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SIX WAYS TO CLEAN UP YOUR ACT.

If you play electric piano, organ, bass, the cleanest, clearest, and best possible
rhythm or lead guitar, or sing —|BL K Series reproduction of your music.
loudspeakers can make you sound better. And that's exactly why more professional

Each of these high-efficiency speakers musicians and performers choose |BL.
is specifically built, as only ]BL can, to provide Maybe you should, too.

JBL

GET IT ALL.

|BL K Series loudspeakers are available in six different sizes, from 10" to I8
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GHS
Pro-Formula
Strings

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.

HaoFormala
CUITAR

\ ‘ g/IS strings

The string specialists

2813 Wilber Avenue
Battle Creek, Michigan 49015




Just off the press!
The only how-to book about
songwriting you'll ever need.

SUCCESSFUL
SONGWRITING

by Carl E. Bolte, Jr.

34 chapters of help and guidance through
your exciting world of words and music. All 206
pages packed with answers to questions you
may never have thought to ask: what songform
(AABA/ABAC/ABAB) is used most often?...how
many bars, chords, words does a successful
song contain?...where in the song does the
fitle go?...should you collaborate?...must you
copyright your creation?...how do you get
published?

SUCCESSFUL SONGWRITING is a valuable
how-to reference that's sparked with insights
and is fun to read. The author, a songwriter,
ASCAP member, and Conservatory instructor,
writes from experience to help you plot, plan,
and create for personal success. In paper-
back, $10.00.
Get your act together

with the SONGWRITER'S CREATIVE MATRIX.

Double-check your song’s necessary ele-

ments, then put your song on paper. The

MAIRIX includes complete instructions

and 25 work sheets for your compositions.

$12.50.

SUCCESSFUL SONGWRITING and SONGWRITER'S
CREATIVE MATRIX are yours from:
HOLLY PRODUCTIONS - 3548 WYOMING STREET
KANSAS CITY, MO. 6411

Please send me:
[0 SUCCESSFUL SONGWRITING; $10.00 per copy
[0 SONGWRITER'S CREATIVE MATRIX;
$12.50 per copy
(Postage and handling are included.)
Save $1.50 and order both now!
O SUCCESSFUL SONGWRITING
and MATRIX; $24.00.
O Check O Money Order for $
enclosed.

Name .
Address___
Cityeo .. -

State

MAIL TODAY TO:
HOLLY PRODUCTIONS
Department K
3548 Wyoming Street
Kansas City, Mo. 6411

Songwriter
News

Peter Yarrow hoots it up with SRS members (I to r) Pamela
Graham, Steven Michael Schwartz and Don Mrozek at SRS’
Third Festival of New Music. Yarrow has met with various
SRS members in search of tunes for the Peter, Paul and
Mary reunion album.

Peter, Paul and Mary, friends of the fledgling song-
writer from way back, are recording a reunion album. And,
sure enough, the group who scored with tunes penned by
such *unknowns” as Bob Dylan, John Denver and Gordon
Lightfoot in the 60s, has once again turned to the unsung
for songs.

Peter Yarrow recently met individually with 20 mem-
bers of Songwriters Resources and Services in the offices of
SRS. Yarrow told us he initiated the meetings with the SRS
members, all veterans of SRS’ Festivals of New Music, be-
cause I decided that many of the songs I've heard from
these young songwriters have more of a cutting edge than
what I was hearing from any of the publishers.

*] also wanted to initiate a process whereby producers or
artists who are looking for material can make use of song-
writers’ efforts directly, rather than through the ordinary
processes, which are so difficult for songwriters to chal-
lenge.”

Added the SRS vice president: “I've heard several sensa-
tional songs that I'm going to present to Paul and Mary.”

* k X

FREE VERSE: Buddy Kaye’s songwriting seminar
travels to the University of Colorado at Boulder July 29-30.
For information, call Peter Seward at (303) 492-5141. Kaye

— continued on page 6
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A Serious Songwriter
Deserves Better

If a songwriter isn't very well connected or very careful, it's computerized form letters for song critiques). Finalists will
easy to waste a lot of precious years on cold-call auditions for receive substantial cash prizes and will be flown to Las Vegas
music business marginals. to hear their songs performed on stage by major artists.

Songwriter International was established as an To find out more about this unique search for talent, write

alternative for writers who are serious both about their
music and their careers.

The judges and executive board members who
constitute S.1. aren't just “'in” the music
business—they are active, successful
professionals. They thoroughly
understand both the commercial and
the artistic imperatives of today's
music markets. They have the
experience and the talent to provide
invaluable evaluations of your songs.

Without exception, every song
submitted to the First Annual Songwriter
International Contest will be heard in its
entirety by at least two of our judges. Semi-
finalists will receive personal evaluations of their
songs (Songwriter International never employs

for a free brochure containing an official S.1.
entry blank, regulations and full contest
particulars.

Then get ready to associate with a whole new
breed of music professional.

Songwriter International 55:*

P.O. Box 5500, Las Vegas, Nevada 89102 G

4 N 5 N N BN BN 0 05 05 B 0N 58 0N 05 N 0 05 0N . -
| am interested in finding out more about the First Annual

Songwriter International Contest. Please send me free of charge

and without obligation an S.1. brochure containing complete

information and an official entry blank.

NAME — - J -

ADDRESS —

cy OO O

STATE P
Mail to: Sonqwriter International, P.O. Box 5500, Las Vegas, Nevada 89102




PUBLISHERS — SONGWRITERS

SONGWRITER

DEMOS

Produced By Professional
Recording Artist/Producer

Tom Holbrook

1. Pro-Pak $50.00 Per Song: (5 Pieces)
2 Guitars, Bass, Drums, & Male Vocal -
2. Basic Demo: $30.00 Per Song: Male Vocal
~ withGuitarand Bass
__Send us a Lead Sheet, or Rough Tape

___Melody Co-writing, No Extra Charge
Piano $10.00 Extra Per Song
Check or Money Order w/order to
~___ TomHolbrook
Specify: Reel-To-Reel Tape, or Cassette
__Sample Tape $3.00 R-R or Cassette
547 East Villanova Rd., Ojai CA 93023

L~Ph6n; 213-997-0782/Prompt Service

ongwriter
eminars anC/W‘/.’s/z ops

Invites you to join its

AT-HOME |
WORKSHOP

CONTEMPORARIY 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

News
from page 4

starts his UCLA Extension summer classes July 11 (Song
Lyrics) and July 13 (Songwriters’ Workshop). For more de-
tails: (213) 825-9411. ... The American Guild of Authors/
Composers has started Askapro West, a Los Angeles version
of the New York seminars for songwriters. The monthly rap
sessions feature prominent members of the music business
in a one-to-one question-and-answer format, and are free to
the public. For a reservation (space is limited), call AGAC
at (213) 462-1108. . .. Reprints of the article, “How to Get
Your Song Published,” are available upon request from the
Public Relations Department of the American Society of
Composers, Authors and Publishers, One Lincoln Plaza,
New York, N.Y. 10023. The text is an updated version of an
article which appeared last year in International Musician,
the publication of the American Federation of Musicians . . .
L.A’s Sherwood Oaks Experimental College will present its
first “full-time intensive recording workshop,” beginning
dJune 26. The program, which offers transferable college
credit, is open to screenwriters, musicians, engineers and
producers. For more information: (213) 462-0069. A second
session begins in late July.

