most hit songs, every DrumDrop is arranged in eight-bar 
phrases with a drum pickup or fill for verse, bridge, or chorus transi¬ 
tions. This basic arrangement allows you to be totally free in your 
composition. Write your songs on any instrument in any key. 

If you are a lyricist and don't play any instrument, Drum Drops a lone 
provides the tempo and style to write your melodies to. 

Wherever, whenever, or whatever you are playing, you now have 
your own drummer standing by ready to write, rehearse or record 
with. 

DrumDrops will upgrade demos 100% with the drop of a nee¬ 
dle. Or just enjoy the company of a top professional drummer while 
you practice your instrument. 

DRUMDROPS SELECTIONS 

Side 1 
1. Introduction (explains the 
use of DrumDrops) 
2. Fast Disco 
3. Slow Disco 
4. Jazz 
5. Bluegrass Country 
6. Country Swing 

Side 2 
1. Funk Rock 
2. Straight Rock 
3. Medium Rock 
4. % Country Rock 
5. Hard Rock Shuffle 
6. Latin Rock 
7. Rock Ballad 

Send for your DrumDrops album today! Not available through 
stores. Enclose $9.95 with the coupon below and mail to; 

Songwriter Magazine, Box 3510, Hollywood CA, 90069 

Drum Drops -the songwriting partnership that works. 

□ Yes! Send me_ DrumDrops Vol. 1 album(s). I'm enclosing $9.95 plus 
50# postage and handling for each album. (California residents add 600 
sales tax.) 

NAME_ 

ADDRESS_ 

CITY- -

What instrument do you play?. 

.STATE_ ZI P-

Make check or money order payable to SONGWRITER MAGAZINE 
© Copyright 1977 by Joey D. Vieira Productions ® 1977 by Vieira Music (BMI) All rights reserved 



Cynthia Clawson 

The Earl Scruggs Revue 

Charlie Monk’s 
Music Row 

Loretta Lynn sang in the new year 
headlining at the Aladdin Hotel in Las 
Vegas. Along with the familiar steel 
guitar were 17 strings and a 
background group. (No — Loretta 
couldn’t go pop with a mouthful of fire-

14 crackers!) Newcomer PEGGY FORMAN 
wrote Loretta’s latest MCA single "Out 
Of My Head and Back In My Bed”. 
(MCA just released an old master on 
Crystal Gayle "I’ve Cried (The Blues 
Right Out Of My Eyes)” written by big 
sister Loretta). 
The Killer, Jerry Lee Lewis, is having 

a revitalization of his performing 
career. Lewis, known for barrooms and 
one-nighters, was an outstanding TV 
guest with Bette Midler on Rolling 
Stones 10th Anniversary and was a plus 
for Johnny Cash’s Christmas Show. 
Jerry Lee, off the bottle as of this writ¬ 

ing, plays himself in the Allan Freed 
bio-film "American Hot Wax” for 
Paramount. 
ALBERT BRUMLEY, writer of such 

gospel standards as "I’ll Fly Away”, "I’ll 
Meet You In The Morning”, "Jesus Hold 
My Hand”, "If We Never Meet Again” 
and Ray Stevens’ "Turn Your Radio 
On”, passed away in early November. 
BRUMLEY, a member of the Gospel 
Music Hall of Fame, wrote over a 
thousand Christian songs. 
The Song Factory (JERRY FOSTER 

and BILL RICE) wrote a tasteful tribute 
to the fallen singers who gave us "White 
Christmas” and "Blue Christmas”. The 
song given a simple title, "A Christmas 
Tribute”, was recorded by Bob Luman 
and produced by Jim Vienneau for 
Polydor. Jerry Kennedy just produced 
FOSTER-RICE’S "One To One” with 
Reba McEntire for Mercury. 
Johnny Paycheck’s "Take This Job 

and Shove It” is taking off faster than a 
welfare recipient offered work. The tune 

produced by Billy Sherrill is from the 
pen of DAVID ALLEN COE, who might 
tell a boss just that. 
The Four Guys (Glen Bates, Sam 

Wellington, Gary Buck and Brent Bur¬ 
kett) went in the studio with zany pro¬ 
ducer Gary S. Paxton and came out 
with "I Remember", one of the nicest 
nostalgic pieces I’ve heard. (A couple of 
my favorite oldies to bounce back are 
Rex Allen Jr. singing CARL BELEW’S 
"Lonely Street” and Bobby Goldsboro’s 
rendition of "He’ll Have To Go”, written 
by JOE and AUDREY ALLISON.) 
Playwright, ad exec, restaurateur, 

painter, singer, pop writer, arranger, 
"fair” musician TUPPER SAUSSY just 
completed "Sonata for Piano and Trum¬ 
pet ('Gatsby’)”, a commissioned work. 
Saussy, a member of The Neon 
Philharmonic wrote their hit in the six¬ 
ties, "Morning Girl”. 

Olivia Newton-John’s Making A Good 
Thing Better album includes two 
Nashville songs — MARSHALL 



CHAPMAN and JIM RUSHING’S 7 
Think I’ll Say Goodbye” and "Ring of 
Fire” written by MERLE KILGORE and 
JUNE CARTER CASH. 
Triune Records and personal manager 

Linda Miller are pulling out all stops to 
promote talented singer-writer 
CYNTHIA CLAWSON. CLAWSON and 
her husband RAGAN COURTNEY 
have written a Christian musical 
"Bright New Wings”. I’ve heard Cyn¬ 
thia’s solo album The Way I Feel and it 
is gorgeous. I love Buryi Red’s produc¬ 
tion and singing on "A Brand New 
Song”, written by GEORGE GAG¬ 
LIARDI. 
Producer Allen Reynolds (Crystal 

Gayle) has just completed an album on 
former background singer-writer MAR¬ 
CIA ROUTH for Epic. Reynolds was 
kind enough to cut a song I found for 
George Hamilton IV — ROBIN BAT-
TEAU’S "Take This Heart”. 
One of the cleverest new ballads in a 

long time is "Standard Lie Number 
One" cleffed by DENNIS WILSON of 
Tree Music’s staff and sung by Dolly’s 
little sister Stella Parton. 
RCA’s Roy Dea produced a single on 

18-year-old Debbie Peters called "I’d 
Rather Give It Away”. The songstress’ 
super-writer father BEN PETERS 
wrote her debut ditty. 
Big Jack Barlow got the talent as¬ 

signment and Craig Deitchman pro¬ 
duced commercials for Billy Beer — en¬ 
dorsed by the President’s brother. 
(Somehow the White House loses a little 
more dignity everytime Jimmy ac¬ 
knowledges he has a brother.) 
Chappell Music made a wise move 

when they made a co-publishing deal 
with Bob Milsap’s Sailmaker Music. 
The deal included writer-artist RANDY 
GOODRUM who has had songs re¬ 
corded by B.J. Thomas, Anne Murray, 
Gene Cotton, and England Dan-John 
Ford Coley. 
CBS President Bruce Lundvall re¬ 

cently presented Earl Scruggs a carved 
statue of The Banjo Man recognizing 27 
years with the label. (Did you know 
that Scruggs is featured in Encyclo¬ 
pedia Brittanica as a virtuoso on the 
five-string?) 
BOBBY BRADDOCK’S "Something 

To Brag About” was a hit for George 
Jones and Melba Montgomery a few 
years back and now a smash with Mary 
Kay Place and Willie Nelson. BRAD¬ 
DOCK also scribbed Johnny Carver’s 
"Apartment” and helped TOMMY 
CASASSA write Mary Lou Turner’s "He 

Charlie Monk, Evie Tornquist, Bill Gaither 

Johnny Paycheck and others shoving the job 

Picked Me Up When You Let Me Down”. 
The Nashville Banner’s Red O’Don¬ 

nell said he called Chet Atkins’ to fol¬ 
low up a story. The answering service 
came on with this recorded message: 
"Mr. Atkins and his answering service 
are out to lunch.” Chet and Les Paul are 
working on another award winning 
album for RCA. 

I won ten dollars on the World Series 
from Rozene (Mrs. Charley! Pride. She 
was a little late with the money and I 
had to remind her. But she got me. She 
sent me (10) one-dollar checks. 
There were no surprises during the 

Gospel Music Association’s Dove 
Awards. JOHN STALLINGS "Learning 
To Lean”, popularized by the Blackwood 
Brothers, was named Song of the Year. 
The Male Vocalist of the Year, James 
Blackwood, and Songwriter of the Year 
Bill Gaither have won their awards 
every year, however; a new but popular 
little gal, Evie Tornquist, was named 
Female Vocalist. (A personal applause 

goes to Joe Moscheo for putting on one 
of the best awards shows I’ve ever seen). 

Hillbilly tidbits: 
Elvis’ father Vernon jumps in the 

spotlite with an upcoming shot on 
Hee-Haw — RCA star Johnny Russell 
recorded the Wet Willie hit "Leona” — 
Johnny Cash is co-starring in a tvee 
movie, Thaddeus Rose and Eddie — 
Johnny Wright and Kitty Wells have 
been wed forty years — Emmylou Har¬ 
ris’ new single, "To Daddy” is a DOLLY 
PARTON song — Herb Pedersen in¬ 
cluded the RALPH STANELY classic 
"If I Lose” in his Sandman album for 
Epic — Freddy Fender recorded "Rags 
To Riches” — Kenny Harding produces 
the Cathedral Quartet for Canaan — 
Elektra’s Jim Malloy is Elektra’s David 
Malloy’s father — Roger Miller played 
fiddle for The Circle A Wranglers — 
The Circle A Wranglers was a recruit¬ 
ment band headed by Faron Young in 
the late fifties. J 
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Legally.^ 
Speaking 

What the fledgling singer-songwriter should 
look for in a Recording Contract 

by A. Marco Turk 
EDITOR’S NOTE: This article has been pre¬ 
pared by a member of the State Bar of Cali¬ 
fornia as a public service for information on 
a topic of general interest to songwriters. 
The reader is cautioned to seek the advice of 
the reader’s own attorney concerning the ap¬ 
plicability of the principles discussed in the 
article to the reader’s own activities. 
• When the fledgling singer-songwriter 
("artist”) wakes up one day and finds 
that he or she has finally realized that 
long-awaited dream (a recording con¬ 
tract), the artist is faced with the mo¬ 
mentous question of what to look for in 
such an arrangement. 
Although the artist should unques¬ 

tionably seek expert legal counsel in 
this area, in order to obtain the best 
possible deal under the circumstances, 
the following discussion hopefully will 
provide some insight into the maze 
which faces one in such a "fortunate po¬ 
sition.” 

Initially, it should be understood that 
basically there are two deal structures: 
(a) One whereby the artist is signed di¬ 
rectly to the record label or to a produc¬ 
tion company which has an agreement 
with the label; and (b) the other where¬ 
by the artist acquires his or her own 
production agreement directly with the 
label, pursuant to which the label pays 
the artist compensation which must 
cover both the artist and the producer. 
Because both types of arrangements 

are common, and the author prefers the 
latter, this article will discuss the deal 
structure from the point of view of the 
artist who will acquire his or her own 
production agreement directly with the 
label, and will thereafter obtain a pro¬ 
ducer. 
The basic points to look for in such an 

arrangement are as follows: 
(1) Term: The initial term normally 

is for one year and the label will there¬ 
after have four options to extend the 
initial term for one additional year each 
upon giving written notice to the artist 
at least thirty days prior to the end of 
the year of the term immediately pre¬ 
ceding that for which the option is being 
exercised. The exercise of each option 
should be conditioned upon the label 
complying with all material obligations 
of the agreement to be performed by it 

during the immediately preceding year. 
(2) Guaranteed Minimum Product: 

During each year of the contract, the 
artist would record and the label would 
release a minimum of one album and 
three singles. The label could elect to 
release such singles from the albums 
rather than financing the production of 
additional masters to be utilized in con¬ 
nection with such singles. 

(3) Recording Budgets: During each 
of the first and second years of the 
agreement, at least $40,000 per album 
(including the producer’s fee) should be 
provided. During each of the third, 
fourth and fifth years of the term, the 
production budgets should be increased 
at least $5,000 above the budget for the 
immediately preceding year. 

(4) Advances: The advance for the 
initial year should be at least $25,000. 
Assuming that advance for the first 
year, the advances for the second, third, 
fourth and fifth years, respectively, 
should be $30,000, $40,000, $50,000, 
and $75,000. Advances are usually pay¬ 
able one-half on commencement of each 
year of the term and the balance upon 
delivery of the initial product for that 
particular year. 

(5) Royalties: The basic royalties (so-
called "domestic”) should be based upon 
100% of all retail disc sales. During the 
initial year, the royalty should be 11% 
for single records and 12% for albums. 
During each of the second, third, and 
fourth years of the term, the royalty 
rates would increase 1% in each cate¬ 
gory. During the fifth year, the rates 
would probably remain the same as in 
the fourth (i.e., 14% for single records 
and 15% for albums). 

Royalties for disc sales outside the 
domestic territory should be 75% of the 
domestic rates. Tape sales should be 
paid for on the basis of 75% of the 
otherwise applicable rate (unless the 
label manufactures its own tapes, in 
which latter event the royalty should be 
the full applicable rate). K-Tel and rec¬ 
ord club sales would be paid for on the 
basis of 50% of the label’s net receipts. 

(6) Additional Product: In addition to 
the minimum product referred to above, 
the label could have an option to re¬ 

quest one additional album during each 
of the second, third, fourth and fifth 
years of the term, provided that such 
request is made in writing no later than 
90 days prior to the end of the year of 
the term during which such request is 
made. If the label exercises such an op¬ 
tion, the royalty rate for that additional 
album and all singles therefrom should 
be 1% higher than the royalties which 
normally would be payable for such 
product during the year of its release. 
However, recording cost budgets for 
such product could be based upon the 
year of request by the label. 

(7) Promotion and Advertising Bud¬ 
gets: Because it is absolutely critical 
that a record company adequately pro¬ 
mote and advertise the product, the 
label should provide promotion and ad¬ 
vertising budgets of at least $5,000 per 
single record release and $20,000 per 
album release. If possible, the artist 
should at least be consulted with re¬ 
spect to the expenditure of such sums. It 
would not be reasonable to expect a 
label to accord a new artist rights of ap¬ 
proval over such expenditures. 
All of the other terms and conditions 

of the contract would be subject to good 
faith negotiations between the parties 
at the time those forms are submitted to 
the artist’s attorney for review. How¬ 
ever, it should be noted that this article 
does not attempt to exhaust the subject 
matter from the point of view of a thor¬ 
ough analysis of the entire scope of deal 
points to be considered in such a situa¬ 
tion. The attempt here is simply to pro¬ 
vide an over view so that the reader will 
get an idea of the basic deal points in¬ 
volved, thereby enabling the artist to 
"solve the mystery” which normally 
surrounds the making of a record deal. 
Obtaining the advice and counsel of an 
attorney knowledgeable in the area will 
provide the artist with the maximum 
protection needed in order to secure a 
fair and equitable arrangement. 

Finally, irrespective of how good the 
artist’s deal looks on paper, that is just 
the beginning. Unless the product is su¬ 
perior and the label does its job effec¬ 
tively, the recording contract will be 
good for nothing but a scrapbook. > 



Songwriting 

Ideas are 
Everywhere 

by Al Kasha 
in association with Joel Hirschhorn 
One of the most common complaints 

voiced by new lyricists is, "I can’t seem 
to get any ideas. I’ve run out.” The pro¬ 
fessional writer may also experience 
this block, but he knows how many 
sources of inspiration there are, and can 
consciously direct his attention to them. 

The richest source of ideas is human 
relationships. Before the 1950’s, lyrics 
primarily dealt with love, sad or happy, 
but in general terms, such as YOU’RE 
BREAKING MY HEART or LOVE 
WALKED IN. Now the field has opened 
to encompass all problems, and the 
people are characterized with more 
depth. Consider the characters you meet 
in songs — you see them around you all 
the time, and the trick is to become 
aware of them as dramatic material. 
Some are on TOP OF THE WORLD; 
others are ALONE AGAIN, NATU¬ 
RALLY. But behind these generalities, 
definite universal types can be found. 
MAGGIE MAY was an older woman 
trying to hang on to a young boy. If 
you’re out on a boardwalk or at a carni¬ 
val, you’re likely to run into a GYPSY 
WOMAN. There’s the RICH GIRL, the 
snob who depends on her "old man’s 
money,” someone you’ve met many 
times. 
While you’re wondering, "What can I 

write about?” you might open your 
mind to problems your friends are hav¬ 
ing. Take adultery, for example, which 
was cautiously handled years ago in 
MIDNIGHT CONFESSIONS and far 
more explicitly recently in ME AND 
MRS. JONES. The people you know 
who are wrestling with this situation 
may be following the same patterns in 
broad outline, but the details which in¬ 
dividualize their relationships will be 
different and possibly intriguing in song 
form. 
D-I-V-O-R-C-E took a novel approach 

to divorce, in which the mother spells 
out the word so her children won’t un¬ 
derstand what’s taking place. You could 
handle the same subject in a courtroom, 
or write about a weekend visit where 

animosity develops between the es¬ 
tranged couple. There are thousands of 
ways to handle a potentially explosive 
topic like this one. 
The "swinger” is someone we’ve all 

met, whether the LITTLE TOWN 
FLIRT of the 1950’s or the more blatant 
RUBY TUESDAY or HONKY TONK 
WOMAN. People have many facets, all 
of which can be dramatically utilized. 
Vanity is delineated with sardonic bril¬ 
liance in YOU’RE SO VAIN. Other 
characteristics, such as lying, bragging, 
shyness, tyranny, can form the basis for 
an absorbing lyric. 
Everything is grist for the creative 

mill. Movies on the Late Show can turn 
your mind on, as ALONG CAME 
JONES turned on the thoughts of its 
composers. A mood piece like 
WILDFIRE has the same brooding, 
hauntingly tragic quality of WUTHER-
ING HEIGHTS. Books, television 
shows, newscasts, even the want ads . . . 
all of these have the seeds of hit songs 
contained in them. 

History offers a wealth of material. 
LADY GODIVA found herself on top of 
the charts. THE NIGHT THEY 
DROVE OLD DIXIE DOWN painted a 
colorful picture of the Civil War period. 
SNOOPY AND THE RED BARON was 
a lighter look at combat. More contem¬ 
porary history was touchingly drawn 
upon in ABRAHAM, MARTIN AND 
JOHN. 

Analytical problems are a well that 
can never run dry. We’ve all had the 
experience of non-communication, 
punctuated by the SOUNDS OF SI¬ 
LENCE. We’ve all fought and tried to 
reconcile before going to bed, taking the 
attitude WE CAN WORK IT OUT 
We’ve all been tormented to a greater or 
lesser degree, feeling as though we’re 
having our 19TH NERVOUS BREAK¬ 
DOWN. Somewhere along the line, 
someone has said to us, YOU'VE GOT 
A FRIEND when we were troubled and 
lost. Perhaps we asked someone to 
HELP ME MAKE IT THROUGH THE 
NIGHT. 

God can be viewed in numerous ways. 
He can be MY SWEET LORD, or he can 
be the holder of mysterious answers to a 
question like WHY ME, LORD? You 
can PUT YOUR HAND IN THE HAND 
of Jesus, or you can turn to Him with a 
plea such as LORD, THIS TIME I 
NEED A MOUNTAIN. You can wor¬ 
ship Him, criticize Him, analyze Him, 
try to get closer to Him . . . the possible 
approaches are endless. 
Nostalgia inspired THE WAY WE 

WERE. Time, in one guise or another, is 
a subject lyricists and poets have al¬ 
ways grappled with. Maybe you’ve had 
a feeling you’d like to TURN BACK 
THE HANDS OF TIME or reflected 
FUNNY HOW TIME SLIPS AWAY. 
You’ve probably felt that flush of ex¬ 
citement, the feeling that it’s A TIME 
FOR US when a love affair was work¬ 
ing out successfully. Sometimes nostal¬ 
gia can be employed in a sad, cynical 
way, such as in GOODBYE, YELLOW 
BRICK ROAD. Looking back to your 
own past can yield memories that may 
add up to a meaningful piece of mate¬ 
rial. 