* ¥ X

If there was any question who Art Garfunkel’s second
favorite songwriter is, his latest album, “Watermark,” pro-
vides the answer. Nine of the 11 songs were written by our
March, 1976, cover boy, Jimmy Webb. Garfunkel told us
how he came to regard Webb as “The best songwriter I'd
seen since Paul Simon”: “We met about 10 years ago.
Jimmy sat down, very shy, and played three or four things
for Paul and me. I was very impressed. Without realizing it,
I mus? have put him in the back of my mind as somebody I'd
like to work with in the future.

“Years later, Jimmy and I went inside the studio and put
down a two-hour demo. I lived with the tape for several
years to the point where it became my favorite music. When
I was recording the ‘Watermark’ album, I jumped into
the project with the feeling of ‘I'm gonna do my favorite
music ..."”

Asked what sets Webb a cut above the rest of the song-
writing pack, Garfunkel paused a moment: “He’s very emo-
tionally affecting. That’s his real strength.”

Publisher/Editor Managing Editor Art Director
Len Latimer Rich Wiseman Bill Reid
Who'’s Who Editors Photographer Ilustrator

Pat & Pete Luboff Richard DiLello Dennis Ellefson

Contributors
Al Kasha, Joel Hirschhorn, Charlie Monk, Ladd McIntosh,
Paul August, Allan McDougall,
Sidney Shemel, M. William Krasilovsky, Sheila Davis,
Leo de Gar Kulka

Advertising Representative
Lowell Fox
16033 Ventura Blvd., Encino, Ca. 91436, (213)-990-2950



The ACADEMY for the RECORDING ARTS

Professor — AL KASHA

AL KASHA., the instructor for this program, combines the unique abilities of an award-winning song-
writer with the even more extraordinary talents of a gifted teacher. Since 1971, Mr. Kasha has been on
the faculty of UCLA, conducted workshops at Sherwood Oaks Experimental College, as well as doing
an annual lecture tour throughout the country. In 1973, he won his first Academy Award for the song
“THE MORNING AFTER” from THE POSEIDON ADVENTURE. His second Academy Award, in 1975,
was for “WE MAY NEVER LOVE LIKE THIS ACAIN” from the TOWERING INFERNO. To date, he has
received 13 Gold Records, having sold more than 44 million recordings of his songs. His most recent
film assignment is the Song Score for Disney’s most ambitious musical comedy, PETE'S DRAGON, for
which he has been nominated for Academy Awards in two categories, Best Song, “CANDLE ON THE
WATER” and Best Song Score. Mr. Kasha is a contributing columnist for SONGWRITER MAGAZINE
and received his BA degree from THE JULLIARD SCHOOL of MUSIC in New York City.

Al Kasha Teaching Al Kasha Writing

COURSE I. LYRIC WRITING: The Words
A

" The basics for the construction of the LYRIC — the differences between POETRY and LYRICS:
encompassing the various structures used in creating LYRICS for CONTEMPORARY,
COUNTRY & WESTERN, RHYTHM & BLUES and FILM music.

B. The basics for understanding why the MELODY WRITER must understand LYRIC FORM.

C. Discussions on CONTENT of LYRIC — development of ideas, dramatic qualities, emotion.
SOUND — relationship of LYRIC to music-form, melody and rhythm  STYLE — Lyric-phrasing,
imagery and clarity.

D. Review of material — personal and class critique of student LYRICS
COURSE Il. COMPOSITION: The Melody
A. The basics for the construction and development of the MELODY — the various principles

used in creating a MELODY. Primary CHORD PROGRESSIONS — how a MELODY can be
conceived with a minimum amount of MUSICAL TRAINING. MELODIC SEQUENCES of notes

B. The basics for the development of all musical FORMS and STYLES in CONTEMPORARY,
COUNTRY & WESTERN, RHYTHM & BLUES and FILM MUSIC

C. Review of material — personal and class critique of student compositions
COURSE 111. SONGWRITING WORKSHOP: The Creation of a Song
A

The practical application of Course | {LYRIC WRITING) and Course 1} (COMPOSITION) —
the marriage of LYRIC and MELODY.

B. Presentation of material by student-songwriters — under instructor guidance, students are
asked to critique songs as to COMMERCIAL POSSIBILITIES

C. Musical manuscript preparation.

D. Group discussions — the PROFESSIONAL ATTITUDE of the SONGWRITER — the presenta-
tion of material to the MUSIC PUBLISHER — the understanding of COPYRIGHT laws

Each Course: 8 Weeks $200

SOME PARTIAL SCHOLARSHIPS AVAILABLE. FOR INFORMATION CALL: [213] 553-8761

The Academy for the Recording Arts
GCUEST LECTURERS: 200 Roxbury Drive, Beverly Hills, Calif. 90212

Famous Songwriters,

-
|
|
l
Record Producers & | Name .
Music Publishers |
< - : Address
&
‘}0 y’.‘\o oQoo : Phone _
& o |
Qo OQF} $(J |  Musical Background ___ . .
& v :
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PUBLISHERS
HEAR YOUR WORDS AND
MUSIC COME ALIVE. ..

OUR MUSIC CAPITOL-
BASED PRODUCTIONS
INCLUDE AMER. SONG

YOI R R UHERY  FESTIVAL WINNERSI
CCOTAY ANY COMBINATION

m OR STYLE-

$30 -Pro. Vocal (Male or Fe-
] W)W/Grondﬂomu
ar Accompanyment.

SONG
DEMOS
BY PROS

2 $40 - Bass and Drums
(Rdded to Rbove)

815 -5(:;\ ﬂddltlond C?&:oo.
Keyboar: V.,
3 Rhodes, Organ, D).
Guitar, Har 'oice,
Strings, Bfom;
$3%0 - T
4 WSM R:pl.w Cass.)

Melody Co-Write*Free App.sMasters

SEND MONEY ORDER
WITH LEAD SHEET (TAPE OPT.)
*Include $150 For Insured Postage

IMMEDIATE SERVICE

BLUEFIELD MUSIC-STUDIO A-P.0.BOX 726
HOLLYWOOD, CR. 90028 (213) 463-SONG

5“9“‘“”‘: o | NEW
7’ 74
¢ Croatioe Gaide DISCOVER YOU . ..
By Bdos Doy
& rowerFun Lycs A GREAT SONGWRITER!
& seceers or mmanc PROVEN RESULTS, AND
Lo 10 warre meLooes IT IS EASY TO USE.
SAVES TIME, BECAUSE
)m YOULL KNOW EXACTLY
WHAT TO DO. MONEY
& wsioe nousTRY secreTs BACK GUARANTEE.
)mmmmmm
APOTENTIAL HIT FREE ADDITIONAL REF-
e — ERENCE TABLES.

SEND $3.95 PLUS 50¢ POSTAGE AND HANDLING TO
COMPANY
P.O. BOX 8044 » ANAHEM. CALIFORNIA 92602

EXERCISE TAPE
Yo f th .
*% voicg® o

A SIMPLE, DAY BY DAY METHOD OF EXER®
CISING YOUR VOICE. THESE ARE THE SAME
EXERCISES USED BY FAMOUS SINGERS AND
SONGWRITERS ALL OVER THE WORLD !

practise anywhere ! 1/2 hour
cassette a instructions - $15%°

Send check or money order to

THE SINGING VOICE

111353 SARAM ST
NORTH HOLLYWOOD CA 91602

K

Who'’s Who For June

Dale Tedesco, Professional Manager
ABC Dunhill Music Inc. — BMI
American Broadcasting Music Inc. —
ASCAP

8201 Beverly Blvd.

Los Angeles, CA 90048

(213) 852-1133

Also: ABC Records, ABC Music Productions,
ABC-TV and Radio.

Other Offices: Worldwide

Dale was in our Who’s Who column in
the January, '76 issue, at which time he
was Director of Creative Affairs for
MCA Music. He moved to ABC in
March, 1978.

The ABC publishing companies have
a catalog of over 16,000 songs, including
pop standards such as the Mamas and
Papas’ hit California Dreamin’, and
Lambert and Potter songs, Don’t Pull
Your Love and Love Music. ABC pub-
lishes Peter McCann’s hit songs Do You
Wanna Make Love and The Right Time
of The Night, and songs by Steely Dan,
Kenny Loggins, Daniel Moore, and
many others.

Dale is looking for hit single Pop
Chart material for acts that are record-
ing outside material. He says, “Hits
have unique lyrics, and commercial
hooks and structures. You may submit
a maximum of three songs on 7% ips
reel-to-reel tape (reels no smaller than
5") or cassette. Guitar/voice or piano/
voice demos are fine. You can add a
rhythm section to capture the ‘feel’ of
the song, but avoid long intros and in-
strumental breaks. Your songs should

be under three minutes in length. Make
sure the lead voice can be heard and the
melody and lyric are clear. Enclose
printed or typed lyric sheets and lead
sheets, if you have them, and put your
name, address and phone number on
the box and tape. Include a self-ad-
dressed, stamped envelope for return of
your tape and send it First Class Mail.
We do not accept registered or certified
mail.

“Without the songwriter, there would
be no music business. Writers deserve
respect and direction for their music
and that’s why I have an open door poli-
cy. Every tape that is mailed in or
dropped by is given a fair listen. If I get
excited, I can generate that excitement
to a producer to get the song recorded.”

Nashville

Ron Huntsman, Professional Manager
Kimtra Music — ASCAP

Hat Band Music — BMI

210 25th Ave. North

Nashville, TN 37203

(615) 327-1711

Also: Sound Seventy Corp., which includes
publishing, management, The Charlie
Daniels Band, Inc., two production com-
panies (radio syndication and record produc-
tion), and two radio stations (WHKC in Hen-
derson, Ky. and WPKG in Pt. Gibson, Miss.)

Ron got involved in radio work in ’65.
He spent three of his four years in the
Air Force working with the Armed
Forces Radio and TV. After the service,
Ron got into commercial broadcasting
— continued on page 39



NE\J .’ GUITAR » BASS * KEYBOARD « WHATEVER YOU PLAY

TeJLTIMATERHYTHM
MACHINEMONLY'QQS

STOP PRACTICING ALONE!
FINALLY...NOW YOU CAN PRACTICE
OR COMPOSE WITH ONE OF
HOLLYWOOD'S TOP STUDIO
DRUMMERS.

DRUMDROPS™IS A STEREO ALBUM
OF DRUM TRACKS RECORDED IN
ONE OF L.A.'S HOTTEST 24 TRACK
RECORDING STUDIOS BY ONE OF
THE FINEST SESSION DRUMMERS
ON THE WEST COAST.

FROM BEGINNERS TO PLAYERS -
DRUMDROPS ™ WORKS FOR EVERY-

ONE. IT'S FUN AND EXCITING AND
GUARANTEED TO GET YOUR
CREATIVE ENERGIES FLOWING.

PS IS A TOTALLY UNIQUE
NEW CONCEPT -

Because there are no other instruments
on the album except for appropriate per-
cussion such as: tambourine, cowbell,
congas, shaker and timbales and there
are no charts to follow. YOU CAN PLAY
ANY SONG ON ANY INSTRUMENT IN

ANY KEY.You are never locked into any set arrangement.

Every 8 bars there is a drum pickup or fill for your verse,
bridge, or chorus transitions. This basic arrangement allows
you to be totally free for playing any lead sheet or for writing

your own compositions.

VOLUME [ INCLUDES 12 CONTEMPORARY SELECTIONS of
music that range from hard to light rock through jazz and
country. All tempos vary to capture the commercial feel of |

today's styles.

WHY DRUMDROPS IS THE ULTIMATE RHYTHM MACHINE™
Why pay hundreds of dollars for an electronic machine with
outdated styles. For $9.95 Drumdrops™gives you...

* real drums in stereo.

* % % %

DRUMDROPS makes practicing sound like a performance and

a performance more fun than ever.

DRUMDROPS will upgrade your demos 100% with the drop of

a needle.

DRUMDROPS - The only album for songwriting, practicing or

playing any song on any instrument.

the count. a4 bar intro and pickups and fills every 8 bars.
dynamics that you can't get from synthesized drum sounds.
fully orchestrated percussion to compliment your arrangements.

12 completely different contemporary styles that you
hear on the top recording artist’s albums.

[ ot e o o e o e

® ©1978 All orders accepted Music Tree Corporation, 3420 Whipple Street, Atlanta, GA 30354

DRUMDROPS SELECTIONS

Side 1 Side 2
1. Introduction 1. Funk Rock
2. Fast Disco 2. Straight Rock
3. Slow Disco 3. Medium Rock
4. Jazz 4. 3/ Country Rock
5. Bluegrass Country 5. Hard Rock Shuffle
6. Country Swing 6. Latin Rock
7. Rock Ballad

CALL YOUR MUSIC STORE OR
MAIL TODAY!

DrumDrops Vol. 1, Dept. SW06
P.O. Box 3000
Woodland Hills, CA 91365

[JYes! Send me album(s) cassette(s)
DrumbDrops Vol. 1. I'm enclosing $9.95 plus 75¢
postage and handling for each album. (Georgia
residents add 4% sales tax.) Also add $1.75 for
Air Mail Rush!

Make check payable to DrumDrops Vol. 1

NAME

ADDRESS

CITy -
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The Character Pop Song

by Al Kasha

(Where Are the People?)

in association with Joel Hirschhorn

Before the early 60’s, popular music
dealt with its subject matter in gener-
alities. Songs such as Because of You, I
Won’t Cry Anymore and You're Break-
ing My Heart talked about love but
rarely defined it through characteriza-
tion. The songs of the pre folk-rock era
had feeling, but no sense of people. Lis-
teners never knew what the protag-
onists looked like, whether they were
short, tall, old, young, blonde or bru-
nette. There were no references to ges-
tures, styles of dress or any other idio-
syncrasies.

The character pop song is more prev-
alent today than ever before, because
music listeners aren’t satisfied now un-
less they’re given specific information.
This is an educated generation, one in
which psychoanalysis is a fact of life,
rather than the weird preoccupation of
1solated eccentrics. Unless a writer
delves beneath the surface of his sub-
Ject, their attention is liable to wander.

In the recent hit Native New Yorker
(Denny Randall/Sandy Linzer) the au-
thors write: “You grew up riding the
subways, runnin’ with people up in Har-
lem, down on Broadway.” This brings
New York vividly alive. They go on:
“You're no tramp but you’re no lady . . .
where did all those yesterdays go, when
you still believed love could really be a
Broadway show. You were the star,
when did it close?” It’s a story of disil-
lusionment that everyone can identify
with. The line: “You’re no tramp but
you’re no lady” is an original way of
saying that the character is human, not
promiscuous but subject to temptation
and pressure. In the old days, the lyrics
might have said, “You’re a native New
Yorker and you need love,” which
wouldn’t have given us a sense of the
lonely, searching person inside.