Social conditions provide musical 
platforms for the culture-conscious 
writer, whether it be war (WAR), crime 
(IN THE GHETTO), poverty (LIVING 
IN THE CITY), women’s lib (I AM 
WOMAN), or civil rights (BLOWING 
IN THE WIND). 
A creative writer even makes use of 

inanimate objects dramatically. Think 
of WICHITA LINEMAN, TELEPHONE 
MAN. STAIRWAY TO HEAVEN, 
RAIN ON THE ROOF. WINDOWS OF 
THE WORLD and now HEAVEN ON 
THE SEVENTH FLOOR which directs 
its conflict around a stalled elevator. 

Story songs call upon you to be a mu¬ 
sical scriptwriter. This form of musical 
fiction allows you tremendous imagina¬ 
tive leeway. TIE A YELLOW RIBBON 
and HONEY are fully fleshed movies as 
written. HARPER VALLEY PTA and 
HOTEL CALIFORNIA are about to be 
made into feature films, so complete 
and vivid are their scenarios, and ODE 
TO BILLY JOE has already made the 
transition to the big screen. 
Philosophy may provide you with a 

dramatic springboard. Existentialism 
inspired IS THAT ALL THERE IS. The 
Beatles turned to Indian philosophy for 
many of their songs. 
These are just a few of the roads that 

can be taken. Hopefully, the above 
examples will spark your thinking and 
free it to expand in a dozen directions. 
Every person is a potential biography, 
every incident a dramatic possibility, 
every natural wonder a potential 
metaphor. Developing your powers of 
observation will clear away any mental 
debris that has built up, and allow in a 
series of new and stimulating charac¬ 
ters and situations. : 
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The Psychological 
and Emotional Impact 

by Paul August 
"I Love You.” These words, according 

to psychiatrist Joost A.M. Meerloo, carry 
numerous messages . . . security, sexual¬ 
ity, ecstasy, affirmation, gratification, 
intimacy, admiration or responsibility. 
But this same statement might mean 
self-sacrifice, a wish for dependency, a 
conquest, guilt or desire to exploit 
another. 
Words carry psychological and emo¬ 

tional impacts beyond their definitions. 
For the songwriter, the correct usage 
could mean the difference between dis¬ 
cernment or disaster. 
Meanings of words differ for each indi¬ 

vidual depending on their culture, sex, 
childhood, and immediate experiences. 
The word "sun” is a warm, life-giving, 
protecting and loving force in northern 
and tropical countries. In the Near East, 
however, "Sun” is a dangerous, threaten¬ 
ing, devoid entity. Fire and water can 
symbolize warmth and nourishment as 
well as burning and flooding. 
Sex makes a difference in the meaning 

we give words. Try this. What do you 
associate with the word "bow”? Now what 
would you associate with the word "file”? 
Florence L. Goodenough (that name is for 
real), a psychologist working at the Uni¬ 
versity of Minnesota, tested young sub¬ 
jects from the ages of 11 to 22. She found 
that none of her male subjects selected a 
hair ribbon to refer to "bow.” They 
thought of archery. A few females 
selected the bow and arrow concept but 
most chose to think of hair. In referring to 
"file,” men alluded to wood or metals 
while women favored manicuring 
fingernails. Margaret Mead has stated 
what we already know . . . that men and 
women interpret certain words quite dif¬ 

ferently. Is marriage security or bond¬ 
age? Is love attachment or slavery? Is 
mother the symbol of strength or weak¬ 
ness? 
Housewives listen to easy-listening 

and middle-of-the-road radio stations. 
Music for the male military consists of 
marches and battle hymns. We also have 
"heavy metal” music. Men and women 
are often affected differently by the same 
song. 
The ethnic and social class back¬ 

grounds of groups influence their percep¬ 
tions of words and the way they speak. In 
the United States, street language is 
short and ungrammatical. When Mick 
Jagger sang, "I can’t get no satisfaction,” 
his use of the double negative 
exemplified this. Lower class language is 
simple and repetitive, using numerous 
cliches like K.C. and the Sunshine Band, 
"That’s the way, I like it.” It uses few ad¬ 
jectives but more personal pronouns, 
"She loves you, yea yea yea.” 

Street language mixes reasons with 
conclusions, makes simple statements 

EMOTIONAL 
I IMPACT 
OF 

WORDS. 
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with slang phrases and contains a great 
degree of implicit meaning. 

I’m reminded of a student who once told 
me, "I like the 'you’ songs.” 
"What’s a you’ song?” I asked. 
"It’s when a song talks to you. Like 

Barry White is speaking only to me at the 
start of his record.” 
Two sociologists, Schatzman and 

Strauss, interviewed middle and lower 
class Americans. They found that the 
lower class described events from their 
own eyes, didn’t bother to explain them¬ 
selves and wandered into detailed ac¬ 
counts of a particular incident. Upper 
class respondents tried to be more objec¬ 
tive, supplied perspective and context 
and organized their accounts with an 
over-all framework. 

Rock, soul and blues tunes often use 
the fragmented, ungrammatical lan¬ 
guage of the streets. On the other hand, a 
Broadway show tune is written to con¬ 
form with the language of the theater¬ 
goer. 
Our childhood environment and ethnic 

background also influence our perception 
of words. "Punk,” to a white middle-class 
mid-western person, is a scruffy, youthful 
trouble-maker. In the black dialect, 
"punk” is one term for homosexual. A 
black youngster says, "I’m gonna book to 
the crib.” A white adult thinks he’s tak¬ 
ing a magazine to the child’s bed. The 
original intention, however, is that I am 
going to leave (book) and return to my 
house (crib). The implication for the 
songwriter is clear. Write in the lan¬ 
guage you know. 
Even immediate experiences influence 

our perceptions of words. During the 
Alfred Hitchcock movie, "Psycho,” a local 



of Words 
TV station paused for a commercial after 
the scene where Janet Leigh had just 
been slashed to death in a shower with a 
long butcher knife. The commercial was a 
prize offer from Shell gasoline to get a 
free butcher knife with every fill-up of 
gas. After the preceding scene, the word 
knife was ghastly. The commercial lost 

the songwriter, or the poet, both of whom 
know this intuitively, the double associa¬ 
tion of "cottage” with both home and 
cheese can create a serene feminine 
image of backwoods contentment. 
Some words engender their opposites. 

In the same study, the word "deep” was 
associated with high and shallow as well 
as dark, hole, low and water. Consider 
one George Harrison song, Within You 
And Without You. A contradiction? No. 
Life goes on within you but it can also go 
on without you. The story of the universe 
in five well-chosen words. 
Are there any universal words which 

all humanity can understand? Psychia¬ 
trist Carl Jung believed that man shares 
a collective unconscious. All mankind 
has universally experienced love, 
hunger, birth, growing, pleasure and pain 
Sigmund Freud took a different view. He 
theorized that man represses his true 
feelings and they come forth during 
dreams or so-called "Freudian Slips,” like 
when the Mayor of San Francisco ob¬ 
jected to President Carter sending his 
city a supersonic transport airplane with 
many hookers. (The metaphor he really 
wanted was, "strings attached.”) Freud 
interpreted certain words as having uni¬ 
versal sexual symbolism. 
Erich Fromm takes the opposite view. 

In his book, "The Forgotten Language,” 
Fromm implies that each individual has 
his own mythology. The emotional im¬ 
pact of words differ from person to person 
based on their past experience. A chair is 
that in which we sit. However, to a person 
who has just been hit with a chair, it 
becomes a terrible weapon. "Mother” is a 
word loaded with complex emotional 
reactions ranging from love and accep¬ 
tance to hate and rejection, depending on 
how that person was mothered. 

The precise use of words has troubled 
man since the beginnings of Western 
Civilization. The Greek philosopher 
Aristotle introduced his entire 
philosophical system by carefully 
defining the word "definition.” He went 
on to define his terms so students knew 
exactly what he meant by justice, 
anger, life and reason. 

Plato, on the other hand, used words 
in their metaphorical context, 
explaining his philosophy with fables, 
symbols and legends. Love? When 
Earth began, according to Plato, 
mankind consisted of beings with two 
heads, four arms and legs and three 
sexes: male-male, female-female, and 
male-female. These dual-bodied beasts 

decided to revolt against the Gods who 
retaliated by splitting them in two with 
lightning. The result was the 
one-headed, four-limbed beings we are 
today. Since then, however, we have 
constantly sought our other half. The 
mythology of love, for Plato, is the 
seeking of the one half for the other 

Communication between two people is 
fraught with difficulties. As William 
James noted, when two people are con¬ 
versing, there are six personalities 
psychologically present. If I talk to you, 
we have, 1) me as I see myself, 2) me as 
you see me, 3) how I really am. Then we 
have4) you as you see yourself, 5) you as I 
see you and 6) you as you really are (or as 
a third person might see it). Our conver¬ 
sation gets crowded quickly. 
One method psychologists use to un¬ 

ravel our interpretation of words is free 
association. Rommetveit’s text, Words, 
Meanings and Messages, refers to a study 
where students responded to two words. 
The word "cottage” was associated with 
cabin, home, house, lake and cheese. For Cartoons by Alex Granado 
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half, the intense sexual drawing 
together that completes us with another 
to become a total being. 
One study in psycholinguistics, by 

C. E. Osgood, claimed that there were 
certain positive universal words: good, 
sweet, bright, up and smooth. This 
study brings to mind the compositions 
of Stephen Foster. His 19th Century 
songs were layered with words like 
sunlight, beautiful, flowers, romance, 
dance, dewdrops, dawn, dreamer . . . 
highly charged positive images. 
This contrasts with the success of the 

20th Century songwriters. Bob Dylan’s 
words are urbanized, industrialized 
observations of his environment and the 
history which preceded it ... sub¬ 
terranean, man, woman, wind, sand, 
babe, motorcycle, farewell. Still, 
upon closer look, we see images of 
countrysides, lights, windows, 
traveling, sun, birth and love in his 
songs. 

Psychologists do know that we cannot 
separate mind from body. One 
experimental subject was told to 
imagine his arm socking an opponent in 
a fight. The arm was perfectly still with 
electrodes attached. The electrical 
impulses emitted by the inactive arm 
were similar to those of actual fighting. 
Just by thinking of hitting, his arm was 
reacting. 
This is how songs affect moods. Rock 

and roll . . . run, dance, jump . . . the 
suggestion of activity creates a mood of 
excitement. The relaxation of soft music 
develops the opposite effect. We can not 
separate emotions and thoughts from 
the body’s reactions. 

Certain words have shock value in 
the English language. Given the 
self-censorship of most metropolitan 
radio stations, songwriters don’t often 
have the opportunity to create shock 
value. Perhaps this might be loosening 
up somewhat. A recent hit tune, Rich 
Girl, received major airplay in most 
areas despite the use of "bitch” in the 
lyrics. 
At the opposite end of the emotional 

spectrum, we can find sacred words. 

name of your high school. The producers 
made different versions of the same 
record to appeal to high school students 
in different regions of the USA . . . the 
San Francisco version calling out school 
names in the bay area . . . the L.A. 

me as X see we .... as 

"Jesus” is a word that once made 
Catholics bow their heads. In gospel 
music, "Jesus” is much more visual and 
physical than the word "God.” 
Using the language of your audience 

is the most positive way to get response. 
During the fifties, one record company 
made a disc called High School USA. 
The gimmick chorus blabbered the 

version, the Philadelphia version, the 
New York version . . . 

Slick gimmicks might sell records but 
they don’t make songs. The use of words 
as lyrics require knowledge of music 
and a sense of context. At the end of the 
Eagle’s song, California Hotel, the 
singer screams, "You can check out but 
you can never leave.” The sense of 
isolation and confinement is reinforced 
with a piercing guitar note which 
breaks into a high wailing electric cry 
of despair. The words inspire the guitar. 
The guitar forces more passion into the 
phrase, an excellent blend of lyrics, 
music, arrangement and studio 
engineering. 
Another nice image on the popular 

song charts is the Peter Frampton 
re-make of an old soul tune, "Here I am. 
Signed, sealed, delivered. I’m yours.” 
The statement is crisp and clear. There 
is a sense of submissiveness at having 
surrendered a signature, being sealed 
and ultimately delivered. This is 
finalized with the reinforcing image, 
"I’m yours.” It increases the submission 

and blends the singer with his woman, 
much like Plato would have us return to 
the other half of our lives. 

Still we have to return to the 
individual’s acceptance of the words. 
When B.B. King sings "... thrill is 
gone,” he knows that misery loves 
company. For his audience, that song 
articulates an emotion or an 
unconscious fear. The Blues. But "the 
thrill” doesn’t mean the same to 
upper-class professionals. Dr. Frederic 
Loomis, physician, provides us with this 
example from his autobiography. 
A 35 year old woman came to Dr. 

Loomis. She wanted a child but was 
afraid because she once had a disease 
characterized by a vibration or 
rumbling in the heart. This vibration, 
called a "thrill,” could be felt by putting 
a finger on a patient’s chest during an 
examination. 

Dr. Loomis explains, "When this 
woman undressed, and was lying on my 
table in her white kimono, my 
stethoscope quickly found the heart 
sounds I expected. Dictating to my 
nurse, I described them carefully. I put 
my stethoscope aside and felt intently 
for the typical vibration which may be 
found in a small but variable area of the 
left chest. 

"I closed my eyes for better 
concentration and felt long and 
carefully for the tremor. I did not find 
it. With my hand still on the woman’s 
bare breast, lifting it upward and out of 
the way, I finally turned to the nurse 
and said: 'No thrill.’ 
"The patient’s black eyes snapped 

open and with venom in her voice she 
said: 'Well, isn’t that just too bad? 
Perhaps it’s just as well you don’t get 
one. That isn’t what I came for.’ 
"My nurse almost choked and my 

explanation still seems a nightmare of 
futile words.” 

Yes, dear songwriters, words can 
have quite an emotional impact, v 



Publisher Rap : 

Ed Silvers 
President of 
Warner Brothers 

You’ve heard the old story about the 
guy who began by sweeping floors and 
wound up company president. It’s a 
good story and one you don’t hear too 
often nowadays. Today, seemingly, 
people want to start at the top and work 
their way up from there. Rags to Riches, 
a hit song of twenty five years ago, 
would have to be retitled Well Off To 
Better if it were to have appeal in the 
current market. 
Ed Silvers left his home in Philadel¬ 

phia at age sixteen and put himself 
through the University of Miami in 
Coral Gables. His vehicle for self sup¬ 
port was the piano and he was able to 
make a buck because of all the music 
required at college affairs and local 
hotels. 

In 1957, he couldn’t land a job in the 
field he had studied, (Chemistry), so he 
traded his beaker and flask for broom 
and shovel and went to work sweeping 
floors in a record distributorship for $30 
a week. He didn’t stay there long and 
quickly got involved as a local record 
promotion man. He worked his way up 
to head of east coast promotion for Lib¬ 
erty Records in 1961 after a year in Los 
Angeles with Liberty, and then Snuff 
Garrett made him an A&R man and he 

the masses 
Lyrics 

your peers 
by Paul Baratta 

started producing records. 
Ed didn’t like record production be¬ 

cause of all the artist problems involved, 
but through that experience, he found 
he had a knack for picking hit songs. He 
wanted to get involved in music pub¬ 
lishing. 

Liberty had a p>il)^Bhiiíjf-uímpany 
and Ed was gi^en a job as^KSs «New 
York rep ,_gjKL after a year 
went ̂ ¿^ork for April/Bl ack wood 

^it Ed felt he wanted to ¿omtobusi-
ness for himself ... he wanted some 
ownership of copyright. He was fi¬ 
nanced by Marvin Schlacter and Flor¬ 
ence Greenberg, (who jointly owned 
Sceptre Records), and met writers Nick 
Ashford and Valerie Simpson. They be¬ 
came friends as well as working to¬ 
gether professionally, and had a lot of 
R & B hits as a result. 
Ed left New York and went to Los 

Angeles to go into partnership with 
Snuff Garrett which proved a very suc¬ 
cessful endeavor. They built Viva Rec-
ords along with a hot little publishing 
company called Viva Music. Viva was 
eventually sold to a mini-conglomerate! 
Snuff retired, and Ed stayed on to run i 
the publishing company. Warner 
Brothers eventually acquired the 
catalog and s 
January 197 
dency of 
makin 

tly thereafter, in 
hey offered the presi-

er Brothers Music to Ed 
aker and flask and broom 

and shovel a permanent part of the 
past. 
The following is our publisherTpp' J 

with Ed Silvers which took place in ‘ 
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Publisher Rap 
continued 

office at Warner Brothers Music in Los 
Angeles. 
SW: Tell us something about Warner 
Music. How big is it and who are some 
of the writers you have? 
ED: In income earned, I would say 
there is no dispute we are the largest 
music publishing company in the world. 
From the time I came here in ’71 to the 
present, we’ve increased nearly 400 per¬ 
cent in gross income. I don’t know 
exactly how that happened, but I think 
the business success of a publishing 
company is a matter of common sense. I 
don’t think there are any geniuses in 
the business end of the music industry 
. . . only in the creative end of it. The 
guys who built successful music com¬ 
panies, built them based on a lot of hard 
work, a generous amount of common 
sense and on personal relationships. 
Certainly it has something to do with 
your taste in music, but there are lots of 
people who aren’t music mavens who 
are very successful in records and pub¬ 
lishing. You don’t have to have the ear. 
I know a lot of my contemporaries are 
very successful music publishers and 
they really aren’t into songs. They’re 
just good general administrators and 
good business people, and they surround 
themselves with people who have good 
ears. 
We are a contemporary company in 

that most of our writers would not qual¬ 
ify as writers under the old publishing 
definition of that term. They’re not staff 
writers, they’re artists. The only music 
we get from them is already recorded. 
I’m talking about people like the Eagles 
and Jackson Browne and Yes. 
We have a very small group of what I 

would term staff writers. The best 
example of a staff writer is Alan O’Day 
who has been my staff writer since the 
Viva days . . . nine or ten years now, 
and we’ve had some hits such as Angie 
Baby. Of course Alan has embarked on 
a recording career himself and hit the 
top of the charts with Undercover 
Angel. He’s the perfect example of the 
kind of graduation that takes place 
within a publishing company. 
SW: Did Alan have a lot of first person 
guidance when he first started with you 
as a writer? 
ED: Absolutely! That’s one of the 
reasons I like to keep my staff of writers 
small. I don’t want to fall into the trap 
of having so many writers that we re¬ 
ally lose direct personal touch with 
them. A personal relationship is very 
important in developing a songwriter 
and when neither myself or my profes¬ 
sional staff have the time to spend with 
each writer, the writer staff is too big. 

SW: We occasionally get letters from 
writers who mail a tape to a publisher 
and have it returned marked, "unso¬ 
licited material-return to sender.” What 
are your comments on that? 

ED: Well, I’m almost afraid to say this 
and by saying it, may have to change 
the policy. I have found writers through 
tapes that I received by mail. One of our 
writers, Byron Walls, came to us via 
that route. At about seven in the eve¬ 
ning, I was listening to tapes that had 
come to us because we make it a policy 
to listen to what comes in ... as much 
as we can. Lots of times we kinda 
spread things out among our staff and 
screen it. Certainly, nine times out of 
ten the material is just not professional 
enough . . . it’s songwriting in its real 
roughest stage. 
But this tape I got from Byron Walls 

just spun my head around and I had to 
call him immediately. We eventually 
came to a deal. 
The point is that although the odds 

are great against turning up a smash in 
that manner, we do listen. I feel we 
have to have our ears open. If we just 
totally isolate ourselves from everybody 
outside the industry, we’re never going 
to have a chance to discover that one 
piece of special talent, so we all listen to 
tapes ... all of us. 