An early character pop song, one
which has just been successfully revived
by James Taylor, is Handy Man (Otis
Blackwell/Jimmy Jones). In the 40’s,

the treatment would have been some-
thing on the order of “I'm a lover and I
want to hold you,” which remains stub-
bornly superficial. Those words don’t
make you see the handyman, but these
do: “I'm not the kind who uses pencil or
rule, I'm handy with the love and I'm no
fool . . . you tell all your friends and
they’ll come running to me.” They
dramatize a kind of self-confident, sex-
ual narcissism.

Sophisticated Lady (Chuck Jackson/
Marvin Yancy/Natalie Cole) is a title
that could easily have been handled
through cliches. There might have been
references to dancing, champagne,
moonlight, but the lyrics say, “She
stands tall and steady like the Eiffel
Tower, she is hip to politics but loves her
Jjazz.” You know the sophisticated lady
very well by now, and when the next
line, “She wears knee length dresses
with her high heel steppers,” completes
her physical description, she’s come
completely to life.

In Dean Friedman’s Ariel he writes:
“She was collecting quarters in a paper
cup” ... “She wore a peasant blouse
with nothing underneath” . . . “She was
a Jewish girl, I fell in love with her.”
Ariel is very different from Elliot
Lurie’s Brandy, “a girl in this harbor
town and she works laying whiskey
down.” A contrasting personality is
Christine Sixteen (Gene Simmons) who's
“hot every day and night, there’s no
doubt about it.” In this generation, it’s
not enough to be in love with a girl . . .
the listener has to know who she is.

The pre-characterization era sang, “I
want to be alone to cry.” We can all
identify with that, but if you said, “I am
arock, I am an island,” there’s more
strength and power to the portrait. Ex-
amine these words: “I’ve built walls, a
fortress deep and mighty that none can
Penetrate . . . | have my books, and my
poetry to protect me.” We get a sense of
the character trying to insulate himself

and not really succeeding. kven though
he protests that he’s shutting out pain,
we as listeners have the sense that the
pain is chipping away at his defenses.
We also know that he’s hiding behind
the shelter of books and poetry, that
he’s a thinking person, and handles
emotional crisis in a cerebral way.

Today’s writers don’t merely say, “I
love to play the old piano roll.” David
Gates’ Guitar Man is characterized like
this: “Then the lights begin to flicker
and the sound is getting dim — the
voice begins to falter and the crowds are
getting thin — but he never seems to
notice, he’s just got to find another place
to play.” That’s more than devotion to
music, it’s a kind of obsession. It’s the
difference between saying, “the guitar
man loves his music” and painting an
individual so attached to his instrument
and what it signifies that he’s com-
pletely adrift without it. The person is
revealed, not a vague stereotype.

The list of character pop songs is end-
less. There’s Ray Steven’s Mr. Busi-
nessman working himself to death and
neglecting his family, Joni Mitchell’s
dreamy and poetic Michael From Moun-
tains, and the embittered Mrs. Robinson
by Paul Simon. There’s Lennon and
McCartney’s Eleanor Rigby standing
alone at the church, and Neil Diamond’s
Desiree, who takes up with boys half her
age. There’s Jimmy Webb’s Carpet Man,
letting his girlfriend walk over him.

Love is an emotion that dominates all
our lives in one way or another, but it’s
not enough to just say, “I need you” or
“I want to break up with you.” In a
world where readers hungrily devour
People and Us magazines, eager for
capsule summaries ot people trom all
walks of life.

An illumination of personality is re-
quired. If you can furnish the listener
with that kind of intimate link to the
characters in your songs, you'll find a
large and receptive audience for your
work.
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Composition :

by Ladd McIntosh

We introduced the subject of chord
voicings in our last article. When we
talk of voicing a chord we are speaking
of the way we place the various notes,
or components, of a chord so that the
most desirable sound is achieved. It is
not sufficient to voice all chords in root
position as this would tend towards a
sameness; hence boredom.

There are four basic kinds of voicings:

1. Root position
2. Closed or block (inversions)
3. Open
4. Incomplete
Each type of voicing was briefly dis-
cussed in our last article. In this article

we will examine more closely the “do’s
and don’ts” of open voicing.

There are a couple of things to always
keep in mind with any voicing.

1. The top (melody) note.

2. The bottom (bass) note.

3. The space (interval) between adjoin-
ing notes.

4. The range, i.e., how high versus how
low to comfortably place it. (It is
quite possible to score something
either too high or too low.)

5. The interval between the top two
notes.

6. The interval between the bottom two
notes.

Sharps and Flats
by Alex Granado
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“Let’s see now . . .
What rhymes with — “and then I wrote . . .”?

How Are You At

As stated last issue, Open Voicings
are any voicings that span more than an
octave (Ex. 1). They may be chosen for a
number of different reasons. Because
they span a large area, they tend to
have a much fuller, and in general, big-
ger sound. Open voicings may success-
fully be employed when writing for the
following groups of instruments: saxo-
phones — 4 or 5; trombones — 3 or
more; full brass — 6 or more (mixed
trumpets & trombones); orchestral
woodwinds — full section; strings; the
piano; the guitar (if you know what
you’re doing); mixed vocal groups; and
any combination that employs instru-
ments of both high and low pitch such
as full orchestras, chamber orchestras,
brass choirs, marching and symphonic
bands, big bands, pit orchestras and
studio orchestras.

As with anything else, constant use of
this device may lead to boredom — a
musical saturation. Open voicing should
be balanced by being alternated with
passages in either close or incomplete
voicings, or else with sections of unison
or solo emphasis. Sustained open voic-
ings also make excellent harmonic pads
underneath an existing melody (Ex. 2).

THE TOP (MELODY) NOTE
vs. THE BOTTOM (BASS) NOTE

One of the first things to determine
is: “what will be my top note in this
particular voicing?” This decision is
quickly followed by the selection of the
bottom note. The human ear hears the
top and bottom first and then picks up
on the rest. These two notes should
agree with one another.

Some things to keep in mind about
the top note:

1. It should lead smoothly from the top
note of the preceding voicing to the
top note of the one following.

2. It should not clash with the melody

note (or notes).

It should not be voiced too low.

It may be any note of the chord as

long as it meets the above 3 condi-

tions.

o 62

The bottom note is usually the root of
the chord. The reason for this is that the
bass player’s job is to outline the basic
chord progression. He does this by play-



Voicing Chords?

ing roots and fifths predominantly; un-
less, of course, the chord symbol calls
for a note other than the root to be
sounded on the bottom (Ex. 3). When
voicing, we must always take into con-
sideration the notes the bass player will
be playing and be careful not to clash
with him in our voicings. For example,
if you were to foolishly voice the ninth
of a B¥9on the bottom and not alter the
chord symbol to a BY9/c, your low in-
struments (baritone saxophone, bass
trombone, tuba, cello, bassoon, bass
clarinet or bass voice) would confidently
sound the low “C” while the bass player
would happily plunk away on the low
“BY” your B9 indicates to him to play
(Ex. 4). The result is mud: an abrupt
“clinker” in your otherwise brilliant ar-
rangement and more than likely, an
“Oh, boy, ain’t he dumb” look from one
or more of your players. MAKE SURE
YOUR BOTTOM NOTE ALWAYS
AGREES WITH THE CHORD SYM-
BOL (Ex. 5).

THE INTERVAL BETWEEN
THE TOP TWO NOTES

Here, the best thing to do is to employ
thirds (minor or major) or possibly
fourths. Larger intervals must be used
with caution. Your ears should tell you
whether or not the interval is too large.
Fifths and sixths are generally accept-
able. Anything larger than a sixth will
have a very stark quality — unless it’s
an octave which is quite nice (octaves
merely double the melody so it’s still
important to watch the interval be-
tween melody and next lowest harmony
note). While major seconds are usually
fine, MINOR SECONDS BETWEEN
TOP TWO VOICES ARE TO BE
AVOIDED.