But, if we are suddenly inundated 
with tapes because of this article, we 
won’t be able to listen. So the policy 
could change depending on the work¬ 
load our staff has to carry. 

SW: Do you have any theories on what 
constitutes a hit song? 
ED: I have very little in the way of 
theories . . . I judge songs by sheer in¬ 
stinct. My personal taste and common 
sense dictate to me what a hit song is. 
It’s hard to describe. I don’t think judg¬ 
ing songs is a God-given talent at all. I 
think it’s an acquired talent. I think in 
order to judge songs, the prerequisites 
are a love of doing it in the first place, a 
basic intelligence, and a strong leaning 
toward music. I see that evidenced all 
around me. For instance, we train our 
professional staff from the stock room 
up. Everybody who is on the profes¬ 
sional force in this office has at one time 
worked in the stock room. I’ve seen guys 
from the stock room who didn’t really 
know a good song from a bad one when 
they started here, who’ve acquired a 
song taste that is absolutely extraordi¬ 
nary. So I really feel that given the in¬ 
terest and application, taste can be 
guided and acquired. And I think that 
what happened accidentally to me, is 
happening on purpose to them. 

SW: Tell us something about the print 
business ... it seems to be getting big 
again. 

ED: It is getting bigger and I feel 
Warner’s has spearheaded that growth. 
We have increased our print volume 
100 percent since 1971. I would compare 
the distribution of printed publications 
to the record business in 1949 in that 
there aren’t enough stores carrying 
printed publications today, just as there 
weren’t enough record stores in ’49 to 
make it the $2 billion business it is 
now. We are getting deeply involved 
with major high traffic record stores 
and have made exclusive deals with 
over 500 book stores that are selling our 
folios exclusively. And we’ve developed 
special merchandising techniques to aid 
the sale including browser boxes so that 
folios can be properly displayed and not 
be hidden away on some obscure shelf 
in the dead-traffic area of the store. 
SW: For writers out there who ask 
themselves, "How can I get started?”, or 
"What are they looking for?”, or "How 
do I go about this?”, what would be your 
advice? 

ED: The best advice I can give is to try 
writing while you’re listening whole 
heartedly and very loudly to Top-40 
radio. Top-40 is playing hits and the ob¬ 
ject of writing, if you’re writing with an 
eye toward profit, is to write hits. So I 
think imitation is necessary, certainly 
at the start of a writer’s career. People 
are greatly influenced by what they 
hear on the radio whether they know it 
or not. My taste, and what I am looking 
for, is always influenced by what I’m 
hearing on the radio. My background 
was record promotion which is where I 
think I acquired my taste in songs. I lis¬ 
tened constantly to the radio as a pro¬ 
motion man and even before that, as a 
musician. 

So I think a writer should do a lot of 
listening and then try to write like 
somebody you like a lot. Obviously, you 
can’t copy a song, but you can certainly 
imitate certain styles . . . use certain 
patterns of chord construction. I think 
that can have a great bearing on a 
writer’s future. And I also would recom¬ 
mend reading as much about the subject 
of songwriting as possible. I would say 
this magazine is a must for people seri¬ 
ous about their writing. 

SW: What happens when the trendset¬ 
ter comes along who isn’t using rela¬ 
tively established forms, or he’s got a 
new way of expressing himself musi¬ 
cally like Bacharach? 

ED: Burt Bacharach didn’t start out 
writing like the Bacharach we know to¬ 
day. If you listen to some early 
Bacharach songs, you’ll note that he 
didn’t have that characteristic 
Bacharach melody line and that charac¬ 
teristic rhythm that later became a 
trademark. So after he became a profes¬ 
sional songwriter, he acquired his own 



identity. Most of the writers I’ve known 
in my years in the business have gone 
through that same evolvement. 

SW: Would you say that Alan O’Day 
went through that evolvement? 

ED: Alan has a personality to his writ¬ 
ing, but I don’t think he has made that 
complete evolution as yet. He’s right in 
the middle of it. He’s writing extremely 
commercial songs now, but I think he’s 
capable of writing some pretty far out 
songs too. Alan, to me, is a very struc¬ 
tured songwriter. He knows the art of 
songwriting. He was taught it well and 
he’s expanding on it now at his own 
pace and I think he’ll be writing strange 
and different music within five years. I 
don’t know what direction he’ll go in 
and I don’t think he knows it yet. But 
right now it’s important that Alan write 
hits for himself that are easily under¬ 
stood by the potential buyer out there. 

SW: What kind of songs are you most 
receptive to, and do you sense a trend 
in any particular direction? 

ED: I don’t sense a trend, but I will tell 
you that songs of a widely varied nature 
are being grabbed . . . Disco, Jazz, Pop, 
R & B ... as long as they are of super 
high quality. But of all the songs to 
pitch, I can still get a formula song re¬ 
corded the quickest. As far as new 
trends though, I don’t have a prayer at 
this moment. All I know is if it comes 
along, the best of it is what we’ll be try¬ 
ing to pull into Warner Brothers Music. 

SW: Do you have an opinion as to which 
is the most important to a hit song, 
words or music? 

ED: I’m an old lyrics favorite. I believe 
lyrics are probably 70 percent of the 
battle in getting a song recorded. If you 
come up with a dynamite lyric, you can 
talk any producer or artist into record¬ 
ing it, even if the melody is not that 
strong. 

SW: What attracted you to Alan’s music 
. . . his lyrics or his music? 

ED: Alan O’Day to me, is a really good 
combination of words and music ... I 
like them both. Alan is an ideal staff 
writer insofar as he is very flexible. He 
can get very cute with lyrics, or he can 
be very straightforward. He can write a 
very pretty melody and he can write a 
heavy rhythm tune. Alan has a great 
deal of musical scope because I think 
he’s probably been listening to radio as 
long as I have and has listened serious¬ 
ly. Music is a very serious business to 
him. It’s his craft, it’s his life and he 
works very hard at it. 

SW: You touched on the producer/artist 
level . . . what about the radio listener 
level? Do you still think it’s the lyrics 
that are the most important to the con¬ 
sumer? 

1A writer must interact 
with other writers 

and immerse himself in 
this business. w 

ED: No, I don’t think it’s lyrics that are 
most important in that case. In fact, I 
seriously doubt that the listener who 
goes out and buys a record has really 
understood the lyrics on that record. He 
gets a feeling ... he understands part of 
it . . . maybe the chorus, or his own per¬ 
sonal understanding which may be a 
misunderstanding. A lot of people mis¬ 
understood Angie Baby which came out 
in the interview you did with Alan. Yet 
they loved the record and bought it 
anyway. There’s a feel to Helen Reddy’s 
record that made them buy it. I would 
say that certainly the overall sound of 
the record and catching just a snatch of 
the lyrics is most important in motivat¬ 
ing a listener to go out and buy a rec¬ 
ord. But it’s more the overall sound of 
the record on the air, than it is the 
lyrics. That’s typical of record buyers. 
But to get a song recorded ... to get it 
past a producer or an artist, I think 
lyrics are of prime importance. 

SW: Must a writer copyright his songs 
before submitting them to a publisher? 
ED: Absolutely unnecessary! Not only 
are reputable publishers not out to rip 
off a songwriter, the writer is protected 
by a common law copyright. The song¬ 
writers’ fear of having a song ripped 
off years ago was a rational fear 
when song stealing was at a peak. The 

days of Tin Pan Alley . . . the days when 
the same writer would go to five differ¬ 
ent publishers and sell the same song 
five times for $100 a crack, (forget the 
royalties ... he was off for Miami for a 
$500 weekend), . . . that doesn’t happen 
any longer. The courts have become 
more sophisticated. Common-law 
copyright is an acceptable dogma in the 
courts now, so there’s no reason for a 
new writer to have to spend money to 
copyright his songs. 

SW: A songwriter living in Wyoming, 
or Indiana . . . how does he get started? 

ED: He’s gotta come to Music City, 
USA. And that is four cities ... or I 
should say four areas rather than cities. 
Those are the Los Angeles area, the 
New York area which would certainly 
incorporate Baltimore, Washington and 
Philadelphia, (all three highly musical 
cities), the Nashville area which would 
encompass Memphis and Muscle Shoals 
and the adjoining areas that are record 
production centers, and last, but not 
least, Chicago ... a kind of midwestern 
grouping there. 

SW: Aren’t there more areas than that 
now that have a great deal of activity 
. . . Austin, Atlanta and Dallas, for in¬ 
stance? 
ED: Yes, there are . . . there’s talent 
coming out of Miami . . . look at TK Rec¬ 
ords. There are always people coming 
from other areas, but my advice to the 
writer is he has to become inundated 
with this business. For a new writer to 
go to Miami with no experience, or to 
Cleveland where we’ve seen some activ¬ 
ity lately, is not enough in my opinion. 
If he comes to Los Angeles, or New 
York, he’s going to be exposed to every 
kind of music available. The record 
companies are located in the major 
areas and there are more people in the 
business around for him to bounce off of 
and to learn from. When a writer I’m 
interested in is living in the midwest 
and he wants to deal with us, one of the 
prerequisites I insist on is that he move. 
He’s gotta be next to me. I want him 
here in my office. I want him in a demo 
studio. And I want him bouncing off the 
other writers here. I want him to get 
the total input of what this company 
has to offer. And not just this company 
... I want him talking to Screen Gems 
writers, and Irving-Almo writers, and 
Chappell writers. It’s all part of the pat¬ 
tern of growth. A writer must interact 
with other writers and immerse himself 
in this business. He must be surrounded 
by what’s happening musically, or he’s 
not going to be able to respond to it. 
And responding to, and reflecting what 
is happening musically, is a major step 
towards a songwriter writing the type of 
songs that will catch the ear of the pub¬ 
lisher, the producer, and the public. • 
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Songwriter Interview: 

The Bee Gees 
Straight Talkin’ 

By Paul Baratta 



September 1, 1946, a musical 
dynasty began . . . son Barry was born 
to the Gibb Family in England. The trio 
was completed in a single stroke when 
on December 22, 1949, the twins . . . 
Robin and Maurice, came wailing into 
the world. Robin’s first cry was probably 
slightly higher than Maurice’s and with 
a bit more vibrato, but only God would 
remember if their voices, together with 
Barry’s, formed perfect three part har¬ 
mony right out of the starting gate. I 
would like to think so and suspect that 
that’s the way it was. 
When you listen to a record by the 

Bee Gees, their vocal expertise is very 
evident. Listen to the current record by 
Samatha Sang of a song written by 
Barry and Robin . . . Emotion ... on 
which the Bee Gees make an enormous 
vocal contribution, and listen to their 
crisp attack, their beautiful harmony, 
and their complete believability, and 
you’ll hear why the Brothers Gibb take 
back seats to no one as a vocal group. 
But their talent as songwriters is, for 

me, what sets them apart. There was 
New York Mining Disaster 1941, Holi¬ 
day and To Love Somebody in 1967, a 
year of psychedelia, and their sound 
seemed set apart and attracted me. At 
that point I was a fan of their sound. It 
was melodic relief from Blue Cheer and 
other groups who had OD’ed on Mar¬ 
shall amps. 
Then in 1968, along came Mas¬ 

sachusetts and I’ve Gotta Get A Message 
To You, and I was further convinced. 
Then, also in 1968, they had a hit 

with I Started A Joke and it finally 
dawned on me . . . these guys were re¬ 
ally excellent songwriters. 
Everything that has happened since 

has confirmed that dawning. . . . Lonely 
Days, How Can You Mend A Broken 

Heart, Don’t Wanna Live Inside Myself, 
Run To Me, Jive Talkin’, Nights On 
Broadway, Fanny (Be Tender With My 
Love), You Should Be Dancing, Love So 
Right, Boogie Child, How Deep Is Your 
Love, and the current Staying Alive. 
The latter two selections are from the 
Film "Saturday Night Fever” which 
stars John Travolta and features new 
songs written for the motion picture by 
Barry, Robin and Maurice. 
Further evidence of their talent as 

songwriters is the list of artists who 
have recorded the brothers’ composi¬ 
tions such as Tavares, (More Than A 
Woman from the above mentioned film), 
Samatha Sang, (the current smash, 
Emotion, previously discussed), brother 
Andy Gibb’s number one record, I Just 
Want To Be Your Everything, as well as 
cover records by the likes of Roberta 
Flack, Jose Feliciano, Johnny Mathis, 
Rita Coolidge, Glen Campbell, Yvonne 
Elliman, Rufus, Richie Havens, Al 
Green, Olivia Newton-John, Tom Jones, 
Englebert Humperdinck, Nina Simone 
and the immortal Elvis Presley. 
No slouches these guys as you can 

see. And well you can understand my 
delight when in the summer of 1976, I 
noticed a subscription to Songwriter 
Magazine we received from Barry Gibb. 
A month later I received a call from Viv¬ 
ien Friedman who is Director of Public 
Relations for Chappel Music in New 
York. Chappel administers the Stig-
wood Publishing Group who publish the 
Bee Gees songs, and she wanted to 
know if I would be interested in getting 
a story on an English group which 
would be written by a writer in London. 
"May I ask who the group is?” 
"The Bee Gees,” replied Vivien. 
"Well I must confess, I’m very self¬ 

ish,” I said. "I enjoy putting this 

magazine together and I really get my 
creative goodie off doing these stories. 
I’ve been a fan of the Bee Gees for a 
long time and have great respect for 
their talent, and there’s just no way I’m 
not going to get the pleasure of doing 
that story.” 

"I can understand that,” Vivien re¬ 
plied, "but I don’t know when the next 
time will be that the guys will be out on 
the west coast.” 

"That’s alright,” I replied. "I’ll wait.” 
In the year and a half since that con¬ 

versation, much coordination has gone 
down between Vivien and Anni Ivil, 
who is publicist for RSO records until 
finally, Barry, Robin and Maurice came 
to Los Angeles to film "Sgt. Pepper’s 
Lonely Hearts Club Band.” 
A Friday afternoon in November of 

last year, I was sitting in my office 
when the phone rang ... it was Anni 
Ivil. 
"The boys were just called off the set 

of 'Sgt. Pepper’,” she said, "and they’re 
at their home. Would you like to inter¬ 
view them now?” 

"Absolutely!” It was four o’clock. "Tell 
them we’ll be there by 4:30!” 
We arrived at the home they were 

renting in Beverly Hills and were ush¬ 
ered into the living room to meet Barry 
and Robin. Maurice was held up on the 
set of "Sgt. Pepper” for a few more 
"takes,” so we went ahead with Barry 
and Robin. 

Appropriately, they served a spot or 
tea and, as we were filling our cups, I 
commented about how delighted it 
made me when I saw Barry’s subscrip¬ 
tion to Songwriter come in the office. 
"What happened,” Barry explained, 

"is I walked into a recording studio in 
Montreal and saw the magazine and 
thought, 'What a great idea!’ Actually, 
I’ve very much enjoyed reading about 
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how other writers go about writing 
their songs.” 

I also commented that I had read in 
Rolling Stone that Robin said, "Nobody 
ever asks us about our songwriting. 
Some people don’t even know we write 
our own songs.” 

"That’s true,” Robin stated. "BMI 
named us songwriters of the year in 
1976 and yet the Playboy Magazine poll 
didn’t even mention us.” 
"We’ve never been mentioned as 

songwriters in the Playboy poll,” Barry 
adds, "which confuses me. They named 
an artist in that poll who hadn’t re¬ 
leased product in over two years and 
although I respect that artist enormous¬ 
ly, how can you represent the past year 
of recordings if you haven’t released 
product. 

"Since Jive Talkin’ on, we’ve had 
three platinum albums with all our own 
material, have had hits with our songs 
by other artists, but our songwriting 
has never been mentioned in that poll.” 

"It’s the principle of the thing,” Robin 
continued, "no matter how important or 
unimportant a poll may be to an indi¬ 
vidual.” 

It was quite obvious that songwriting 
held a special place in the hearts of the 
Bee Gees and they were quite serious 
about it. In fact, during the course of 
the interview, I found them to be quite 
serious and businesslike about their 
professional life. As far as the brothers as 
people, they have a natural flair for 
droll comedy which was amply evi¬ 
denced during our time with them. And 
when Maurice joined us after finishing 
his chores on the film set, he proved to 
be quite a comic of a slightly broader 
variety than either his twin, or his older 
brother. I’ll be anxious to see them in 
"Sgt. Pepper.” I have a sneaking suspi¬ 
cion that their performances are going 
to be quite natural and very entertain¬ 
ing based on meeting them. 

But how did it all start? How did they 
get started writing songs and perform¬ 
ing? 

"Well, when I was about ten,” Barry 
begins, "and Robin and Maurice about 
seven, we started writing songs. Now 
that’s a bit young for writing songs and 
we certainly didn’t write anything that 

26 was worth anything. We wrote one song 
called Turtle Dove and another about a 
year after that called Let Me Love You. 
We were just little kids sitting at home 
thinking, 'Let’s write songs.’ 
"We had a natural three part har¬ 

mony when we were eight and five 
years old. No one knew how we got it, 
least of all us, but we had it without 
understanding anything we were doing. 
I was playing a cheese box with wires 
on it . . . that was my instrument. There 
was something there that said, 'You 
guys are going to be on stage the rest of 
your lives.’ There wasn’t any question 
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 what we were going to do ... we knew 

where we were going and what we 
wanted to do even as children.” 
"We were born in England on the Isle 

of Man,” Robin explains, "and were 
taken to Australia where we lived for a 
few years before we got disgusted with 
it and got out.” 
Barry continues, "Australia keeps 

Barry 

"We write together more 
than separately.” 

asking us to tour there. ... You re our 
boys.’ and all that, and although the 
country did some good for us, it left a 
bad taste in our mouth. You’ll find out 
why in a few minutes.” 
"What was your first hit down un¬ 

der?” we asked. 
"The first hit we had in Sydney, Aus¬ 

tralia, was Wine and Women,” Robin 
replied. "But we had to buy out the rec¬ 
ord shops ourselves to give it a chance. 
We had the wrong image to sell a record 
. . . we were too young. It wasn’t like 
today when any age is no barrier if the 
record is a hit. Then, you had to be sort 
of near enough to 18 to have a hit rec¬ 
ord. We weren’t even in our teens al¬ 
though Barry was just about creeping 
up there. 

"So we assembled our fan club in 
Sydney Town Hall . . . just about ten 
people . . . the Bee Gee fan club.” 
"We gave them all money,” Barry 

confides. "We got together 200 pounds 
. . . about $400 . . . and sent our fan club 
into the most important city shops and 
department stores and had them buy 
our record.” 
"We told them to go into the record 

shops that the radio stations used as a 
guide,” Robin continues. "It was basic 
mathematics. How do you get on the 
charts? Answer — sell records! How do 
the radio stations know what’s selling? 
We figured the radio stations would call 
the biggest shops and the key depart¬ 
ment stores to see what was selling. So 

that’s where we had our fan club do the 
buying.” 
"How many did you have to buy?” I 

asked. 
"About 400, all on a weekend,” Barry 

replied. "We found out from the record 
company when radio stations check the 
stores to compile the charts.” 
"Where did you get the money to buy 

400 records?” I asked, admiring their 
youthful enterprise. 
"We borrowed it,” Barry stated sim¬ 

ply. 
Robin picks it up from there. "We 

found out what day TUE, which was the 
biggest Top-40 record station at that 
time in Sydney, made up their chart. It 
was done on Tuesday, printed on Tues-

Maurice 

"A title can always inspire 
a songwriter.” 

day night, and was in the stores on 
Wednesday. So we got together on Fri¬ 
day because we had to have a good sale 
on that weekend for them to pick up on 
Tuesday.” 
"No one was buying our record,” 

Barry told us. 
"It went in on the Tuesday after that 

weekend at 30 on the charts just as we 
figured it would do.” A note of amused 
triumph crosses Robin’s face as he tells 
us this. "So what happens then is they 
stepped up the airplay . . . the airplay 
got the people to buy the record, and 
that was it. I guess that was a cheat, 
but you always spend a bit of money on 
PR don’t you?” 

"It isn’t cheating,” Barry argued, "be¬ 
cause you’d pay for a full page ad in the 
newspapers to get people to buy things, 
so we spent it in the record shops.” 

"Alright, paying for an ad in the 
newspapers to get people to buy your 
record is a cheat,” Robin rebutted, "but 
buying your own record in the shops is a 
cheat cheat!” 
"How did you get to the point of re-



"We always want to be 
part of now.” 

cording for a record label? Had you been 
performing?” we asked. 

"Before the recording began,” Barry 
explained, "we were working in the 
middle of a speedway in Brisbane. In 
between each race, we would sing. This 
is a gig we conned our way into getting. 
They told us we could have whatever 
the crowd threw in the way of cash. 
"So we would stand in the middle of 

the speedway and sing, and people 
would throw money onto the sawdust 
track, and we would run out on the 
track and pick it up. This was . . . what 
year was that Rob? .. . 1959. . . . Eigh¬ 
teen years ago. 
"There was a race driver who knew a 

disc jockey named Bill Gates. His ini¬ 
tials were B.G. . . . the Brothers Gibb, 
B.G. . . . my initials are B.G., and Bill 
Gates suggested that that’s what we 
should call ourselves . . . the Bee Gees. 
"So Bill Gates, and Bill Good (B.G.), 

the racing driver, got together and came 
to our house, bought us a new guitar 
and said, 'Hey boys, we want to manage 
you. We want to promote you.’ 

"Bill was the stronger of the two as a 
manager. He was leading disc jockey on 
a radio station in Brisbane and he made 
tapes of us and played them on the air. 
That’s how we first got radio play in 
Australia.” 
"But the entire time we lived there,” 

Robin explains, "we only had two hits 
and we had thirteen flops including The 
Three Kisses Of Love, Claustrophobia, 
and 1 Was A Lover, A Leader Of Men, 
which was subsequently released on an 
Ateo album in 1970.” 
"We were at a point where we threw 

the towel in in Australia and were 
going to try for England,” Barry relates. 

"There was no choice,” Robin remem¬ 

bers. "The manager of our record com¬ 
pany called me one day and said, 'Look, 
you’re out . . . get out! We don’t want to 
make another record with you!’ The 
most recording time they gave us in 
their studio was an hour to make a 
two-sided record. In those days, a record 
company had its top artists and its no¬ 
body artists. We were the nobody ar¬ 
tists. The top artist would get all the 
time in the studio. 
"Everybody said at that point, 'Get 

out, you’re useless!’ Everytime we re¬ 
leased a record they said, (spoken in a 
weary voice for emphasis), 'Here they 
go . . . trying again.’ Those were our re¬ 
views! That was all our reviews con¬ 
sisted of . . . Another Bee Gees record. 
Phew!!’ That’s what they’d write ... an 
exasperated phew,’ like why didn’t the 
Bee Gees give up the ghost?” 
"Did you learn a lot from that experi¬ 

ence?” we asked. 
"Well, that was all part of the educa¬ 

tion, wasn’t it?” Robin replied. 
"The memories I have of Australia 

were that they were very unfair to us 
right to the end,” Barry stated. "Even 
when we were on the boat, we’d keep 
getting reports from friends about the 
record we released before we left which 
was Spicks and Specks. The record be¬ 
came a hit there while we were on the 
boat to England, and the local papers 
had stories like: 'Bee Gees Abandon Aus 
tralia.’ I thought that was unfair. 
"So we reach England and what hap¬ 

pens when we arrive? . . . the first 
people we meet coming off the ship is 
another rock group who advised us to go 
back. We talked with them awhile and 
they told us the Walker Brothers were 
fading and Eric Clapton was rising and 
they really tried to convince us not to 
try to make it in England. But that 
gave us the added incentive to give it a 
go-
"We had sent tapes ahead before we 

left Australia and had hopes that some¬ 
one who heard them would contact us.” 
"A couple of days after we arrived,” 

Robin continues, "I was home alone and 
the phone rang. It was a young lady 
who said she was calling on behalf of 
Robert Stigwood, (e. g. Stigwood was, at 
the time, an associate of Brian Epstein 
who managed the Beatles.) We got to¬ 
gether and signed a management deal 
with Stigwood who became our man¬ 
ager and has been our manager ever 
since. And, to make that moment more 
memorable still, the girl who made the 
call for Stigwood became my wife.” 
"Two months after that,” Barry adds, 

"we had a hit record with New York 
Mining Disaster 1941 both in England 
and America.” 
"You guys seem to have total respect 

for Stigwood,” we observed. 
"Well,” Robin comments, "he’s been 

our manager for ten years now. There’s 

been big ups and big downs and big 
fights. But the fights are good. I think 
the closer you are to somebody, the 
more likely it is that you fight. In fact 
it’s not healthy that you not fight. A 
good fight clears the air.” 
"And we have to fight,” Barry states, 

"because the Bee Gees view is that 
management doesn’t have ownership of 
an artist and doesn’t make an artist 
successful. The artist must be in control 
of what’s happening to him. You must 
have the discussion level where you all 
sit down and decide what you’re going 
to do next. And when differences of 
opinion arise, an artist must fight for 
what he thinks is right.” 
"You see, we know the record busi¬ 

ness,” Robin says, "and we’re just not 
going to have somebody tell us what 
record we’re going to release if we don’t 
feel it’s the right choice.” 
"Why wasJwe Talkin’ released as the 

first single off the 'Main Course’ album 
instead oí Nights on Broadway?” we 
asked. 
"Because it was a departure,” Barry 

replied. "It was a departure from the 
ballad style we were most often as¬ 
sociated with. 
"When it became a hit, people started 

saying that we had stepped down to be a 
disco group which was sort of a put 
down to disco music as well. We don’t 
think disco is bad music ... we think 
it’s happy and has a wide appeal. It’s for 
people to dance to . . . that’s what it’s all 
about. 
"And we had been writing about poli¬ 

tics, and saving the world for so many 
years we decided to try something 
lighthearted, and we did. We didn’t 
cunningly go into disco music to gain 
greater strength in the record market 
as some people implied. We simply try 
to embrace all kinds of music . . . what¬ 
ever music there is.” 

"Also,” Robin adds, "it should be 
stated that when Jive Talkin’ came out, 
disco music wasn’t very big, so how 
could we have been capitalizing? If any¬ 
thing, we contributed to todays’ disco 
music entity by doing Jive Talkin'.” 
"When we did the 'Main Course’ al¬ 

bum,” Barry explains, "what we had de¬ 
cided to do was come out with an album 
that was framed in an R & B vein. We 27 
weren’t thinking of disco music when 
we wrote Jive Talkin’." 
"How do you guys go about writing? 

How do you approach it? Do you write 
alone ... do you write with your 
voices ... ?” 
"We write together more than any¬ 

thing else,” Barry responds. "We find 
that bashing it between each other is 
the best way for us. And we do use our 
voices a lot in our writing.” 

"Let’s give them an idea how we 
wrote Emotion,” Robin suggests and 
then explains. "We wrote that song out-
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 side on the porch in about an hours’ 

time one night. What we do is just sit 
and strum until something happens. We 
don’t plan songs. We’ll take the idea as 
far as we can until we reach a point 
where we seem to be blocked, and then 
we go back again and try to work 
through it.” 
"Sometimes, after we’ve reached our 

first block,” Barry offers, "we come up 
with a title and suddenly, that gives us 
another place to go. A title can always 
inspire a songwriter. We write a lot of 
titles down and give them a lot of 
thought.” 
"We also write to rhythms,” Robin in¬ 

terjects. "We might be sitting outside 
and we must look weird tapping out a 
beat hitting our hands against our legs 
and working out a song with no instru¬ 
ments. People who aren’t into song¬ 
writing look at us and think we’re ready 
for the rubber room.” 
Barry continues. . . . "And we don’t 

write it down until we’ve got the struc¬ 
ture pretty well set. We get the song to 
the point where we can more or less 
hear the finished record in our heads. 
We can hear what we want on it, so the 
matter of production becomes easy. And 
when we go into the studio, we know 
what we want because we wrote the 
song and can hear all the things we 
want on the record.” 
"Do you go into the studio with com¬ 

plete charts, or is it just head arrange¬ 
ments?” 
"We can’t write music for starters,” 

Robin informed us. "Semi-quavers and 
all that stuff. I wouldn’t know a semi¬ 

quaver from a black hollow!” 
"When reading music is necessary,” 

Barry says, "our co-producer, Albhy 
Galuten has read music all his life so he 
can cover us. At this point in our lives, 
learning to read music might take away 
from something that has been natural 
to us all our lives.” 
"As an example,” Robin relates, 

"there was this pianist in Australia who 
was backing us and he hit a chord that 
we asked him to play and we liked it , 
and shouted, ’Good! But he said, That s 
wrong!’ We said, Tt may be wrong, but 
it sounds good!’ He said, Yes, but tech¬ 
nically it’s wrong so I cannot play it.’ He 
was sticking to rules and wouldn’t play 
what he had learned to be wrong, even 
though it sounded good.” 
Barry explains, "It was . . . Will you 

still love me tomorrow . . . Instead of A 
minor, we told him to play a C . . . it’s a 
warmer chord and it worked real nice. 
But he wouldn’t have it. He said, 'It’s 
got to be A minor!’ ” 
"What’s the word Australians use?” 

Robin asked Barry. 
"Oh, you mean cobber,” he replied. 
"Right,” Robin confirmed. "What he 

said was, 'Sorry cobber, it’s wrong!’ Real 
huffy.” 
"On How Deep Is Your Love,” we 

commented, "one can’t help but be im¬ 
pressed with the melodic content. There 
are really some lovely chords and beauti¬ 
ful melody lines in that song. And the 
interplay between the background voices 
is really admirable. How do you guys get 
the background voices out like that and 
have so much presence on them?” 

"Experiment and failure, experiment 
and failure, and experiment and suc¬ 
cess,” Barry answered. "If you spend 
enough time doing vocals, you can get 
what you want. I don’t agree with the 
process where an artist goes in the 
studio, sings one vocal and it feels right 
so everyone says, 'Wow!’ That’s alright, 
but let’s have a vocal that feels right 
and is an impeccable vocal at the same 
time. Why not? You just do it till it’s 
right. You can accomplish that without 
doing it so often that it becomes bland.” 
"How long did it take you to write 

How Deep Is Your Love?” 
"About the same as Emotion," Robin 

responded. "About an hour. But a lot of 
the textures you hear in the song were 
added on later. We didn’t change any 
lyrics, mind you, but the way we re¬ 
corded it was a little different than the 
way we wrote it in terms of construc¬ 
tion. A little different for the better, I 
think.” 
"When you collaborate on a song, do 

you collaborate on words and music? . . . 
Is it basically one person’s idea?” 

"It can start out as one person’s idea 
and then we both sit down and develop 
it, or all three develop it if we’re all 
writing together,” answers Barry. 
Robin adds, "We don’t sit down and 

say 'Alright, you think of the words and 
I’ll think of the music,’ We don’t do it 
like that. 
"But if the original concept for the 

song started out as an idea that one of 
us thought of independently, there’s no 
ego involved to the point where one 
would say, 'It’s my idea, I’m going to 



Be Your Everything. "Most people would 
naturally say I just want to be your 
everything all in one line,” we re¬ 
marked, "and to break the line up 
was. . . .” 
"The word just’ was vital,” Barry 

stated. "It came about because I was 
looking for a way to sing it and place 
the emphasis on that word. When it first 
went on the charts and was listed only 
as / Want To Be Your Everything, I 
could have screamed. The whole idea of 
that title was the word 'Just’ . . . / 
JUST Want To Be Your Everything, 
just’ meaning, 'That’s all I want’. That 
was the sentiment. So I had to figure 
out a way to put that line into a chorus 

and then harmonize on top of that. 
There are various ways we work out our 
voices on record. As I said earlier, ex¬ 
periment and failure, experiment and 
failure, experiment and success.” 
"Do you think you might get involved 

"We would like to 
spread our music as far 

as it will go.” 

finish the song.’ There’s none of that. It 
we get an idea, we bring it up and work 
on each other . . . bounce off each other.” 
"We’ve been doing this for twenty 

years now,” Barry says, "and after all 
that time we’ve learned a lot about 
writing songs. And I think we all have a 
good instinct for where to have a song 
rise and where to take it down again. 
Y ou do it often enough and you just get 
to know ... it becomes an instinct.” 
We remarked to Barry that we were 

knocked out with the fact that he had 
made "I” a long note in I Just Want To 

"We also write to rhythms.” 

"We sing much better 
in the studio than on stage.” 

where it would lay on a nice melody line 
and emphasize Just” 
"How do you guys characterize your¬ 

selves professionally? What do you see 
yourselves as .. . writers, performers, 
singers?” 
"As songwriters,” Barry responded. 
"Songwriters and recorders of our 

music before performers,” Robin 
amplifies. "Performers is the last thing. 
We don’t claim to have the world’s 
greatest stage act, you know. We don’t 
rely on stage gadgetry or the like. We 
simply go on stage and, to the best of 
our ability, perform the music we write 
and have had success with.” 

"Actually,” Barry adds, "we sing 
much better in the studio than we do on 
stage. We’re a good recording group and 
we’re able to do alot of things with our 
voices in terms of range which allows us 
to experiment quite a bit. 
"When we record, we use our range to 

our advantage by establishing a solid 
foundation. First we place a block of 
voices in a low range and then go in and 
sing the same thing an octave higher, 

in producing other artists? Or writing 
for other artists?” 

"Yes,” replied Barry. "We would like 
to spread our music as far as it will go. 
If we can write for some more films, 
we’d love to do that, too.” 
"We want to do what we’re doing 

right now until we drop,” Robin adds. 
"There’s no age limit . . . you don’t put 
an age limit on writing songs. I mean, 
God, there were people writing in the 
last century way into their 60’s and 70’s 
and it was the popular music of the day. 
Writing lasts forever. Beethoven wrote 
until he died. I mean no one came up to 
him and said, 'Hey Ludwig . . . you’re in 
your thirties!! You gotta quit!!’ ” 
"What do you tell songwriters who 

come up to you asking for advice?” 
"It’s hard to say something meaning¬ 

ful,” Barry replies, "because we just 
don’t know if they are songwriters. We 
didn’t know where to begin when we 
started. I guess if you’re a songwriter 
and you’re writing songs that have 
enough depth and meaning to be hits, 
then you’ve got to start figuring out 
how to get them made into records. 
Everybody’s approach to getting that 
accomplished is a matter of knowing 
how to apply who they are in the most 
positive fashion. And being ready for 
the step.” 
"Being ready is an important consid¬ 

eration,” Robin offers. "Sometimes a 
writer will approach me and say, 'Can I 
talk to you? I’ve written this fantastic 
song . . . I’m a songwriter.’ Well, are you 
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a songwriter because you’ve written one 
song? As the old saw goes, 'One swallow 
does not a summer make.’ ” 

"In terms of writing songs, do you 
guys think you’ll ever run dry?” 

"I used to, but not anymore,” Barry 
answered. "Now I believe what I started to 
believe in four or five years ago . . . 
positive thinking. There was a period 
when we weren’t having success, and a 
characteristic I noticed about us at that 
time was we were very negative in our 
thinking. I think that changed the Bee 
Gees and we got ourselves in a rut. The 
worst part about that was we refused to 
come out of it. We shut the door on 
everybody and said, 'We like what we’re 
doing ... go away!’ That did us a lot of 
damage. 
"When we realized that negative 

thinking was the element that was de¬ 
stroying us, we came out of it. Positive 
thinking means success . . . people have 
proven it over and over again. It isn’t 
just a statement. If you really hold a 
positive thought in your head, and you 
really believe in what you’re doing, and 
you say to yourself when you’re doing it, 
'This is going to be successful,’ when 
you tell that to other people, they’ll be¬ 
lieve you. If you tell them, Tm worried 
about this record ... I don’t think it’s 
going to make it,’ they’ll believe that 
too. And the more you pass that on, the 
more destructive it is. That thought 
transfers to someone else’s head and 
that person transports it one step 
further and ultimately, you have a flop. 
The only people who succeed in any¬ 
thing they do, are the people who are 
positive about what they’re doing.” 
"As there is a relationship between 

success being connected with a mental 
attitude, do you feel there is a certain 
mystical quality about songwriting that 
adds to your own conscious and instinc¬ 
tive abilities?” 

"Yes, quite often,” Barry replied. 
"Sometimes we’re sitting there writing 
a song, and you know, Robin, how we 
can’t think of something and it just 
comes? We just leave it to the open 
spaces ... we just play along and when 
it’s time to do that line, sometimes both 
of us sing the same line. But it’s not 
just a good line, it’s an amazing line, 

30 and we both look at each other and say, 
'Well, geez, where did that come from?’ 
And we’ll sit there looking at each other 
numbly, especially when we find out 
that that line connects with the lines 
before it, which wasn’t planned at all.” 

"It just comes,” confirms Robin. "And 
sometimes we surprise ourselves as if 
somebody had said, 'Put that line there.’ 
It’s like we’re picking it up from some¬ 
where ... as if somebody is trying to get 
hold of us and tell us that that’s the line 
to use.” 
"No line looked so right to me,” of¬ 

fered Barry, "as, I thought you came 
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"We’re songwriters 
and recorders of our music 
more than performers.” 

forever, but you came to break my heart. 
But we didn’t think of it. We sat there 
singing along and there it was. Maybe 
we did think of it, but not on a conscious 
level.” 
We commented that the Bee Gees 

have had an amazing career .. . twenty 
years in the business and they seem to 
be getting better. So often you see 
careers in this contemporary world of 
music that last for five or six years and 
then burn out and smoke into yester¬ 
day. 

"There’s no room for being just a part 
of yesterday,” Robin offered. "We want 
to be part of now . . . you know . . . con¬ 
temporary. We want to have some rela¬ 
tion to music as it is today. We never 
want people to say, 'Ah, they were the 
late sixties, or they were the late seven¬ 
ties.’ People are so decade oriented. As 
soon as the decade is over, it’s time for 
all the new artists to come in. We want 
to override all that.” 

Barry concludes, "It’s a matter of 
whether you want to be established over 
a long period of time, or whether you 
just want to make it while you can. 
We’ve always maintained ever since we 
went in this business, that we always 
want to become . . . we always want to 
be ... we must always try to improve. 
Once you believe you’re there, you’ve 
had it. You sit down and think, 'Oh 
great, I’m successful!’ That leaves you 
nowhere to go mentally and you go 
stale. And when you go stale, that’s the 
end of the line, cobber.” 
The end of the line is nowhere in 

sight for the Brothers Gibb. Maurice 
came in at that point and you could see 
the genuine friendship that exists 
amongst the three. He related his es¬ 
capades on the "Sgt. Pepper” set to his 
brothers and they interacted like a 
comedy trio ... a joke here, a droll line 
there, and always someone willing to 
play straight man in the gang. 
And before we left, they played us a 

cassette demo of a song that they had 
just written. It’s called Where Do I Go, 
and I’d make book that it will be a hit 
when they eventually get around to re¬ 
cording and releasing it. The demo was 
real rough, and the song wasn’t quite 
completed yet, but it’s a winner. As 
Barry said about it, "The lyrics aren’t 
finished yet, but when they are they’ll 
mean something. And it has a nice 
melody. But there’s a good feeling about 
it. The song isn’t there yet . . . but it’s 
going to be there.” 
Based on overcoming the obstacles 

presented them in their youth in Aus¬ 
tralia, based on their past perfor¬ 
mance, based on their potential, based 
on their positive attitude, and based on 
having met them, if the Bee Gees tell 
me straight that, "It’s going to be there," 
you can rest assured I’m bloody well 
going to believe the cobbers. 