If the top two notes are only a minor
second apart (Ex. 6), their dissonance
makes it very difficult to determine just
which one is the intended top note.
Some definite “no’s” with minor seconds
include:

Melody Note Chord Type

3rd minor ninth

3rd dominant 7+°

5th any chord with +11

7th dominant 13 or
minor 13

Root Major 7 (closed)

THE INTERVAL BETWEEN
THE BOTTOM TWO NOTES

Assuming your bottom note is the
root, the two best choices for notes im-
mediately above it are 7ths or 10ths
(Ex. 7 & 8). Perfect fifths are also
acceptable, but these are expendable
and if removed, you will usually find a
7th or 10th (Ex. 9 & 10).

Smaller intervals such as 2nds &
3rds are fine, but not in open voicing
since open voicing must, by definition,
span more than an octave. A chord

Open-Voiced Chords
Part |

voiced with a small interval at the bot-
tom and larger intervals above it would
be “bottom heavy” and awkward sound-
ing. These voicings are found, but usu-
ally in the arrangements of novice writ-
ers. More professional arrangers avoid
them altogether.

Sixths work fine if you're voicing a
sixth chord, but can be quite a problem
if voicing the more common 7th chords
(Ex. 11).

Ninths between the bottom two voices
work only if the third of the chord is
placed next to the ninth (Ex. 12).
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SRS &
Open Forum

The Anatomy
A Songshark

(From Anonymity to Stardom)

by Helen King

Songwriter Magazine and virtually
every reputable organization represent-
ing music creators and publishing com-
panies have written articles, distributed
monographs, and personally cautioned
songwriters against songsharks. Song-
sharks are those who trade on people’s
need for recognition, validation of their
lives — and of course money. Not
everyone has invented electricity, but
almost everyone has written a poem
and believes it to be his or her key to
immortality. These are the potential
victims of songsharks. The field is wide
open.

Pick up almost any pulp magazine of
national or local distribution and you
will find classified and display ads with
a single theme: “Song/poems wanted,
Win fame and fortune with your songs,
or just lyrics or poems. We will evaluate
your songs without charge.” Some of the
ads are framed in dollar signs. I've seen
as many as twenty such ads in a single
periodical offering to put your poem to
music.

You are finally seduced, and mail in
your poem. Although there are varia-
tions in the answers you receive, the
message is pretty much the same. It
opens with, “You will be happy to hear,”
or “We are pleased to advise you,” that
your song was accepted (sometimes it’s
by ‘our professional staff, or ‘by our
panel of judges’) for commercial record-
ing by our label.” Or, “your poem was
among the top five (or ten, or thirty) of
the 300 (or 500) songs we received this
week.” I asked an amiable songshark

1
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who dropped in to see me a couple of
months ago if he ever rejected any
songs. “Oh yes,” he said proudly, “when
the lyric is so filthy you feel squeamish
even touching the paper it’s written on.”
Years ago, Harry Ruby, one of the top
American lyricists, told me that he sent
a songshark the worst possible lyric he
could write just to see what would hap-
pen. The answer was positively ecstatic.
They found it immortal verse.

The Lord giveth, and the Lord taketh
away. The next paragraph after “You
will be happy to hear ...” reads: “We
hope you understand that records are
an extremely speculative business and
should only be pursued by songwriters
who can accept disappointment as well
as success. Hundreds of records are re-
leased each week; only a few are ‘hits.’”

This paragraph appears in every
songshark letter and in every contract.
Apparently, on advice of counsel, such a
disclaimer is imperative in order to
neutralize all the implied promises in
the ads. So here you have the truth.
You’re disturbed, but only for a mo-
ment. Self deception comes easily. Of
course you can “accept disappointment
as well as success.” But you know in
your heart that your poem is a sure
winner. You wrote it! You've compared
it with some of the songs on the charts.
Those songs don’t really say much.
Yours is your own brainchild — it’s full
of meaning.

A paragraph that does not always ap-
pear, but don’t be fooled by it, says:
“Unlike many companies, we do not

charge the songwriter fees for record-
ing, arranging, musical setting or mu-
sicians.” Don’t worry. They will!

We'd better take a look at the con-
tract they enclosed with this carefully
worded letter. It’s called a “Commercial
Recording Contract.” I have a sample in
front of me. Here’s what this same com-
pany says about making a record:

“Manufacturer agrees to record the
above composition. Manufacturer rep-
resents that in the opinion of the
Manufacturer this is a commercial
type recording on a hand-cut 45 rpm
disc.”

And that’s all. This paragraph simply
says that the Manufacturer will record
the composition. It says nothing about
who gets the recorded copy, or copies.
All they agree to do is ‘record’ it, which
simply means that they will prepare a
recording. Not a word about pressings.
And ‘hand-cut’ (on a lathe) is common
practice. However, it does sound good,
like hand-cut crystal. It’s also interest-
ing to note that the sole judge of the
commerciality of the recording is the
Manufacturer.

Here’s another paragraph from the
same contract:

“It is also understood that the writer

wishes to obtain the following ser-

vices:

A. Manuscript copies of the record
(lead sheet)

B. Mechanical licensing

C. Copyright Advisory Service
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CHECK ONE:

[ $69 as payment in full

{7] $30 as down payment. Balance of ,

$39 within 120 days.”

Let's look at these services:

A. Manuscript copy, which is a sim-
ple lead sheet, is available in the open
market for $10, give or take a couple of «
dollars.

B. A mechanical license is the paper
that says the record company has the
right to record your song. Cost? The
price of the paper!

C. Copyright Advisory Service. This
one’s cute. You read that and you imag-
ine a panel of lawyers briefing you on
the intricacies of the complex copyright
law. All I can figure out is that they fill
in the blank spaces on an application
for copyright. Cost? The form costs
nothing; filling it in can’t take over ten
minutes.

And, incidentally, under the new
copyright law your song is protected
whether or not you get a copyright.

The same paragraph, cautioning you
against believing any of the implied
promises in songsharks’ enticing ads
and literature, appears in every con-
tract I studied. Here are a couple of
samples, with slightly different word-
ing:

“Since no one can accurately predict
the success or failure of a song, the
performance of all promises made in
the letters or literature of Manufac-
turer shall fully complete their part of
the agreement. Acceptance of your
material by Manufacturer does not
constitute a guarantee of its success.”

Note that “success” can easily include
either the commercial success or artistic
success, or both.

“Due to the nature of the music busi-
ness, it is impossible to predict accu-
rately the success of songs and that
the acceptance of material by Manu-
facturer is not a prediction for the suc-
cess of this material.”

Enough for disclaimers. The message is
the same, no matter how stated. The
songshark is off the hook!

Here’s another little signpost that ap-
pears in every contract, with varying
syntax:

“Manufacturer reserves the right to
make any changes or revisions in
either words or music or both which ke
believes necessary to improve the song
for recording,” or

“The Author agrees to allow Publisher
(this one’s a songwriter contract)
and/or their employees to make revi-
sions of the words or music submitted
by Author.”

Some of the changes may be construc-
tive. However, in chatting with a com-
petent composer who makes an
adequate living composing music for
songsharks, at $3.00 per song (he can do

’

ten an hour), I asked what making
“changes or revisions” means. Allotting
himself six minutes a song, a long song
can make a deep dent in his profits, so
he simply reduces the length of the
song. He doesn’t call it “cutting out a
bunch of irrelevant stuff,” it’s called
“tightening up the lyric.”