Nashville Songwriters ̂ Association the ones I liked and had heard, so I 
started working at it.” I knew Hank 
well during the years we were talking 
about and did Hank work! Sometimés 

All writers learn from 
other writers 

too hard, I think, but then Hank was 
always a master of simplicity. As 
Johnny Cash once told me, "Clarence, 
simplicity is complicated.” Hank proved 
that beyond question for me when he 
said in part ... "I started 
it.” 

working at 

by Clarence Selman 
Songs have been written for centuries 

although few of them are remembered 
for very long. Some of them are though, 
and we even know who wrote them in 
some cases. Even when we don’t, most 
of the songs that live on are known by 
title, remembered melody and verse and 
gleefully or knowledgeably (whichever 
the case may be) referred to as P. D. 
(The case being dictated by whether you 
are being asked about it, or whether 
you just "wrote around it”). None of the 
above will mean anything to you unless 
you are "writing,” which is the subject 
of this short article. "Writing and the 
discipline” we all need but seldom prac¬ 
tice in order to do it. 

All writers learn from other writers 
and these other writers can be either 
predecessors or peers. Some of the 
people I will quote below are both for 
me. 
Leon Payne told me, "Clarence, writ¬ 

ing is a lonely thing to do. I have to 
make myself do it.” He said, "Hell, I al¬ 
ways wanted to be a lawyer, but when I 
realized I could write, but couldn’t be a 
lawyer, I wrote for me and I still do.” He 
went on to add, "My publishers turned 
down I LOVE YOU BECAUSE, but it 
was a hit the first time it was out, and 
has been cut at least once a year ever 
since I wrote it. But remember, son, if I 
hadn’t written it, none of that would 
have happened.” 

I guess what Leon wanted me to know 
was not to be afraid of what I might 
write. He wanted me to know if I had 
anything to say I would have to set 
aside a time and see if I could say it. 
Robert Service said he could never 

write about reality. He said he had to 
write from imagination and even then 
felt jaded if, as a writer, he forced him¬ 
self to write. Then, he said, "Once hav¬ 
ing begun I was a man possessed, some¬ 
times working more than a year before I 
could stop.” 

I suppose what Robert Service really 
meant was that he wrote without a 
schedule but once he had begun one, he 
was loyal to it. Incidentally, Robert 
Service also said he wrote the things he 
liked, not to please his intellectual 
friends, but to please instead the masses 
of people he did not know. Of one thing 
we can be certain. He did write, some-

Clarence Selman with Maggie Cavender 

times a year before he could stop. 
Cindy Walker said, "Clarence, I never 

write just to be writing. Every time I 
write a song, I can hear someone I want 
to sing doing it.” And she said, "Some¬ 
times I work for weeks getting a single 
word just right for them. The people I’m 
writing for don’t always do the songs I 
wrote for them; some of them I don’t 
even know, and they never get to hear 
them, but I write what I feel almost all 
the time.” 
This is just an excerpt from a long 

and beautiful conversation with a very 
beautiful lady, and I can’t quote it all 
here. I would call your attention to this 
little bit of it. . . . "I write what I feel 
almost all of the time.” I am certain 
Cindy Walker keeps herself feeling good 
and writes "almost all the time.” 
Dallas Frazier said, "Clarence, writ¬ 

ing reminds me of a carpenter who has 
all the lumber he needs, all the nails, 
the tools and the plans for what he is 
supposed to build. I know until he starts 
sawing, hammering, measuring and 
nailing, nothing is gonna get built.” So, 
he said, "I get me a demo set up for a 
week away. I know I have to have me 
six good songs by then so I write them.” 

I think what Dallas was telling me 
was he knows his business and tends to 
it. Like the carpenter, if he didn’t work 
nothing would be built. If Dallas didn’t 
write he wouldn’t have those six good 
songs. 
Hank Cochran said in answer to my 

question as to what made him want to 
be a writer: "I felt I had something to 
say. I knew a lot of the good writers, 
knew most of the good songs, or at least 

Tom T. Hall said, "I write a little bit 
every day. I like the early morning 
hours so before I get into anything else 
or get my mind cluttered up with any¬ 
thing else, I write anywhere from one to 
three hours, and keep five or six ideas 
kicking around about all of the time.” I 
asked, "Tom, what is writing?” He said, 
"Looking at a blank sheet of paper, 
holding a pen, and wondering what I’m 
gonna put on it.” 
What all of this means is there 

wouldn’t be any P. D. songs to write 
around were it not for someone writing. 
There would not be any forgotten or un¬ 
remembered songs if it were not for 
someone writing. 
You are entitled to ask, "Does he do 

any of the things he is telling us he 
learned from all those guys?” The an¬ 
swer is sometimes. 

This was a blank sheet of paper be¬ 
fore I sat here with a pen in my hand 
wondering what I was gonna put on it. 

About Clarence Selman . . . 
A transplanted Texan, Clarence Selman 

was, in his words, "brought to Nashville by 
Ray Price in 1961.” In Texas, Selman had 
been writing and producing records; and 
working in a full role in the music business 
there. 
Upon his arrival in Nashville . . . and still 

writing, he became general manager of Jim 
Reeves Enterprises where he accomplished 
much in seven years, moving on to the gen¬ 
eral managership of Buckhorn Music where 
he spent five fruitful years. For several years 
now he has been General Manager of Tom T. 
Hall s Hallnote Music and Toybox Recording 
Studio. 
To mention but a few of Selman’s composi¬ 

tions . . SEVEN DAYS, recorded by Jim 
Reeves; Dave Dudley’s disc of SILVER 
RAILS; BLINDFOLD OF LOVE ala George 
Jones; NOTHING TO CRY FOR with Bon¬ 
nie Guitar; LOVE FOREVER . . . Bobby 
Bare; Marilyn Sellars FRIENDSHIP, and 31 
ALWAYS A FEW THINGS which has 
numerous cuts but the biggest record was by 
Dana. 
Clarence Selman is a charter member of 

the Nashville Songwriters Association, In¬ 
ternational — and was chairman of that 
committee, which, ten years ago wrote the 
original constitution and bylaws for the for¬ 
mation of the organization. He served as 
NSAI’s first treasurer; was president for two 
terms, consecutively, which is all that is al¬ 
lowed by the bylaws. He has researched, 
funded, and given time to the organization 
during its entire lifetime. Every member of 
NSAI is proud of Clarence and his continu¬ 
ing service to the organization. 

— Maggie Cavender 
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A Discussion with an 
Artist’s Personal Manager 

Seidenberg 
Moderator, Lou Stallman 

LOU: Sid, what was your background 
prior to management? 

SID: In 1970 I became a manager con¬ 
verting from the accounting business. I 
had been an accountant in the music 
business since 1949, so it was a transi¬ 
tion. 

I chose to pursue the business man¬ 
agement of strictly music people, giving 
up my entire accounting practice. In 
1969, the first person I managed was 
B. B. King and since then have man¬ 
aged Papa John Creech, Sweet Inspira¬ 
tions, Gladys Knight and the Pips, Gene 
McDaniels and the Stories. 
We got to the point where we had an 

east coast and west coast operation and 
managed as many as fourteen artists at 
one time. It got a little too much and I 
decided to cut back, to just two or three 
artists. We’re in that category right 
now. 

I currently manage Gladys Knight 
and the Pips, The Pips (a separate enti¬ 
ty), The Temptations, Gene McDaniels 
and The Voltage Brothers which is a 
new baby group. We are hoping they 
will become a major factor in the music 
business. 

WRITER: Would you describe yourself 
22 primarily as a personal manager or a 

business manager? 

SID: I m primarily a personal manager. 
I don’t take business-management 
clients separately unless I manage 
them. There are cases where I busi¬ 
ness-managed acts over the last fifteen 
years, such as Chip Taylor, Trade Mar¬ 
tin, Chuck Willis, Elie Greenwich and 
Claus Ogerman. I business-managed 
Don Costa and Teddy Randazzo before I 
became a manager. As I converted to 
become a manager, I’ve asked some 
clients to find another business man¬ 
ager, but because we have had a past 

relationship, they feel comfortable and 
stay with me. 
WRITER: Do you usually provide ac¬ 
counting services for your clients? 
SID: I have it available if they want to 
use it. When you become a manager 
you’ve got to get an overall look at the 
acts. If you go to a manager and that 
manager controls seven facets of that 
artist’s life, there are no checks and 
counter balances, so it doesn’t make 
good business sense to have one man do 
seven things. No one’s checking him 
out. 

I always like to have an independent 
attorney and an independent accoun¬ 
tant if I can. That way there are checks 
and balances. 
WRITER: Does your company function 
as a publisher for the artists on your 
roster who write their own songs? 

SID: I have a theory on publishing. 
Being a manager, I advise my 
writer/artist clients to form their own 
publishing companies — and I adminis¬ 
ter these companies through companies 
that I have in the United States and in 
every country in the world. In other 
words, I make sure that they own a 
hundred percent of their own songs. I 
get my percentage as administrator. 
WRITER: Could you explain the func¬ 
tion of the personal manager, as op¬ 
posed to business manager. 
SID: A business manager is a fancy 
name for an accountant who is able to 
charge ten times the amount of money 
he normally would get because he usu¬ 
ally ties in on a percentage and all he 
does is take a few more phone calls. 
He takes care of all the income, 

makes all your deposits, writes all your 
checks, pays all your bills and is sup¬ 
posed to advise you on the disposal — 
what to do with your money, try to help 

you budget yourself so that at the end of 
your career you have something left, 
and he takes care of your taxes. 

He’s also usually consulted on a con¬ 
tract if it is brought to his attention. 
When an act is beginning, a business 
manager is superfluous to a degree, but 
when it comes to big contracts and big 
decisions, an act needs a business man¬ 
ager who is a qualified accountant or a 
qualified attorney who hires an accoun¬ 
tant. 
A personal manager is involved in the 

overall career of the artist. He has to 
mastermind putting together the ingre¬ 
dients of the artist’s material. Even 
though he’s not qualified musically as an 
arranger or writer, he has to give gen¬ 
eral opinions as to what the act should 
look like. He should be able to direct the 
staging of the act, should be able to de¬ 
cide where the act should be exposed, 
should be able to arrange dates for the 
act through an agency and create an 
image for the group. He has to work 
with promotion people — generally 
create the excitement inside and outside 
the industry for the demand for the act. 
WRITER: How closely does the man¬ 
ager work with the producer and is 
there ever any problem? 
SID: We like to work with the pro¬ 

ducer but on an arm’s length basis. We 
know that the producer’s qualifications 
are his track record and we like to give 
him as much freedom as possible. Some 
managers don’t. They take complete 
control of the producer and put the guy 
under severe strain. They’ll interject 
material that they want to do, but we 
like to let him be free. Then we listen to 
the tracks before the mix and after the 
mix. If it’s no good at that point, we say 
we don’t like it, and sometimes we de¬ 
stroy the whole project. 

It’s important to have a rapport with 
the producer — He’s a creative person 
who knows we can help him tremen¬ 
dously, giving him other opportunities, 
using him on other groups. 

WRITER: Do you also act as liaison be¬ 
tween artists and, record companies? 
SID: Absolutely. We’re very involved 
with all record companies. We tie in 
with every department of the record 
company. Part of our job is to make sure 
that the record company functions as a 
record company should, and we some¬ 
times create separate divisions in our 
organization equivalent to record com¬ 
pany’s so that each person meshes with 
the record companies’ divisions — p.r., 
radio, AM-FM promotion, black promo¬ 
tion. We make sure they do the work 
and we look at the results. If it isn’t 
done, I go in and see the president of the 
company and say, "Look, you didn’t 
produce. This city is not coming, and 
what’s wrong? You got to spend some 
more money.” 



WRITER: How long does it take for an 
act that no one has heard of that you 
sign to catch fire? 

SID: If you want to follow the Voltage 
Brothers, we signed them about seven 
months ago. They are an all-black vocal 
group who were working gigs in New 
Jersey on weekends, and that’s where 
we picked them up. From that point on 
we brought in the producer. 
We signed the Voltage Brothers to 

Lifesong Records, which is Terry Cash¬ 
man and Tommy West. They signed the 
label distribution deal with Epic Rec¬ 
ords. We created full-page ads which 
came out in January for the group. We 
set up a promotional tour in ten cities 
and we have local stories being ema¬ 
nated.We are doing a community-action 
benefit program in Philadelphia that 
ties in with a national charity cam¬ 
paign. 
They are going on tour with Michael 

Henderson and they will be an opening 
act with Melba Moore and Teddy 
Pendergrass. 

WRITER: Who is paying for all of this? 
SID: Usually it is the record company 
that pays for all of this. The manager is 
not a factor. The company funds it and 
the manager does it. We will be using 
all the record company’s facilities and 
all their divisions. 
There is no one format for money 

situations. Some record companies pay 
for some things, some record companies 
pay for it all. Some record companies 
don’t even want to touch it, and you do 
it. 
Some acts pay for it and the manager 

doesn’t pay for it. It is all a relative 
situation for the individual act. That’s 
on all levels, by the way. 

WRITER: Is one hit record enough to 
break a new act? Or does it take more 
than that? 
SID: Sometimes one is enough to open 
all the doors. At least it will allow the 
group to become exposed and if the act 
has really got it, then they will be 
successful. But sometimes it can be a 
one-record act. 
WRITER: What is the difference be¬ 
tween promoting a soul group like the 
Temptations and promoting a white 
artist like James Taylor? 
SID: There are barriers, you know — 
there are radio-play barriers, there are 
acceptance barriers, there are exposure 
barriers. You cannot, as a black artist, 
do a lot of things the white artist does; 
you can’t play the concerts that bring in 
the big money. I’m talking about the 
Led Zeppelins and the Elton Johns and 
the Grand Funks — You cannot start a 
black group or black artist other than in 
the black area, the black market. 
Then it has to cross over. The cross¬ 

over is always the difficult part. We’ve 
crossed over two artists. I’ve managed 
B.B. King, and Gladys Knight and the 
Pips. 
One of the reasons people buy records 

is they have a love relationship with an 
artist. A lot of white kids cannot have a 
sex-symbol relationship with a black 
artist. Shaun Cassidy has thousands of 
kids buying his records — they love his 
picture. And if you have a black artist 
like Al Green, he doesn’t have that 
market. 
A lot of black people have never been 

exposed to certain white music. I know 
some black people in the music business 
who have not heard Peter Frampton. 
They wouldn’t know James Taylor be¬ 
cause they listen to the Ojays and the 
Spinners. 
As they get older, of course, and get 

more money, they will go into a club 
and see Sinatra or they go into a concert 
and see a white group. 

WRITER: Is it easier to break a black 
act than a white act, that is getting air 
play? 
SID: A lot of white managers now are 
looking to sign black acts because you 
get a faster reading on the success of an 
act. 
LOU: From the manager’s viewpoint, 
what do you think are the fundamental 
issues confronting you today? 
SID: I think one of the biggest issues is 
professionalism in management. 
There are so many managers who are 

unqualified taking acts and not being 
able to deliver for them. 
Sometimes if the manager is not a 

full-time professional, he’s not in the 
management business as a business. I 
don’t approve of lawyers being mana¬ 
gers. They are on the fringes of the 
business; they’ve got their own practice. 
There’s a trend today in business where 
lawyers grab ten, fifteen, twenty per¬ 
cent of acts, and all they provide is con¬ 

tractual services and peripheral advice 
on the telephone as to how these acts 
should run their careers. 
They don’t actually function as a 

manager. 
Club owners are managers too, and 

you know how far a club owner can take 
you. I’m not saying they shouldn’t be 
managers, but that they should make 
the commitment to be a manager and 
apply business thoughts to being a 
manager. 
We set up definite programs: a one 

year program, two-year program, and 
three-year programs. For every one of 
our acts that have become successful we 
did that. 
Any time a major company in the in¬ 

dustrial world, let’s say, General 
Motors, comes out with a car, they don’t 
knock out that car and throw it away 
after five years. They put so much into 
it that it becomes institutionalized. As a 
result, the car is worth a lot more 
money in the sixth year than it was in 
the first year. 
Same thing with management. We 

try to limit our activity to talented art¬ 
ists and people who are really commit¬ 
ted to the business and who will say to 
you, "we’re going to stay with you for¬ 
ever, because we believe you can handle 
all levels of management,” such as 
working small clubs in New Jersey; to 
working in Las Vegas; to being on 
major tours around the world, or doing 
command performances in England or 
having your own network television 
show. 
The artist, in effect, is expressing con¬ 

fidence in me as a manager knowing we 
have been involved in all of the above 
levels and can guarantee a professional 
effort toward the client’s ultimate goals 
of success. That’s the kind of approach 
we like to get involved with in acts. 
That’s how you build a reputation and a 
solid business approach to career man¬ 
agement and that’s what we feel Sidney 
A. Seidenberg, Inc. has achieved, o 
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SRS Open Forum 

The Validity of the 
Publisher-Songwriter Agreement 

(or Will America Follow England’s Lead?) 

by Jeffrey L. 
SRS’ Note: 
Jeffrey L. Graubart, counsel for 

Songwriters Resources & Services in 
San Francisco, was graduated from 
Northwestern University School of Law 
(J.D. 1965). He was associated with 
Curtis Friedman & Marks, Chicago 
(1965-67), a staff attorney for Capitol 
Records, Inc. (1968-70), and a sole 
practitioner, San Francisco (1970 to 
present). He is a governor of the Na¬ 
tional Academy of Recording Arts and 
Sciences (San Francisco Chapter) and of 
the Lawyers’ Club of San Francisco. He 
is an instructor in Music Law at the Col¬ 
lege of Recording Arts, San Francisco, 
and Family Light Music School, 
Sausalito, and is the author of "Piracy 
on the High C’s: The Record Industry’s 
Legal Battle with Bootleg Music Mak¬ 
ers.” 

Mr. Graubart agreed to publish this 
article as a public service to songwriters 
who are advised to consult their own at¬ 
torneys on the applicability to their ac¬ 
tivities of the issues discussed here. 
SRS has been deeply concerned with 

the songwriter-publisher contracts in 
current use which appear to be weighted 
heavily in favor of the publisher, and pa¬ 
tently unfair to the songwriter. SRS be¬ 
lieves such contracts are particularly op¬ 
pressive now that the name "publisher” 
itself has become a misnomer, that "pub¬ 
lishing” can be defined as recording, 
and the role of the publisher has become 
virtually that of an agent, soliciting re¬ 
cording companies and artists to per¬ 
form the publishing function. 

It has been suggested from time to 
time that the Publisher-Songwriter 
Agreement is void because it lacks con¬ 
sideration. 

If consideration is defined as the re¬ 
turn given by one for the act or promise 
of another, when a songwriter grants to 
the publisher his or her song, including 
the copyright, what does the publisher 
give to the writer in return? 
A basic rule of contract law is that a 

contract without consideration (or a 
substitute thereof) is invalid. In the 
August, 1976 issue of Songwriter, Leroy 
F. Colton, Esq., in the SRS Open 
Forum, suggested that the Legislature 
should examine . . the propriety of al¬ 
lowing a publisher to own a copyright 
created by another for its lifetime with-

Graubart 

out consideration in the first instance, 
and with only a vague and implied 
promise to exploit the work and a prom¬ 
ise to pay monies to the songwriter only 
if and when the work, in fact, generates 
income.” 
Applying general legal principles to 

the Publisher-Songwriter Agreement, 
the purpose of this article will be to 
explore the fairness of that class of 
agreement, examining (i) whether con¬ 
sideration (of any kind) is present in the 
usual Publisher-Songwriter Agreement 
and (ii) under what circumstances, if at 
all, a court will void a Publisher-
Songwriter Agreement. 
Is Consideration Recited? 
Because courts have believed that it 

would be an unwarranted interference 
with freedom of contract if they were to 
relieve an adult party from a bad bar¬ 
gain, courts decided long ago that any 
detriment (i.e. an act or promise to do 
what one is not legally obligated to 
do) no matter how economically inade¬ 
quate, will support a promise. Thus, 
the mere payment by the publisher to 
the writer of one dollar ($1.00) if actu¬ 
ally paid, could suffice as adequate con¬ 
sideration. 
A reading of many so-called standard, 

popular Songwriters Agreements shows 
that in these agreements, the publisher 
fails even to promise to pay the dollar, 
perhaps on the proposition accepted in 
California and Tennessee, but not New 

York and Illinois, that any written 
promise is rebuttably presumed to be 
supported by consideration. Publishers 
instead, base the presence of considera¬ 
tion in the agreement upon (i) the pub¬ 
lishers’ implied and vague promise to 
exploit (meaning to utilize, make avail¬ 
able and get the value or usefulness out 
of, rather than meaning to make use il¬ 
legitimately for one’s own advantage or 
profit) the song and (ii) the publishers’ 
promise to pay monies to the songwriter 
only if and when the song generates in¬ 
come. 
Two further questions are thereby 

raised: (i) Is the publisher’s implied 
promise sufficient to qualify as consid¬ 
eration? (ii) Is the publisher’s promise 
to pay if and when the work generates 
income, in fact an illusory promise 
which will not support consideration? 

Implied Promise 
There is much legal authority for the 

proposition that an implied promise, 
found by the inferences of the facts set 
forth in the agreement is sufficient to 
qualify as consideration. A well known 
case with facts strikingly similar to the 
typical Publisher-Songwriter situation 
is the New York case of Wood v. Lucy, 
Lady Duff Gordon, 222 N. Y. 88, 118 N. 
E. 214 (1917). There, the plaintiff, Wood 
had a business organization adapted to 
the placing of fashion designs. He en¬ 
tered into a written agreement with 
Lady Duff Gordon, a creator of fashions. 
He was to have the exclusive right to 
place or license her exclusive designs, 
and endorsements on the designs of 
other, and take out copyrights to protect 
them and in return, he was to have 
one-half (%) of "all profits and revenues 
derived from any contracts he might 
make.” 
Lady Duff Gordon, after signing a 

written agreement reciting these facts, 
subsequently placed her endorsements 
on fabrics, dresses and millinery with¬ 
out Wood’s knowledge and withheld the 
profits from him. When sued by Wood, 
she claimed that the contract was 
worthless because in it Wood did not 
bind himself to do anything. 
The court, however, disagreed, say¬ 

ing, although it was true that Wood did 
not promise in so many words that he 
would use reasonable efforts to place 
her endorsements and market her de¬ 
signs, nevertheless such a promise was 
to be implied. "A promise may be lack¬ 
ing, and yet the whole writing may be 
"instinct with an obligation, imperfectly 
expressed ... If that is so there is a con¬ 
tract. . 

"The implication is that plaintiffs business 
organization will be used for the purpose for 
which it is adapted . . . Her sole compensation 
for the grant of an exclusive agency is to be 
one-half of all the profits resulting from the 
plaintiffs efforts. Unless he gave his efforts, 



she could never get anything. Without an im¬ 
plied promise, the transaction cannot have 
such business 'efficacy as both parties must 
have intended . . His promise to pay the de¬ 
fendant one-half of the profits and revenues re¬ 
sulting from the exclusive agency and to ren¬ 
der accounts monthly was a promise to use 
reasonable efforts to bring profits and rev¬ 
enues into existence." 
The principle of Wood v. Lucy, Lady 

Duff Gordon in finding by inferences 
drawn from the facts an implied prom¬ 
ise so as to sustain a contract has been 
accepted by many other courts. The 
analogy between Wood and a music 
publisher on one hand and Lady Duff 
Gordon and a songwriter on the other 
hand cannot be missed. 
Apparently, the implied promise to 

exploit the writer’s song will qualify as 
sufficient consideration to sustain a 
contract. 

Illusory Promise 
Is a promise to pay which is con¬ 

ditioned upon some future event which 
is within the control of one of the par¬ 
ties an illusory promise which would 
invalidate an agreement? 
Modern court decisions, through a 

process of interpretations has answered 
"No”. 

Contracts containing such promises 
are called aleatory contracts, that is, 
depending on an uncertain event or con¬ 
tingency as to both profit and loss. 
The publisher’s promise to pay a por¬ 

tion of the income from the writer’s 
song to the songwriter if and when the 
work generates income is a conditional 
promise by which the publisher has pro¬ 
tected himself with the writer’s consent 
against the possibility that the pub¬ 
lisher will be unable to successfully 
exploit the work. In doing so, the pub¬ 
lisher has impliedly promised to use his 
best efforts to bring about the happen¬ 
ing of the condition of his promise. 
There is no illusion to his promise al¬ 
though it is conditional. 

It is well settled in law that a promise 
is not an insufficient consideration for a 
return promise, merely because it is 
conditional upon an uncertain and for¬ 
tuitous event and it may never have to 
be performed. 
The analysis of these questions show 

that consideration is present in the 
usual Publisher-Songwriter Agreement. 
Although that does not mean that these 
agreements are therefore necessarily 
fair, it should put to an end to the oft-
repeated query of whether these agree¬ 
ments are void because of lack of con¬ 
sideration. The simple conclusion is No. 
The foregoing, however, does not put 

an end to the issue of the fairness of the 
Publisher-Songwriter Agreement and 
the songwriter’s remedy in ending a 
Publisher-Songwriter contract found to 
be so unfair as to be contrary to public 
policy. 

Public Policy 
The issue of fairness of a contract, as 

previously mentioned, will not normally 
be investigated by an American court if 
lawful consideration can be shown to 
exist. 
That issue however, has been recently 

fully litigated in the English courts in 
A. Schroeder Music Publishing Com¬ 
pany Limited vs. Tony Macaulay 
[19741 3 All E. R. 61è. 
There, the young songwriter plaintiff 

(Macaulay) sought to repudiate the con¬ 
tract he had with the defendant music 
publisher and was successful in doing so 

in the trial court, in the Court of Appeal 
and again in the House of Lords (equiv¬ 
alent to the U.S. Supreme Court). 
Macaulay had signed a contract with 

the defendant, a worldwide organization 
of music publishers, by which the com¬ 
poser agreed to assign to the publisher 
all of the copyrights in his existing 
work and in future works composed dur¬ 
ing the subsequent five year period. 
For that, defendant publishers agreed 

to pay plaintiff an advance equivalent 
to about $100.00. Subsequent advances 
of the same amount were due each time 
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Composition J 

The Diminished Seventh Chord 
by Ladd McIntosh 

One of the least understood and most 
incorrectly used chords is the dimin¬ 
ished seventh. Where does the chord 
come from? To what chords may it re¬ 
solve? How may it properly and intelli¬ 
gently be used? These are all questions 
the serious songwriter should ask him¬ 

self and then seek out the answers, for 
the diminished seventh is a useful chord 
and has a definite place and purpose. 
Here is how we feel about it. 

Generally, chords derived from the 
major scale are much more common 
(and useful) than those derived from the 

minor. A quick look at seventh chords 
built on the notes of a major scale re¬ 
veals major seventh chords built on the 
first and fourth degrees (I and IV); 
minor sevenths on II, III and VI and a 
minor seventh flat five on VII (Ex. 1). 
No diminished sevenths are found in 
major. Right away this tells us that our 
chord is probably used less than these. 
A look at four-part chords built on the 

notes of a comparable harmonic minor 
scale do reveal the diminished seventh 
built on the seventh degree (Ex. 2). Now 
we know where it comes from. 
We also know that the definitive 

chords of either a major or minor key 
are those chords built on II, V and I. 
Thus in C major, Dmi7, G7 and Cmaj7 
serve this purpose while Dmi7b5, G7b9 
and either Cmimaj7, Cmi7, Cmi6 or 
Cmi do likewise in the key of C minor. 
Again, we find no diminished seventh 
chords here. It isn’t until we look at 
diatonic substitutions for our definitive 
chords that we begin to find a possible 
use for the diminished seventh. As the 
VII chord in the minor key, it may be 
substituted for the V chord in that same 
key. Another way to look at this would 
be: B diminished seventh is made up of 
the top four notes of G7b9 (Ex. 3). 
Now let us examine the relationships 

between the various notes of the chord. 
The interval between each successive 
note of the chord is a minor third. This 
means that the chord itself is symmetri¬ 
cal. You may invert it, but you will still 
be sounding and writing a diminished 
seventh chord (Ex. 4). This means that 
the notes 'c’, 'e-flaf, T-sharp’ and 'a’ — 
when sounded together — could be cor¬ 
rectly called Cdim7, Ebdim7 or Adim/ 
depending upon which note is on the 
bottom (Ex. 5). 

Logic tells us that there should be 
twelve different diminished seventh 
chords since there are twelve different 
notes in our chromatic scale. Actually, 
there are only three different dimin¬ 
ished sevenths: The one in example five 
which is made up four different notes 
and has four different names; the notes 
'c-sharp’, 'e’, 'g’ and 'b-flat’ — also called 
by four different names (Ex. 6); and the 
notes 'b’, 'd’, 'f and a-flat’ (or 'g-sharp’) 
— also known by four different names. 
(Ex. 7). Figuring on enharmonic spell-



ings (G#dim7 and Abdim7 are the 
same), we actually have more than 
twelve different labels for what is es¬ 
sentially only three different chords. 
Amazing. 

If we combine two minor third inter¬ 
vals together, the resultant is a tritone. 
(The importance of tritones was dis¬ 
cussed at length in this column in the 
June and July, 1977 issues of this 
magazine.) This chord has not one, but 
two tritones! We already know that 
tritones want to resolve by half step in 
opposite directions. When we realize 
that this chord has a tritone between 
the first and third notes and also, the 
second and fourth, we are very much 
aware of the motion that this chord de¬ 
mands. Indeed, this is the crux of this 
chord: It demands motion. 
An interesting way to think of this 

chord is that it contracts the preceding 
harmony while expanding into that 
which follows — that is, it resolves. 

In example eight we see the two 
tritones that make up a Bdim7. Being 
tritones, both have an innate tendency 
to resolve either outward or inward (Ex. 
9). The chord, when sounded, is literally 
waiting to move on to the next chord. 
But which tritone do we allow to dom¬ 
inate? Since the chord is symmetric, we 
can t answer that. Everything is equal. 
What we can do, however, is let the 
chord resolve to any chord built on any 
of the eight notes to which these two 
tritones are leaning. Look at example 
nine again. There are a total of eight 
different notes to which the two tritones 
want to resolve. We may build just 
about any type of chord on any of these 
eight different notes and the result 
should sound fine following the Bdim7. 
The possibilities are almost endless and 
maybe a bit overwhelming. 
As an experiment you might try 

sounding Bdim7 and following it in suc¬ 
cession with major seventh chords built 
on B-flat, C, C-sharp, E-flat, E, F-sharp, 
G and A. The Bdim7 will resolve very 
nicely to each one of these. 
Then do the same with dominant sev¬ 

enth chords built on each of the eight 
notes. Try it again with minor seventh 
chords. And again with minor triads. 
Minor seven flat five chords are also ex¬ 
cellent possibilities. 
This little exercise should make it 

apparent to you just how flexible this 
little chord can be. You should keep this 
flexibility in mind. 
Arrangers, aware of this flexibility, 

are constantly using the diminished 
seventh chord to smoothly harmonize a 
non-chord tone such as in example 10. 
Please note that when using a dimin¬ 
ished seventh in this manner, it is 
rarely labeled since it is only used to 
voice the one melody note. 
Another way of thinking about the 
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Audio 

The Final Transfer 
by Leo de Gar Kulka 

Over the period of the last 14 articles, 
we have discussed all the different links 
in the recording chain, from the micro¬ 
phone to the phonograph record. This is 
the final link in the recording chain 
when all the prior efforts of creative ac¬ 
tivities get reduced to the medium in 
which it will finally reach the public. It 
is this medium, the phonograph record, 
on which the radio station gets to play 
the songs, and which the "consumer” 
buys. It is because of what he hears on 
the PHONOGRAPH RECORD that he 
spends his money to have one of his 
very own, and thereby start the trickle 
of dollars coming in. And, of course, the 
dollars come to you the songwriter. Be¬ 
cause that is a fact, I most urgently feel 
that the songwriter and all persons in¬ 
volved in the creative process, ought to 
have a pretty good understanding of 
what is involved here. 
As a songwriter, you are, and should 

always be concerned, that your song 
SOUNDS as good as possible. Even your 
demo’s ought to be on record, because 
that is still the most convenient and the 
most natural way for anybody to listen 
and to judge your efforts. But at the 
same time, those who listen and judge 
whether or not to use your song, com¬ 
pare your demo to commercial record¬ 
ings! More times than not, a bad sound¬ 
ing record will so much distract from 
the song, that it will be passed over. 
That’s bad because the only way you, 
the songwriter, can make a living, is to 
have your song on a record that sells. 
(Or a similar commercial medium.) 
Regardless of the type of recording, 

„„ whether 16 track, 24 track, 1/4 track, or 
08 1/2 track stereo, the final product which 

the listener receives and which the ul¬ 
timate buyer purchases at the store is 
the phonograph record. The least 
amount of information is available for 
the new wave of recording engineers 
about this transfer process, and the 
least amount of consideration is being 
given to the problems of the capabilities 
of the phonograph by the average re¬ 
cording engineer. It never ceases to 
amaze me that producers and engineers 
will spend untold hours in the studio 
searching for some obscure "sound” of 
an instrument prior to recording it on 

multichannel. Then they spend days re¬ 
cording the song with overdubs of vari¬ 
ous instruments, with minute attention 
being paid to the character, the intensi¬ 
ty, or to the feeling of a particularly 
inane guitar lick, being under the im¬ 
pression that the absence or the pres¬ 
ence of this mysterious "something” 
holds the key towards a hit record or a 
flop. The engineer and the producer will 
then spend untold hours with the help 
of additional arms and even computers 
to mix the tune down to its final two 
track stereo form and then, when 
finished, turn the master tape over to 
the record company or to some person, 
without any further supervision, and 
expect to get a good record. 
Another example is, that it is as¬ 

sumed that when there is a vocalist, the 
vocalist is placed in the center! There 
have been occasions where I have re¬ 
ceived tapes without any guidelines or 
test tones, and where I assumed that 
the producer wished the vocal to be in 
the center, only to be told later, at the 
time the test pressing was delivered, 
that what the producer really meant, 
was for the vocal to be somewhat off 
center right or off center left. WHO 
PAYS FOR THIS? 

In most of the European countries 
(whose recorded product is touted as 
being the very finest in quality), it is 
the producer’s job to furnish the master¬ 
ing engineer with a completely 
equalized limited, and finished tape 
master. There is a reference tone at the 
beginning of the tape, which not only 
denotes the maximum recording level 
which will be found on that side of the 
tape, but will also provide a tone of 15 
thousand cycles which makes it possible 
for the mastering engineer to adjust the 
azimuth of his playback head to exactly 
match that of the azimuth of the 
machine of which the tape was origi¬ 
nally recorded. This way the two 
machines are exactly alike, and the 
material played back in the mastering 
room now sounds exactly the way the 
recording engineer wished his masters 
to be. It is then the mastering engi¬ 
neer’s job to transfer this master tape, 
one to one, without making any changes 
to the sound, concerning himself only 

with the utmost quality of the actual 
disk cut. 
In this country and in England (and 

in most countries where rock and roll is 
being produced nowadays), the master¬ 
ing engineer is being charged with the 
job of not only making objective but 
also subjective decisions, which I 
personally feel places an unfair burden 
on the mastering engineer who is, as I 
said before, being forced to second guess 
the wishes and the desires of the pro¬ 
ducer. Personally I will not make any 
major subjective changes of the prog¬ 
ram, unless I have instructions from the 
producer, or unless the producer is with 
me in the mastering room to approve 
them. 

If the producer and the engineer 
would have had the experience and the 
technical knowledge of producing a 
master tape which could be transferred 
as is, or, as we say, "one to one” to disk, 
then there wouldn’t be much of a prob¬ 
lem. Basically the engineer transferring 
from tape to disk should be making only 
one type of decision and that is an objec¬ 
tive decision regarding the quality of 
the record groove, the absence of distor¬ 
tion, and the flat frequency response of 
his playback and his recording equip¬ 
ment. Unfortunately, the engineer and 
the record producer very seldom provide 
the transferring engineer with the 
proper information in order to make it 
possible for him to effect such a trans¬ 
fer. For instance: an LP will be fur¬ 
nished completely assembled to the 
mastering engineer, without giving him 
any idea of the length of time of the 
cuts. This makes it necessary for the 
disk cutting engineer to play and time 
the entire two sides of the album. This, 
of course, takes time, and time has to be 
paid for, time, that the engineer and the 
producer were spending anyway in lis¬ 
tening to the tunes, and therefore could 
have just as easily run a stopwatch and 
noted the times and the total amount of 
running time per side on the legend 
sheet of the album! 

Further, since it very seldom happens 
that the dubdown of an album is all 
done in the same day, and in many in¬ 
stances not even in the same studio, it 
very often happens that track one is 
louder than track two; where the bal¬ 
ance between the channels left and 
right are different on track three than 
on track four; where levels wander all 
over the place, where dynamic ranges 
are completely haphazard. This necessi¬ 
tates the disk mastering engineer to 
examine and copiously analyze the re¬ 
cording and try to second guess what the 
producer and the engineer really had in 
mind. Chances are 50/50 that the sec¬ 
ond guess would be the wrong decision. 

If you then consider, that some so-
called producers create so-called master 
tapes, where each selection requires a 
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NEW YORK 
Vincent Candilora, Director of Writer 
Affiliation 
SESAC 
10 Columbus Circle 
New York, N.Y. 10019 
(212) 586-3450 
Other Office: Nashville 

NASHVILLE 
Randy Cox, 
Director of Catalog Promotion 
Paragon Music Corp — ASCAP 
New Pax Music Press — BMI 
JoySong — SESAC 
803 18th Ave. South 
Nashville, TN 37203 
(615) 327-2835 
Also: Paragon Associates, Paragon 
Records, NewPax Records. 

Vincent studied audio engineering 
and, when SESAC built a small studio 
for the use of its members, he was hired 
to run the studio. He went on to the 
Broadcast licensing department, where 
he worked for three years. Until about 
four years ago, SESAC was strictly a 
publishers’ organization. When the pol¬ 
icy changed to include writer members, 
Vincent and Nick Arcomano started the 
affiliation department. A screening 
committee was formed to which writers 
could submit material. If the screening 
committee feels that the writer has po¬ 
tential, SESAC will work with the 
writer in their studio, guide him in the 
right direction, promote the songs that 
are released, and distribute records 
abroad to generate sub-publishing ac¬ 
tivity for both writer and publisher 
members. 
SESAC is a privately owned perform¬ 

ing rights organization, which was 
formed in 1931. Vincent says, "We’re 
smaller than ASCAP or BMI and we 
feel that’s our greatest advantage. Be¬ 
cause we are small, we can be more effi¬ 
cient and give more personalized ser¬ 
vice. But we’re not small in terms of our 
licensing activities. We license 95% of 
the total industry. We offer the small 
publisher the convenience of represent¬ 
ing their mechanical and syn- ' 
chronization rights as well as perfor¬ 
mances. That helps us internally, too. 
Because of it, we know exactly what is 
happening with the copyrights we rep¬ 
resent. 
"We have all kinds of writer mem¬ 

bers: jazz, pop, religious, avant garde, 
and classical. We want publishers to 
know that we have good material avail¬ 
able. 