I asked the composer how he operates.
He told me. He picks up a batch of lyrics
from the songshark, slaps them one at a
time on his music stand, turns on his
tape recorder, and starts singing the
words while strumming his guitar.
When his feet begin to hurt from stand-
ing, he sits down at the piano and con-
tinues grinding them out. This was a
couple of years ago. He may be getting
as much as $5.00 a song now.

Now put this one into your mental
computer:

“If writer fails to complete payments
of services under Section 4 (that’s the
one about the $69, $30, $39), he shall
not be entitled to a refund of any mon-
ies already paid, and all payments
thereafter paid shall be retained for

services and liquidated damages,
without any further obligation or lia-
bility on the part of either party here-
to'”

Now you know what happens to you
when you can’t come up with the other
$39.00.

Here’s another goodie:

“Manufacturer agrees to obtain for
and submit to writer a Songwriters
Contract for the writer within 60 days
providing royalties payable to writer
when earned, subject to writer’s ac-
ceptance.”

To the uninitiated songwriter, a
“Songwriter Contract” is construed as a
guarantee of “publication,” similar to a
book publishing contract. You assume
that your work will indeed be pub-
lished, that is, that sheet music will be
printed, or records pressed, distributed
for public sale, and that royalties will
automatically accrue to the creator. Not
s0. In music industry practice, the pub-
lisher is the agent who takes the com-
— continued on page 42

Songwriters Resources and Ser-
vices. A non-profit membership organi-
zation dedicated to the protection and
education of songwriters and the expan-
sion of social awareness through music.

Festivals of New Music. For the
past two years SRS has been conducting
Festivals of New Music where writers
perform alternative, honestly written
music in a professional, concert setting.
The Fifth Festival will be held in Au-
gust, 1978.

Songbank. Protect your songs
through registration with SRS.

Pamphlets. SRS is publishing pam-
phlets on subjects vital to songwriters.
Songwriter Agreements — The New

Copyright Law: It Does Affect You —
The Personal Manager. Additional ex-
citing pamphlets will be announced as
released.

Songwriter Workshops. Legal and
Practical Relations of The Writer/
Artist. Song Evaluation Workshop.
Lyric Writing Workshop. Performer
Workshop.

Plus ... Forum Workshops ¢ News-
letters ® Open Ears (information on in-
dustry people who are looking for mate-
rial) ® Group Legal Services ® SRS Hot-
line ® Special Discounts ® Lead Sheet
Service ® Out-Of-Area Evaluations @
List of Demo Studios ® Collaborators &
Artists Directories.

SREGEEEREEIEENNEEEEETEEENENSEEREEREREEEE
SRS 6381 Hollywood Blvd. Suite 503 Hollywood, CA 90028 (213) 463-7178

CHECK HERE IF [] More information on SRS
YOU WOULD LIKE: [] Membership — $30 ($10 initiation, $20 annual dues)
[] Information on how to enter the Festival of New

Music, a celebration of meaningful music.

I;AMPHLETS: {0 SONGWRITER AGREEMENTS by Al Schlesinger

$2.00
[0 THE NEW COPYRIGHT LAW: IT DOES AFFECT
YOU $1.00
[0 PERSONAL MANAGERS by Al Schlesinger $2.00
Check enclosed for $ Make payable to SRS
NAME PHONE ( )
ADDRESS
cITY STATE /7| P
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by Leo de Gar Kulka

Comments have been made from time
to time that the purpose of recording is
to transport the listener into the concert
hall or into the studio or vice versa.

In fact, nothing could be further from
the truth. What'the recording engineer
has to try to accomplish is to create an
artificial environment that will sound
good and pleasant to the listener at
home. In doing so, the acoustic envi-
ronment in which the music will be re-
produced has to be taken into consider-
ation. For instance, since motion pic-
tures are generally reproduced in rather
large halls (motion picture theatres),
the music and the sound are cut abso-
lutely dry (with as little reverberation
as possible), because the speakers over
which the narration or the music is
being reproduced is on the stage, behind
the screen, and the reverberance of the
entire theatre is utilized to add a degree
of liveness. On the other hand, if that
same music is going to be reproduced in
a tiny living room, which most apart-
ments have, then we will find that the
sound of the music is going to be ex-
tremely dead, which means there won’t
be any reverberation or any decay of the
sound because the room itself does not
add anything of its own characteristics
to it, being too small and furthermore
carpeted, draped, and appointed with
furniture, which further tends to absorb
the sound.

The reverberance of the natural envi-
ronment can be achieved in numerous
ways; one of which is by the choice of
microphones. If one uses a series of
highly directional microphones and
places them close to the instrument,
then the environment in which the in-
strument is being recorded has very lit-
tle effect on the actual sound of the re-
cording because the microphone is
highly directional and therefore selec-
tive and, if aimed at the strings or the
sound coupler of the instrument, it will
pick up only that sound. On the other
hand, if an omni-directional microphone
(a ball-shaped mike that has a sensitiv-
ity over a 360-degree radius) is used,
then we will find that depending on how

i

How To Choose (And

far the microphone is placed from the
sound source of the sound coupler, a
greater or lesser degree of room ambi-
ence will be picked up. Therefore, it is
quite ridiculous to consider extreme
close miking with a highly directional
microphone. The habit of close miking
came about from using inefficient so-
called directional microphones, which
were, in most cases (except for the
highest frequencies), omni-directional,
and therefore picked up a tremendous
amount of room ambience. The only
way that one could compensate for the
ineffectiveness resulting from the
wrong labelling of the cheap directional
microphone was by sticking the micro-
phone practically into the instrument.
On the other hand, a properly direc-
tional microphone, that is, one that has
a signal rejection at all frequencies
within the cardioid pattern, will then be
so selective that it will pick up the
sound only within its cone of acceptance
and therefore eliminate the majority of
the room ambience. One can therefore
place this microphone somewhat away
from the instrument, allow the sound to
achieve a greater character by its prop-
agation through the air and at the same
time reject and have a minimal amount
of ambient sound.

Therefore, the selection of the micro-
phone and knowing the characteristics
of the microphone is of primary impor-
tance. Remember in your efforts or in
your playback efforts, the end result is
only as good as the weakest link in the
chain. A good directional microphone,
one that is directional in all frequen-
cies, rather than just in the high fre-
quencies, is extremely important and
these are not necessarily expensive.
There are several microphones that are
made that have a better than 35-degree
front-to-side and a 40-degree front-to-
back rejection ratio over a very broad
spectrum of the audio. These micro-
phones are of the dynamic kind, as well
as the condenser kinds, they do have an
extremely narrow band and are in the
$120 to $200 price range. The fallacy is

that a lot of so-called engineers who are
partially or inadequately educated feel
that price alone is a criterion and they
choose highly specialized and expensive
condenser microphones. These mikes
are considered to be, or labeled, as car-
dioid which have an extremely wide,
180-degree, angle of acceptance. There-
fore, although they are, for all practical
purposes, cardioid in pattern, their
pick-up pattern is rather broad. So, in
order to get that kind of ambience leak-
age, one has to place these microphones
rather close to the instrument. The
problem that arises then, is that the
close miking with a condenser micro-
phone defeats the purpose of a con-
denser microphone, which is basically a
distant pick-up microphone and it
should not be used for close pick-up. It
doesn’t sound good! It sounds better
further away, especially if the dia-
phragm is one that is a little bit larger
than a dime. For close miking, the
microphone diaphragm has to be small-
er than a dime.