"We’re looking for professional song¬ 
writers who have had material placed, 
but have not yet affiliated with a 
performance rights organization. You 
may submit a tape to our screening 
committee on reel to reel or cassette. 
Please put leaders between the songs if 
it’s on reel to reel. Include lyric sheets 
and a self-addressed, stamped en¬ 
velope.” 

Randy came to the music business 
after a thirteen year ministry in church 
music, during which he wrote original 
anthems for choirs and majored in 
church music at Memphis State Univer¬ 
sity. Since Randy started working for 
Paragon in December of ’76, he has pro¬ 
duced an album for Family Reunion, 
Doug Oldham’s traveling group. 
Paragon was formed two and a half 

years ago by a group of men including 
Bob MacKenzie, Bill Gaither, Robert 
Huff and Gary S. Paxton. Bob Mac¬ 
Kenzie was associated with John T. 
Benson and produced several albums 
with Bill Gaither, one of which, "Al¬ 
leluia,” went gold. Randy was hired to 
promote the Gaither and Paragon 
catalogs, which contain songs by Stuart 
Hamblen, This Ole House and Until 
Then; Bill Gaither’s He Touched Me 
and Because He Lives; and Gary S. Pax¬ 
ton’s He Was There All The Time and 
The World Didn’t Give It To Me and The 
World Can’t Take It Away. 
Randy is looking for "Contemporary 

Christian music with theologically 
sound strong lyrics, that really have 
something to say in a unique way . . . 
songs that can be adapted to several 
artists. Doug Oldham, Truth, Richard 
Roberts, Word artist Evie, and Ernie 
Ford are examples of the kind of artists 
that we deal with. You may submit a 
maximum of three songs on cassette 
only with lyric sheets and a self¬ 
addressed, stamped envelope. Please 
allow time for review of your tape. 
"The major principle that I work on is 

that the song is the key to an artists’ 
ministry. A ministry is a relationship 
with people that is based on a personal 
experience with Jesus. It’s a life chang¬ 
ing experience that’s only found in 
Christian music. The lyric message is 
what makes the song something more 
than just a nice tune. Artists are very 
particular about the lyric content that 
they will sing. The artist is standing out 
there all by his lonesome with only the 
song between him and the audience. 
The message of the song can make or 
break his impact on the audience. Con¬ 
sider the message!” 

Bob Witte, President 
Jop Music — ASCAP 
Pointed Star Music — BMI 
50 Music Square West 
Nashville, TN 37203 
(615) 327-4077 
Also: Jim Owens Productions 
Bob wrestled steers and rode bulls 

and bareback horses for ten years, then 
became a rodeo clown for eight years. 
He moved to Nashville to promote a 
rodeo and met Henry Hurt of Chappell, 
who recruited Bob’s talents into the 
music business. By 1975, Bob was work¬ 
ing Charlie Daniel’s catalog, Rada Dara 
Music. He got ten cuts in eleven 
months, with artists such as Mel Tillis 
and T.G. Sheppard. 

Bob’s wife, Jan Gray, was performing 
at Faron Young’s club and attracted 
Jim Owens’ attention. Jim Owens has 
produced two Jerry Reed Specials and 
the Barbie Benton ’77 Christmas Spe¬ 
cial, with Mickey Gilley, Dave and 
Sugar, Freddie Weller, Johnny Rod¬ 
riguez, and more. Jim approached Bob, 
as Jan’s manager, about a TV appear¬ 
ance. Bob turned around and sold Jim 
on the idea of starting a music publish¬ 
ing company. In September of ”76, Bob 
went to work for Jim and launched Jop 
Music. 
The first song Jop published was 

A Cowboy Is, which Bob co-wrote with 
Jan Gray and Bob House. It was re¬ 
corded by Chris LeDoux, the bareback 
riding champion of the world. The sec¬ 
ond song, Mr. D.J., was written by Gil 
Francis and Bob House, recorded by 
T.G. Sheppard, and, as of this writing, 
is still climbing the charts. Gil Francis 
wrote It’s About Time and it was cut by 
Mel McDaniels. 
Bob is open to all types of songs. You 

may submit a maximum of three songs 
on cassette or reel to reel, with leaders 
between the songs if possible, and lyric 
sheets. Send a self-addressed, stamped 
envelope if you want your tape back. 
Bob says, "If you’re going to write a 

song about a rodeo cowboy or an oil rig¬ 
ger, do some research on that job or that 
person. Go for authenticity. For in¬ 
stance, the most sought after rodeo 
prizes are trophy buckles and hand 
carved trophy saddles, not silver saddles 
as they say in Bandy the Rodeo Clown.” 
Bob is still clowning around for the 

Nashville Pickers, a music industry 
baseball team that plays for charity. In 
their after game shows, he has brought 
the rodeo clown character up on the 
stage. He adds, "I’m thankful to the 
music business for accepting an old 
rodeo clown.” O 
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The Books You Should Read Are 
On Songwriter’s Bookshelf 

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

P.O. Box 3510, Hollywood, California 90028 

Rush me the following books. 
□ 
□ 
□ 
□ 

How I Write Songs (Why You Can) ... 

This Business of Music . 

Songwriter Success Manual. 

More About This Business of Music .. 

S 7.95 

$15.00 

$ 6.95 

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

Name 

Address 

City State Zip 

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 

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 
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the previous advance was recouped by 
defendant publishers from royalties due 
plaintiff. As is quite common in these 
agreements, there was no express obli¬ 
gation on the defendants to exploit any 
composition of the plaintiff. 
The plaintiff contended that the 

agreement was oppressive, an unreason¬ 
able restraint of trade (his inability to 
deal with his compositions for a five 
year period except with the defendant) 
and therefore void as being against pub¬ 
lic policy. 
At each level, the court agreed. The 

House of Lords, in affirming the judg¬ 
ment of the trial court which had de¬ 
clared the agreement to be void, made 
the following observations: 

1. If the publisher is not bound with 
a "positive undertaking” to exploit a 
composer’s works, it would be an un¬ 
reasonable restraint of trade to tie the 
composer "... for this period of years so 
that his work will be sterilized and he 
can earn nothing from his abilities as a 
composer if the publisher chooses not to 
publish.” 

2. Had the composer had the right to 
recover his compositions after a reason¬ 
able time of inactivity by the publisher, 
the agreement would not be against 
public policy. 

3. Because the contract was not 
negotiated between the parties, but in¬ 
stead the plaintiff was offered a "take-
it-or-leave-it” agreement by a party with 
superior bargaining power, the agree¬ 
ment was oppressive and did not satisfy 
the test of fairness, i.e. whether the re¬ 
strictions are both reasonably necessary 
for the protection of the legitimate in¬ 
terests of the publisher and commensu¬ 
rate with the benefits secured to the 
songwriter. 
A week later, another English court, 

hearing a case involving Fleetwood 
Mac’s original manager, who also had a 
publishing agreement with members of 
the group, (Clifford Davis Management 
Ltd. V. WEA Records, Ltd. and another 
119751 1 All E. R. 237) refused to grant 
the manager an injunction against dis¬ 
tribution of Fleetwood Mac records in 
England which embodied compositions 
apparently subject to his prior publish¬ 
ing agreement. The court, referring to 
"standard” clauses in the agreement, 
called them "amazing provisions” and 
cited the precedent of the Macauley case 
as the authority for its refusal. 
American law has its deep roots in 

English law. Whether American courts 
will adopt the logic of Schroeder vs. 
Macauley, and create the revolution in 
the U. S. music publishing industry 
which is already underway in that in¬ 
dustry in England, remains to be 
answered. A 

Audio 
from page 38 

different level setting and a different 
type of equalization, then you must also 
realize that whatever changes are to be 
made, must be made in the space of ap¬ 
proximately three seconds, for that is 
the average time between cuts on a rec¬ 
ord. It must also be realized, that once 
the needle has been dropped, and the 
record starts to be cut, the needle must 
remain down. This forces mastering 
facilities to have more than one stereo 
channel, so that pre-programming and 
program path switching can be ac¬ 
complished in the three seconds be¬ 
tween tunes. The additionally needed 
equipment investment naturally re¬ 
flects in the charges brought against 
the producer and eventually the artist. 
Why do I take the time to tell you, the 

songwriter, all this? Because eventually 
you will be faced with some of these 
problems. Sometimes engineers try to 
make you think what a fantastic and 
mysterious power they possess — and 
that you are much too ignorant to be 
asked to comprehend all this! They 
want you to have "faith” in their ma¬ 
nipulations. 

Well, there is no magic, and no magic 
will replace knowledge and meticulous 
and careful working habits. I, as well as 
all knowledgeable engineers and studio 
owners, appreciate an educated client to 
an ignorant one. ... It is only those who 
themselves are ignorant, that need to 
guard their secret . . . which is "I know 
almost as little as you do!” 
Now you know. Therefore don’t be 

cowed by the mystique of the control 
room or the studio. It is basically a 
place where the sound, which is created 
by the musician, by the songwriter, by 
the singer-artist, is captured onto a 
permanent medium in as true a fashion 
as possible. Of course there are devices 
and inventions which enable the en¬ 
gineer to "enhance” the sound, to make 
it more interesting, to make it conform 
with the sounds YOU, the songwriter, 
the producer, the arranger HEARD IN¬ 
SIDE YOUR HEAD when YOU CON¬ 
CEIVED the idea in the first place. 

I sincerely trust that these past arti¬ 
cles have been of some help to you to 
make you understand the basic en¬ 
gineering principles. In the following 
articles we will discuss some of the 
"tricks” which can help you, the song¬ 
writer, make better and more effective 
use of us studio engineering types. 
The College for Recording Arts has 

recently been accredited by the Na¬ 
tional Association of Trade and Techni¬ 
cal Schools, which is a government rec¬ 
ognized accrediting organization under 
HEW. This not only assures the quality 
of instruction but also signifies that 
CRA is meeting the most stringent re¬ 

quirements for veterans, and licensed 
by the Bureau for Postsecondary Educa¬ 
tion of the State of California. The de¬ 
partment of Immigration and Naturali¬ 
zation allows aspiring foreign students 
to attend our diploma course on non¬ 
immigrant student visas. The spring 
semester starts on February 6, 1978 and 
there are still some openings for the 
summer semester starting June 12, 
1978. 
To accommodate the student demand, 

we are looking for persons possessing 
the qualifications to assist in teaching 
some Audio, Music and Music Business 
courses. Age, or anything else is no 
criteria. All that counts is a most 
thorough knowledge and experience in 
the subject to be taught, and the en¬ 
thusiasm and capability to effectively 
communicate this knowledge to our 
students. If you know of someone who 
would make an outstanding instructor, 
or if you feel that you would like to join 
CRA, please do send me full particulars 
and we will arrrange for an interview. 
Thank you. 

Leo de Gar Kulka, President 
COLLEGE FOR RECORDING ARTS. 
665 Harrison Street 
San Francisco, Calif. 94107 
#415-781-6306 
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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 haro to find ad¬ 
dresses, we aFso give you background information on 
the person, the kind of songs they need, tips on sub¬ 
mitting your songs, and a monthly analysis or 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, its 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! 

Classified 
Ads 

LYRICIST/COMPOSER 
PARTNER WANTED 

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 
U Please send me a sample copy of Tunesmith. Enclosed | 

42 “ is$1. 
I ! Enter my subscription for 6 months (6 issues). En- ■ 

■ closed is $15. I 
O Enter my subscription for 1 year (12 issues). Enclosed is " 

■ $25. 
_ Q Enter my subscription for 2 years (24 issues). Enclosed is _ 

$40. ■ 

Name 

Address 

City 

State Zip 

Composer needed. Collabo¬ 
rate. Easy Listening, C&W, 
Religious. Write P.O. Box 
2384, Universal City, TX 
78148. 

Composer seeks lyricist, 
50/50. Rock, folk, gospel, 
MOR, pop, and country. 
Donald Schewene, 1134 W. 
33rd St., Covington, KY 
41015, (606) 291-5819. 

Published songwriter and 
ASF winner seeks lyricist. All 
styles of music are ap¬ 
preciated. 50/50 will respond 
to all material sent to MARK 
HUGHES, 2017 No. Upton 
St., Arlington, VA 22207. 

Talented composer wanted by 
good lyricist (BMI Work¬ 
shop-Finalist, Lyric III 
Competition). Special mate¬ 
rial, shows. Easy Listening 
(my Rock and Disco lyrics are 
hilarious). Current partner 
not producing. Need exper¬ 
ienced, enthusiastic, smart, 
creative, mature collaborator 
with unique melodic style, 
conviction, drive and either a 
phone or a 13Í stamp to ans¬ 
wer . . . Morgan, 92 Horatio 
St., Apt. IS, New York, N.Y., 
10014, (212) 255-3648. 

Young, highly successful, 
multi-awarded MOR com¬ 
poser from Asia wants to 
break into USA market look¬ 
ing for lyricist collaborator. 
Please communicate with 
JMC Guimaras, 100 Wall St., 
New York, NY 10005, or call 
(212)425-4186. 

Lyricist wanted in D/FW 
area. Contact David Russell 
Arlington, Texas metro 469-
6650. No C&W please. 

Hi! I’m your Bernie Taupin. 
Are you my Elton John? 
Lyrics, lyrics, lyrics. David 
Matthew Shane, 5967 Carlton 
Way, Hollywood, CA 90028. 
Call (213) 469-4063. P.S. 
Jesus Loves You. 

Composer wants lyric writers. 
Pop, Soft Rock, Easy Listen¬ 
ing; send details and sample 
to Mark Eikeland, 1143 - 65 

Ave., Edmonton, Alberta, 
Canada T6H 1W4. Phone: 
(403)434-3962. 

Singer/Lyricist with a rather 
versatile spontaneous style 
searching for ambitious com¬ 
poser preferably Rock and 
Pop in area. (714) 991-5246. 
Darrell Ritschel, 226 Broad¬ 
view, Anaheim, CA 92804. 

MISCELLANEOUS 

Songwriting Course (cassette) 
$7 inclusive, Golden Disc Ltd, 
Rheede Centre, Capetown, 
South Africa. 

Lead Sheets. Excellent qual¬ 
ity fast service. Send lyrics, 
cassette, money order. $15 per 
song. Samples available $1. 
Gemini Box 2073, James¬ 
town, NY 14701. 

ENTERTAINERS: Use Famil¬ 
ial Musical Greetings! Birth¬ 
day Leadsheet Edition: $1.50. 
MusicaLYRICards, Box 
38102, Washington, DC 20020. 

BASIC MELODY WRITING 
by Paul Bordeleau $4.95. 
Borkey, Inc., 30 Maple Drive, 
Bedford, NH 03102. 

Song titles 3 for $6.00. One: 
Special $1.00. J. A. Scofero, 
Box 3703, Rochester, NY 
14609. 

Expose your songs to the 
right people: Names and ad¬ 
dresses of over 200 important 
producers and publishers. 
$3.75, cashier’s check or 
money order with order. 
Eddie Ray Music, P.O. Box 
16676. Memphis, TN 38116. 

Comprehensive book of Pub¬ 
lishers, Record Companies 
and Producers: Send $4.00. 
Certified check or money 
order to Barrett Productions, 
P.O. Box 364, Tupelo, MS 
38801. 

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

Songwriters, singers, musi¬ 
cians — Showcase your mate¬ 
rial at Sweetwater. For book¬ 
ing contact Rick, Monday 
afternoons. (213) 372-0445. 
Sweetwater, 264 Harbor 
Drive, Redondo Beach, CA 
90277. 

STRINGS for all musical in¬ 
struments. 40%-60% off. We 
carry all major brands. Free 
brochure. Mogish String Co., 
P.O. Box 493 Dept SWC, 
Chesterland, OH 44026. 



ASF lyric writer quarter 
finalist, honorable mention 
winner, will advise, polish 
your lyrics. Three for $10. 
Have some contacts. If you 
like, will co-write 50-50. Send 
your best to Richard Hayett, 
P.O. Box 132, Parsipanny, NJ 
07054. 
Demos — terrific girl singer 
does Blues, Gospel and Bal¬ 
lads. $15 per song. Jupiter 
Records, 2521 No. 10th, 
Sheboygan, WI 53081. 

Original Song Titles. 3 for 
$15.00. Definition $3.00 ex¬ 
tra. Title and hook $30.00 
each. Send check or money 
order to Donald R. Barrett, 
4001 Crawford, #174, Pasa¬ 
dena, TX 77503. Phone: (713) 
479-9943. 

Promote your own record to 
the West Coast airwaves. 80 
Radio Stations. For booklet 
send: $3.95 (money order) to: 
Dusty Roads Records, 25 21st 
St., Hermosa Beach, CA 
90254. 

Mars Man Mike searches 
Planet Earth for Earthling 
Producer of 20 Station Mars 
demos. Mars Man Mike, 1637 
Vine St., #713, Hollywood, 
CA 90028. 

THE ACME RHYTHM SEC¬ 
TION studio accompaniment. 
All styles. Arrangements¬ 
special demo rates. Long list 
of MAJOR ARTISTS record¬ 
ing credits. For professional 
results: (213) 395-5911. 

BE A CHORD WIZARD! 
Amazing short-cut lets 
you/play/learn/sightread over 
450 popular and advanced 
keyboard chords. No theory 
needed. Includes fool-proof 
Chord Finder chart. $3 Money 
back if not delighted! Wizard 
Enterprises, P.O. Box 353, 
Cedar Knolls, NJ 07927. 

Music paper designed just for 
SONGWRITER'S LEAD-
SHEETS. For details and 
sample send 250 to Joyful 
Noise, Inc., Box 2331, Dept. 
LS, Orlando, FL 32802. 

MODERN RECORD PRO¬ 
DUCERS HANDBOOK — 
shows, entertainers, song¬ 
writers, musicians how to do it 
yourself, step by step. Profes¬ 
sional master production 
methods. Save and learn 
analyzing commercial mate¬ 
rial marketing, studios, bud¬ 
geting formula development, 
session tracking, radio pro¬ 
gramming, distributor think¬ 
ing, why records fail, why 
records hit. $7.98. RP 
Communications, Box 1862, 
Hollywood, CA 90028. 

PROFESSIONAL LEAD 
SHEETS — BEAUTIFULLY 
WRITTEN . . . Copyright 
forms included. Send cassette 
and lyrics plus $15.00 check 
or money order per song to 
HAZE PRODUCTS, 1617 El 
Centro, Suite 3, Hollywood, 
CA 90028. Phone: (213) 465-
4482. 

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 , . 

j- lto3 4 to 8 9 or more 
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 

31to60words 11.25 10.11 9.00 
per issue per issue per issue 

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

50« 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 

SHARPS AND FLATS by Alex Granado 

Check heading under which ad is to appear: 

□ Lyricist/Composer Partner Wanted 0 For Sale 

□ Situations Wanted [J Studio 0 Miscellaneous 

Name _ __ _ _ 

Address_ 

City- State _ Zip_ 

Phone _ Signature_ 

S___ X _ = $_ 
price per issue no. of insertions total enclosed 

INCLUDE CHECK OR MONEY ORDER WITH COUPON. 
"Sound too flat?” 



Songwriter Top 40 
Songwriter 

Paul Simon 

Title Artist Producer 

2. Bob Welch 

Slip Slidn 
Away 
Sentimental 
Lady 

Paul Simon 

Bob Welch 

• indicates those artists 
who record songs by other writers 3. 