From the above discussion, we can
readily see that the directionality of the
microphone has to be taken into con-
sideration whenever a job application
arises. An example of this is the use of
microphones in public address systems.
Everyone is always concerned with
POWER in order to fill a room with suf-
ficient amount of sound. A tremendous
amount of attention is focused on
Amplifier Power, when in reality the
limiting factor is not the amp power,
but the directional characteristics of the
microphones used. A broad spectrum
patterned mike, though labeled “uni-
directional” might in reality be uni-
directional in the high frequencies
(within the “cone of acceptance”), how-
ever, when in the mid-range and low
frequencies it is almost omni-directional
(a synonym for non-directional). This
then becomes the limiting factor, as the
output of the loudspeakers will be
picked up by the sides and back of the
microphone, fed back into the amp and
to the speaker, back into the mike, and



we have a round-robin, which causes a
loud squeal which we call “teedback!”
The first reaction to stop this is usually
a habit of cupping the hands over the
mike to cover it up and stop the noise.
In actuality, the hand now forms an
acoustic chamber which amplifies the
sound to the mike, acts as an acoustic
amplifier, and just makes the condition
worse. The solution, then, is to point the
microphone AWAY from the speakers
and to turn the volume of the amp
down. In order to gain power and loud-
ness, these microphones then almost
have to be swallowed by the singer,
which does little to enhance the sound
quality, to be sure.

A different solution, at great expense,
is offered in so-called anti-feedback de-
vices, which are sometimes equalizers,
which give the operator a chance to fil-
ter down, or lower certain resonant fre-
quencies within the room within the
speaker line. Obviously, this changes
the frequency response of the sound. In
actuality, the attempt is made to filter
out those frequencies which the micro-
phone is still super sensitive to, in a
non-directional pattern. A further “so-
lution” then is attempted by causing
digital time delays of the sound, or cer-
tain frequencies of the amplified sound,
which would most likely tend to feed-
back into the microphone. All of these
supposed remedies of course help in
some fixed situations and they are
costly.

A much simpler solution to get more
volume into the audience, is in the
choice of microphones. If you will use a
highly directional mike, which is also
called a “hyper-cardioid” microphone, a
substantially higher volume will be
possible before feed-back sets in. Look
at the polar pattern, and observe what
the front-to-side rejection ratio is at
ALL frequencies. Not only at the upper
spectrum! The front-to-back rejection
ratio at ALL frequencies should be even
greater! Now you don’t have to swallow
the microphone, you can hold it well
back, or leave it on the stand, and your
volume to the audience will be doubled!

Use) A Microphone

An additional solution, or precaution,
is to have a soft, sound-absorbing back-
drop, to prevent sound from bouncing
back from the back wall to the back of
the stage and from there into the mike.
Hang a heavy curtain BEHIND you,
and you will gain additional decibels.
Place the speakers in FRONT of the
mikes, and you will gain more. Choose
directional speakers, which disperse
sound into the audience, but little to the
sides and as little as possible to the
back, and you will again gain more vol-
ume. If you follow these guidelines, you
will find that you will not need a more
powerful amplifier, but better micro-
phones.

There is one more habit I have often
observed; which completely defeats the
microphone designer’s efforts! Possibly
you have unwittingly defeated a good
mike yourself. Have you ever noticed
that some mikes have ribs down the top
or side of the microphone handle?
Others might have a hole or two, and
still others have meshing or port-holes
on the side of the microphone stem.
Please remember that these serve no
decorative purpose, but very dramati-
cally affect the microphone sound and
directional characteristic! Why? Well,
because dynamic microphones are basi-
cally omni-directional, and are changed
into cardioid (directional) mikes by a
series of acoustical chambers WITHIN
the mike, which, through a most careful
routing of sound waves through vents,
holes, or louvres, cause cancellations of
sound acoustically (through phase can-
cellation). It is these chambers which
then, by careful design, make the
microphone highly directional. If-you
grasp the mike stem and cover up any
vent, louvre, or hole with your hand,
you are defeating the acoustic chamber
which makes the microphone highly
directional. And, just by covering up
these portals, you are transforming the
mike into a non-directional or omni-
directional mike with a feedback level
so sensitive, that it will again defeat all
the power of your amplifier.

For maximum volume without feed-
back assure yourself of the following:

1) Reduce the bounce of sound off the
walls of the room.

2) Reduce the sound reflection from
behind you.

3) Place speakers in FRONT of the
microphones.

4) Choose highly directional smooth
frequency response microphones.

5) Keep the mikes from pointing in
the direction of the speakers.

6) Do not cover up any vent-holes on
the mike. .

7) Do not cup your hands over the
mike, or hold it too close to your face or
mouth. (Even your face, and especially
the cavity of your mouth can reflect
sound back into the mike, causing feed-
back!)

8) Use more and smaller speaker sys-
tems placed strategically in the room at
lower volume, rather than one or two
speakers which must be cranked up
very high to blast away across the room.

9) Use moderation, and realize, that
LOUDNESS of music certainly does not
make it better!

The College for Recording Arts proudly announces
the graduation of its latest advanced class of stu-
dents. Future employers, please note, that our stu-
dents had more than 500 hours of concentrated, and
no-nonsense instruction in the major areas of the
record/music industry, not only in recording en-
gineering. Please recognize that they are not 10-week
expert dial twirlers, but serious generalists with a
wide expertise not only in sound recording, but also
in publishing, the new copyright laws, business and
finance, a most thorough music course in the
anatomy of commercial recordings, and a host of
other subjects including disc mastering, packaging,
marketing, and promotion. Do yourself a favor when
a CRA graduate calls at your door. First thing, ask
to see the DIPLOMA. It represents the personal letter
of recommendation of myself and our staff. A Cer-
tificate of Completion is NOT enough. Only the
DIPLOMA is your assurance of hiring a good well-
trained person. If you have any questions, please do
call us for more details. A good attendance record is
your assurance of professionalism and punctuality.
If you have a special need, please drop us a line and
we will arrange for an interview with those we con-
sider best qualified for your job requirement.

For information, write to: COLLEGE FOR RE-
CORDING ARTS, 665 Harrison Street, San Fran-
cisco, CA 94107.
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Charliec Monk’s Music Row

There is a rumor that Johnny Rod-
riguez will be switching from Mercury
to CBS at contract time and will be pro-
duced by Billy Sherrill.

Floyd Cramer is no longer produced
by independent Owen Bradley, but by
his son Jerry, RCA’s Nashville chief.
Floyd cut Billy Joel’s high energy tune
Root Beer Rag.

Want a real “southern gospel” album?
Try Covered In Warmth with the
Happy Goodman Family (Howard,
Sister Vestal, Sam, Rusty and Johnny)
on Canaan. My son Collin and I are
crazy about Rusty’s tune John The Rev-
elator.

The Kenny Rogers-Dottie West album
may sell well if only because of the
cover picture. My compliments to the
photographer Gary Regester. Kenny
Rogers helped write two of the songs —
What's Wrong With Us Today with
Dottie and producer Larry Butler, and
Beautiful Lies with Alabama hillbilly
Milton Brown and Marriane Gordon
(Mrs. Rogers).

A very good progressive country
album is a 1972 A&M release The Last
of the Red Hot Burrito Bros. It includes
Six Days on the Road (Dave Dudley’s
first hit), a tune written by Carl and
Peanut Montgomery and an old oldie
written by Don Reno and Jimmy
Lunceford called Dixie Breakdown.