R&B Top 10 
Songwriter Title Artist Publisher. 

Licensee. Label 
1. Chuck Jackson » Natalie Cole Enterprises Chappell. 

Marvin Yancy ASCAP. (Capitol) 
2. George Duke Peach For George Duke Mycenae. ASCAP 

It (Epic) 
3. M Cooper Ffun Con Funk Val-Le Joe BMI 

Shun (Mercury) 

4. Norman Ooh Boy Rose Royce May Twelfth 
Whitfield Warner-Tamerlane. 

BMI. (Whitfield) 

5 Al Green Belle Al Green Jec Al Green. BMI. 
F. Jordan 
R Fairfay 

6 S. Allen Galaxy War Far Out. ASCAP 
H. Brown (MCA) 
M. Kikerson 
L. Jorden 
C. Miller 
L Oskar 

7. K. Lehman Dance, Dance. Chic Cotillion Kreimers. 
B Wards Dance BMI (Atlantic) 
N Rodgers 

8. A. McKinney Come Go Pockets Verdangei/Pocket. 
V. White With Me BMI (Columbia) 
R. Wright 

9. M. White Serpentine Earth. Wind Saggfire/Free 
V. White Fire & Fire Delivery BMI 
S Burke (Columbia) 

10. Pam Sawyer You Cant »High Inergy Jobete ASCAP. 
Marilyn Turn Me Oft (Motown) 
McLeod 

Country Top 10 
Songwriter Title Artist 

Licensee. Label 

1 D Coe Take This »Johnny Warner Tamerlane. 
Job And Pay check BMI. (Epic) 
Shove It 

2. Paul Anka My Way Elvis Presley Spanka BMI 
J. Revaux 
P. Francois 

3. Tommy Boyce Come A Johnny Duncan Moms BMI 
Bobby Hart . 't e Bit (with Janie (Columbia) 
Wes Farrell Closer Fricke) 

4. D. Wilkins Georgia Keeps Conway Twitty Emerald Isle 
T. Marshall - • ng On Banleground BMi. 

My Ring (MCA) 
5. S. Throck- I m Knee • Dave & Sugar Tree BM iRCA) 

morion Deep In 
Lovmg You 

6. A. Jordon What A • Ronme Milsap Chess ASCAP (RCA) 
Difference 
You Made In 
My Life 

7 A Nugetre Chains of • Mickey Gilley Belinda UniChappell. 
Love BMI. (Playboy) 

8. S. Throck- Middle Ao- »Jerry Lee Tree. BMI 
morion Crazy Lewis (Mercury) 

9. L. Hargrove Savin This • Window BMI 
Love For You Rodriguez 

10. K. Sowder Lonely »Rex Allen Jr Four Star, BMI 
C. Bolow Street 
W. Stevenson 

Barry Mann 
Cynthia Weil 

4. Jack Conrad 
Ray Kennedy 

5. P Beckett 
J. C. Crowley 

6. L. R. Hanks 
A. Grey 

7. Barry Gibb 
Robin Gibb 
Maurice Gibb 

8. Roy Orbison 

9. Rod Stewart 

10. D. DeYoung 

11. Pam Sawyer 
Marilyn 
Me Leod 

12. Steve Miller 
C. McCarty 

13. Eric Carmen 

Easy Listening Top 10 

Songwriter Title Artist 

2. 

3 

5. 

Barry Gibb 
Robin Gibb 

Neil Diamond 

Billy Joel 

Roy Orbison 

Paul Anka 
J. Revaux 
P. Francois 

6. Barry Gibb 
Robin Gibb 
Maurice Gibb 

7. John Denver 

8. B Beckett 
J. C Crowley 

9 Randy 
Newman 

10. Harvey 
Shields 

Emotion 

Desiree 

Just The 
Way You Are 
Blue Bayou 

My Way 

How Deep 
Is Your 
Love 
How Can I 
Leave You 
Agam 
Baby Come 
Back 

Short People 

The Way I 
Feel Tonight 

Samantha 
Sang 

Nei Diamond 

Billy Joel 

i Linda Ronstadt 

Elvis Presley 

Bee Gees 

John Denver 

Player 

Randy 
Newman 
•Bay City 
Rollers 

Here You 
Come Again 
Isn't It 
Time 
Baby Come 
Back 

Dolly Parton 

Paul Simon 
Phil Ramone 
Lindsey 
Buckingham 
Christine 
McVie 
Gary Klein 

Publisher. 
Licensee. Label 
Paul Simon BMi 
(Columbia) 
Warner Bros . ASCAP. 
(Capitol) 

i Babys 

Player 

Ron Nevison 

Back In 
Love Again 
How Deep is 
Your Love 

Blue Bayou 

You re In 
My Heart 
Come Sail 
Away 
You Cant 
Turn Me Off 

Swingtown 

Hey Deanie 

LTD 

Bee Gees 

i Linda 
Ronstadt 
Rod Stewart 

Styx 

High Inergy 

Steve Miller 

14. Freddie 
Mercury 

15. Dion Dimucci 
E. Maresca 

16. Paul Davis 

17. Maurice 
White 
U White 
S. Burke 

18. Randy 
Newman 

19. Jeff Lynne 

20. Paul Anka 
J. Revaux 
C. Francois 

We Are The 
Champions 
Runaround 
Sue 

I Go Crazy 

Serpentine 
Fire 

Short People 

Turn To 
Stone 

My Way 

21 . Harvey Shields I he Way I 
Feel Tonight 

22. Billy Joel 

Dennis 
Lambert 
Brian Potter 
Bobby Martin 

Screen Gems EMi. 
Summerhill. (RCA) 
Jacon/X-ray. BMI 
(Chrysalis) 
Touch of Gold/ 
Crowbeck/Stigwood 
BMI (Polydor) 
Iceman. BMi. (A&M) 

Bee Gees 
Karl 
Richardson 
Albhy Galuten 
For Karlbhy 
Productions 
Peter Asher 

Stigwood BMi 
(RSO) 

Tom Dowd 

Styx 

Kent 
Washborn 

Steve Miller 

iShaun Cassidy Michael 

Queen 

►Leif Garrett 

Paul Davis 

Earth. Wmd 
& Fire 

Randy 
Newman 

Electric 
Light 
Orchestra 
Elvis Presley 

► Bay City 
Rollers 

Just The Way Billy Joel 
You Are 

23. Kenny LehmanDance. Dance. Chic 
Bernard 
Edwards 
Nil Rogers 

24. Tom Snow 
F Golden 

Dance. Yowsah. 
Yowsah 

Gettm Ready »Diana Ross 
For Love 

Lloyd for 
Mike Curb 
Productions 
Queen 

Michael 
Lloyd for 
Mike Curb 
Productions 
Paul Davis 

Maurce 
White 

25. Ben E. 
Benjamin 
S. Marcus 
G. Caldwell 

26. Barry Gibb 
Andy Gibb 

27. Joe Brooks 

28. S Walsh 
P. Ehart 
R. Steinhardt 
Kirshner 

29. Sandy Linzer 
D. Randell 

30 Paul 
McCartney 

31. Neil Diamond 

Don t Let 
Me Be 
Misunderstood 

Santa 
Esmerelda 
Jean Manuel 

Love Is 
Thicker Than 
Water 

You Light 
Up My Life 

Point of 
Know Return 

Native New 
Yorker 

Girls School 

Desiree 

Andy Gibb 

Acuff-Rose BMI 
(Asylum) 
Riva ASCAP 
(Warner Bros ) 
Almo. Stygian Songs. 
ASCAP (A&M) 
Jobete ASCAP 
(Motown) 

Sailor. ASCAP. 
(Capitol) 
CAM USA BMI 
(Capitol) 

Queen. ASCAP. 
(Elektra) 
Rush Schwartz. 
ASCAP (Atlantic) 

Web IV BMI 
(Web IV) 
Saggfire Free 
Delivery. BMI 
(Columbia) 

Lenny 
Waronker 
Russ Titeiman 
Jeff Lynne 

Hiohtree. BMI 
(Warner Bros ) 

Unan Jet. BMI 
(United Artists) 

Elvis Presley 

Harry Mashn 

Phil Ramone 

Nil Rogers 

Spanka, BMi. (RCA) 

Rosewater 'Careers. 
BMI. (Arista) 
Joelsongs BMI. 
(Columbia) 
Cotillion Kreimers. 

Kenny LehmanBMi (Atlantic) 
Bernard 
Edwards 
Richard 
Perry 

Nicholas 
Skorsky 
Jean Manuel 
De Scarano 
Barry Gibb 
Albhy Galuten 
Karl 
Richardson 

Braintree Snow 
Gold s Gold BMi 
(Motown) 
Ben E Benjamin 
ASCAP (Casablanca) 

Debby Boone Joe Brooks 

Kansas 

Odyssey 

Paul 
McCartney 
& Wings 
Neil Diamond 

for Mike 
Curb Prods 
Jeff Gixman 

Sandy Lmzer 
Charlie 
Calello 

Paul 
McCartney 

Bob Gaudio 

Stigwood Andy Gibb 
High & Barbara 
Gibb Unichappei 
BMI (RSO) 
Big Hili ASCAP 
(Warner Curb) 

Don Kirshner BM 
(Columbia) 

Publisher. 
Licensee. Label 
Barry Gibb Flam 
Stigwood. BMI 
(Private Stock) 
Stonebridge. ASCAP. 
(Columbia) 
Joelsongs BMI 
(Columbia) 
Acuff-Rose. BMI 
(Asylum) 
Spanka. BMI (RCA) 

32. Barry Gibb 
Robin Gibb 

33. Cynthia Weil 
Barry Mann 

34. G. Morton 
S. Throck¬ 
morton 

Emotion • Samantha 
Sang 

Barry Gibb 

35. Walter Becker Peg 

You're My 
Soul And 
Inspiration 
If We re Not 
Back In Love 
By Monday 

i Donny & 

Stigwood. BMI 
(RSO) 

Cherry Lane. 
ASCAP. (RCA) 

Touch Of Gold/ 
Crowbeck Stigwood 
BMI (Polydor) 
Hightree. BMI 
(Warner Bros ) 
Rosewater Careers. 
BMi (Arista) 

Donald Fagen 
36. Dan Hill 

Barry Mann 

37. Barry Gibb 
Robin Gibb 
Maurice Gibb 

38. Bill Withers 

39. Peter 
Frampton 

Sometimes 
When We 
Touch 
Stayin' Alive 

Lovely Day 

Tried To 
Love 

40. John Denver How Can I 
Leave You 
Again 

Featherbed 
Desiderata 
Unichappell BM 
(RCA) 
MPL Communications. 
A TV Music BMI 
(Capitol) 
Stonebridge ASCAP 
(Columbia) 
Barry Gibb Flamm 

Albhy Galuten Stigwood BMi 
(Private Stock) Karl 

Richardson 

Mike Curb 
Marie Osmond Michael 

• Millie 
Jackson 

Steely Dan 

Lloyd 
Brad Shapiro 
Millie 
Jackson 
Gary Katz 

Screen Gems EMI 
BMI. (Polydor) 

Tree BMI. (Polydor) 

Dan Hill 

Bee Gees 

Bill Withers 

• Peter 
Frampton 
John Denver 

Matthew 
McCauley 
Fred Mohn 
Bee Gees 
Karl 
Richardson 
Albhy Galuten 
for Karlbhy 
P'Oductions 
Bill Withers 
Clarence 
McDonald 
Peter 
Frampton 
Milton Okun 

ABC Dunhill 
BMI. (ABC) 
A TV Weioeck 
ASCAP-Mann Weil 
BMI (20th Century) 
Stigwood Unichappell 
BMI. (RSO) 

Golden Withers 
Chappell BMi 
(Columbia) 
Almo Framdee ASCAP 
(A&M) 
Cherry Lane ASCAP 
(RCA) 



Composition 
from page 37 

diminished seventh is that it is an in¬ 
complete dominant seven flat nine (of 
the V chord in minor). Look at example 
three once again. Bdim7 is also the top 
four notes of a G7b9 chord. But since 
the chord is also Ddim7, Fdim7 and 
G#dim7, we may add a note a major 
third below any of these chords and 
realize a different dominant seven flat 
nine each time. Another way to express 
it is: Find the note a major third below 
any note of a diminished seventh chord 
and sound it below all four notes of the 
diminished chord. The result will be one 
of four different dominant seventh flat 
nine chords (Ex. 11). 
Probably the most common employ¬ 

ment of the diminished seventh is in an 
ascending bass line progression such as 
example 12. Notice how the bass line 
moves up chromatically Notice also how 
the major seventh of the first chord re¬ 
solves downward to the diminished 
seventh of the second. This is the con¬ 
traction mentioned earlier. Notice also 
how the resolution of the second chord 
is to a larger chord form — the minor 
seventh. 
Some great tunes that actually use a 

diminished chord in the progression are: 
Once I Loved, Out. of Nowhere, It Could 
Happen To You, Come Rain or Come 
Shine, Cabaret, Goin’ Out Of My Head 
and Call Me Irresponsible. 
There is one point of confusion that 

needs to be clarified. The interval of a 
diminished seventh is identical in sound 
to the interval of a major sixth. Most 
writers will use this enharmonic equiv¬ 
alent in spelling out the chord (exam¬ 
ples 5, 6 and 7) just to save time and to 
facilitate reading. An 'a-natural’ is a 
damnsight easier to read than a 'fa-
double flat’, which is what a correct di¬ 
minished seventh interval above middle 
'c’ is. There are even some people who 
go so far as to call the diminished 
seventh chord a diminished sixth! This 
defies only tradition but could lead to a 
little confusion. In any case, be aware 
that both labels apply to the same 
thing. X 

tHSCRIBb 
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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! 
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Q I’m 24, and an aspiring song¬ 
writer. I’d like help with publishing 
my songs. On page 24 of the 10/75 
issue of Songwriter, there is a series 
called "Who’s Who” by Pat & Pete 
Luboff. I can’t seem to find other 
"Who’s Who” interviews. If you can, 
please tell me the issues and prices 
of the rest of these publisher inter¬ 
views. Also, please tell me how to 
acquire your Publishers Directory, 
which lists names of publishers. 

Scott Kaye 
East Williston, NY 

A Pat & Pete Luboffs "Who’s Who” 
column appears in every issue of Song¬ 
writer, and back issues may be pur¬ 
chased for $1.50 each from Songwriter 
Magazine, P.O. Box 3510, Hollywood, 
CA 90028. The "Publishers Directory” is 
now called "Music Directory” and the 
1978 edition (which lists Publishers, 
Record Companies, Producers, Personal 
Managers and Professional Organiza¬ 
tions) is available from the same source 
for $2.00. 

I have a question about music 
lawyers. Besides handling legal mat¬ 
ters, could lawyers help the new, 
unknown songwriter place his ma¬ 
terial, make contacts, and get staff 
writing jobs with publishers? I’ve 
heard that many have a lot of pull 
and sometimes act as managers. 
Please set me straight. 

LaVerne 
Sundquist Jr. 
Lancaster, CA 

.A. Some do, some don’t. You just have 
to check out each one individually. But if 
you find a lawyer who is giving you 
some extra-curricular assistance with 
your career, we feel it’s to your benefit, 
because having an association with a 
"heavyweight” lawyer will usually give 
you, the unknown, more credibility. 

I’ve been faced with something 
I never thought I’d be up against. 
There are more than two publishers 
who are now interested in my mate¬ 

rial. Is it dangerous to get bound be¬ 
tween two contracts — or do I have 
a better chance to get my songs re¬ 
corded? 

Keith Nichols 
Nanuet, NY 

A It’s only dangerous if you sign an 
exclusive deal for certain songs with 
more than one publisher. Then you d be 
breaking the law, which is always dan¬ 
gerous. But having several publishers 
interested in your material could work 
out well for you. It affords the opportu¬ 
nity to figure out who can give you the 
best deal for your songs - not just in 
terms of finance, but also enthusiasm. 

I recently sent a song that I 
wrote to a company, and their rep¬ 
resentative said he liked my song 
very much, and also felt that I sang 
it very well. He said he would like to 
make a record of the song, but that I 
would have to pay $3,800 for pro¬ 
duction fees. He stated that his 
company would pay all publishing 
costs because songwriters should 
never pay to have their songs pub¬ 
lished, but that all artists, even big 
artists, pay for their recording ses¬ 
sions. Is this true, and does $3,800 
sound reasonable for a recording 
session? 

Paul Borucki 
Buffalo, NY 

These days, an average album with 
ten songs costs about $60,000 to record 
— or, about $6,000 per song. So, under 
normal, legitimate circumstances, 
$3,800 would be reasonable for a 
union-budgeted session recorded in a 
quality studio (See "How To Budget a 
Union Session”, Songwriter, September 
1977). As for the question about even big 
artists paying for their sessions, this is 
hypothetically true. What usually hap¬ 
pens is the record company pays for the 
sessions at first, but considers the money 
it lays out as an advance against the art¬ 
ists' future royalties. In other words, 
most reputable record labels are pre¬ 
pared to gamble their own money to 
make records, but your guy doesn’t seem 
prepared to take any risks. 

One of the hottest new 
writer-producer teams in the 
country who have penned such 

hits as This Will Be and 
Inseparable . . . 

Chuck Jackson 

Marvin Yancy 
They met at Jerry Butler’s workshop in 
Chicago and good things happened from 
the start. Marvin, whose background 
was steeped in church music, and Chuck, 
bom in the south and who came to 
Chicago as an art director for Playboy, 
hooked up with Natalie Cole and not 
only produced her records, but wrote 
most of the songs. Result ... Natalie de¬ 
throned Aretha and the team took flight. 
Read how they got there, their 
philosophy about working together and 
about writing songs. You’ll be impressed 
by them and learn a lot through their ex¬ 
periences. Read about Jackson and 
Yancy in the March issue ... plus much 
more about songwriting in Songwriter. 
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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. 
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* 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. 

Locking bridge and tailpiece -
just set the height and lock them in 
place. The bridge mounts solid into a 
heavy metal sustain block. 

mill 
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Half and Half nut — for better 
string balance and better sustain 

without rattles — adjustable double 
worm tuning gear prohibits pull or 

slip. 

/ A J Po Box 469. Cornwells Heights. Pa 19020 «327 Broadway. Idaho Falls, Id 83401 Etkay Ltd . 6355 Ave . Montreal P 0 H2V4H5 
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The 
Starmaker 

He’s a child of science. 
He's a child of music. 
And he lives in every Fender 

The Starmaker. He's the 
spirit in every Fender guitar, bass 
and amplifier that turns mild-
mannered brothers and sisters into 
hand-clapping, foot-stomping 
hordes. And turns recording tape 

into gold. TheStarmaker He’s the 
reason every Fender designer is 
an engineer and musician both. 
“Engineers” we call them. 
Because the more we put into an 
instrument, the more you get out. 

The Starmaker. He 
brought the semi-acoustic Star¬ 
caster into this world and gave it 
an out-of-this-world sound. That’s 
because Fender installed two 
humbucking pick-ups that yield 
an incredibly wide frequency 
response so you can play anything 
from mellow jazz to heavy rock. 
Created adjustable pole pieces 
that are magnets from head to 
thread. (Not magnetized screws.) 
Shielded all Starcasters’ cables 
with braided wire to cut hum off 
where it starts. And added a solid 
center block-molded and flushed 
to the back and top of the guitar-
for more sustain. 

The Starcaster. It’s a 
sound at home in New York, Nash¬ 
ville or Detroit. An instrument built 
to meet all the demands of the 
studio, stage and road. And the 
reason to fly down to your 
authorized Fender dealer. 

Because your flight to 
the Stars starts with Fender: 