Casey Kelly and his wife Julie
Didier wrote the first track on Janie
Fricke’s first album. I am particularly
impressed with Janie’s performance of
Please Help Me I'm Falling, a standard
country tune from Don Robertson and
Hal Blair.

MCA'’s Ronnie Sessions has re-
corded Cash On Barrelhead, an oldie
written by Charlie and Ira Louvin.
The Louvin Brothers were a top act
until Ira was killed in a car accident.
Charlie has had many solo hits. One of
my favorites being See The Big Man
Cry written by Ed Bruce.

Byron Warner has been cast to co-
star with Jerry Reed in a TV film/pilot
for NBC called Good Ole Boys. Warner
plays Nashville’s top publisher while
Reed is an aspiring picker and singer.
(Somewhat an autobio).

Clean humorist Cotton Ivy has a new
album on Word titled Cotton Ivy, The
New Will Rogers. The album, produced
by Ken Harding, unfortunately sounds
too much like Jerry Clower but the
graphics are outstanding and I love Cot-
ton Ivy.

Mickey Newbury has a new ABC-
Hickory album with all newly written
tunes except an Alan Moore arrange-
ment of the old gospel favorite His Eye
Is On The Sparrow, the title tune.

Crystal Gayle relates why she
doesn’t sound as countryfied as big sis-
ter Loretta Lynn, “Loretta was raised in
Kentucky and I was raised in Wabash,
Indiana, so I have a Hoosier accent —
blended with the Nashville Sound.”
Crystal just recorded the old Julie Lon-
don goodie, Cry Me A River.

The winners in the International
Country Music Awards at Wembley,
England included: Dolly Parton (Best
Female Vocalist), Slim Whitman (Best
Male Vocalist), Statler Brothers (Best
Group) and Dolly’s sister Stella Parton
(Most Promising New Act).

After 32 years of dedicated service to
Acuff-Rose Publication, my buddy (and
Dean of Country Promo Men), Mel
Foree has been named Vice-President.

Charlie Calello dropped into town to
do tracks for an Englebert Humper-
dink session. Lucky writers to gett
tunes on the date were Ben Peters,
Jerry Fuller, Jerry Foster and Bill
Rice.

Bill Anderson dueted with “King”
Roy Acuff on I Wonder If God Likes
Country Music which will be included in
Anderson’s MCA album Love And Other
Sad Stories.

Producer Henry Jaffe and Ralph
Markowitz (Dinah! and Kraft Music
Hall) have signed a deal with the Gos-
pel Music Association that may bring
the Annual Dove Awards ceremony to
network tvee in November.

Dolly Parton has a new album of old
stuff on Monument. In The Beginning
features two of my favorites, Curly
Putnam’s Dumb Blonde and Put It Off
Until Tomorrow written by Dolly and
her uncle/mentor Bill Owens.

Things to say when you ain’t got
nothing else:

Conway Twitty’s Nashville home is
up for grabs for $525,000 — Jean Shep-
pard now records for Slim Williamson’s
Scorpion Records — Don Schlitz wrote
and recorded The Gambler — High Mof-
fatt recorded The Gambler — Charlie
Tango recorded The Gambler — Bobby
Bare recorded The Gambler in his new
album — Delbert McClinton wrote
Emmylou Harris’ Two More Bottles Of
Wine — Jerry Wallace is booked by Joe
Taylor — Ervine Woolsey is the new
country promo chief for ABC Records —
producer Nelson Larkin is the new head
of GRT Records in Music City — Razzy
Bailey who wrote 9,999,999 Tears Ago
signed as an artist with RCA — Jimmy
Buffett's Changes In Latitudes, Changes
in Attitudes has sold more than a mil-
lion copies — Betty Jones and Kelly
Bach wrote Dawn Chastain’s Never
Knew (How Much I Loved You 'Til 1
Lost You).

Jerry Reed
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Left to right at the Warner Bros. Records Thursday night party at the Nashville City Club: Barbara Farnsworth (V.P. Top Billing,
Inc.); comedian Jerry Clower; Billy Carter; Bob Merlis (WB’s director of publicity); and Robin Rothman (Warner Bros. Records
general manager).
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Pat Nelson and Gerry Wood of Billboard, Crystal Gayle
and Charlie Monk. The Happy Goodman Family
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Publisher Rap:

by Rich Wiseman

Almo/ Irving’s Chuck Kaye

“My concept
of publishing is that
you’re almost a
patron of the arts.”




Interview by Allan McDougall
and Len Latimer

There’s a small neon sign above the
piano in Chuck Kaye’s office that reads
“WRESTLE A LIVE NUDE PUBLISH-
ER.” The sign’s a laugh-getter, but it
also gets you thinking. At a strapping
six-foot-one, the high-energy president
of Almo/Irving Music Publishers, a divi-
sion of A&M Records, would be a tough
customer in a ring — literally and
figuratively.

With the exception of a 1972-5
“hiatus,” when he sailed his 45-foot
yacht around the Pacific, Charles B.
Kaye has skippered Almo/Irving since
its founding in 1966. In those days,
Almo/Irving (the Almo’s for A&M
cofounders Herb Alpert and Jerry Moss,
the Irving’s for Moss’ dad) was a “hold-
ing company, a shoebox, one file.” To-
day, Almo/Irving, together with its
foreign company, Rondor Music Inc. (for
Ronnie Moss and Dori Alpert; this is a
families affair) is ranked among the top
handful of music publishers with more
than 500 covers in 1977. Included in its
catalogue are songs by Peter Frampton,
Paul Williams, Brian Wilson, Bob Mar-
ley, Bill Withers, Supertramp, Styx and
Heatwave.

Kaye’s position as one of the most
successful and respected publishing fig-
ures in the country is somewhat re-
markable considering his age — only 37
— and the fact that even into his early
20s he was “fumbling around like a buf-
foon.” Credit his stepfather, none other
than publishing great Lester Sill, pres-
ident of Screen Gems/EMI Publishing,
for pointing him in a music business di-
rection.

“I was born in a musical trunk. Mv
father found two guys, Leiber and Stol-
ler, and Jerry Leiber lived with us for
two years. He wrote ‘Charley Brown’
and 'Yakkity Yak’ about my hassles
with my folks.

“So then my father found a guy
named Phil Spector. When Phil’s career
took off, they started Philles Records in
1963.

“At that point I was a college dropout.
I drove a cement truck, laid bricks. Fi-
nally my father gave me a job as a sec-
retary at Philles.”

But Kaye, who'd done a bit of inde-
pendent promotion work, didn’t stay
stuck in front of a typewriter for long.
He transferred to promotion; and, after
Spector and Sill split up and Spector
moved his offices to New York, Kaye
tagged along — as general manager.
The experience made his head do a 78
rpm spin.

“Philip gives me a cot and a black and
white TV and I'm living in my office.
Winter time, no kitchen, it was a
nightmare.

“There’s one story that was a classic.
I’'m interviewing this very professional

secretary in my office bedroom, and I
have on a sharkskin suit, with no shirt.
It’s the middle of winter, this company’s
really hot with the Ronettes and the
Crystals, I'm a hot record man, and I
can’t get it together to get my laundry.
So this woman looks at me and says,
‘What are you doing here, what is this
place?” ‘Well, the record business,’ I
answer. And she ran out of there, man.”

Kaye didn’t last so long himself. He
returned to Los Angeles at the invita-
tion of Don Kirshner, going to work for
Dimension Records, an offshoot of
Kirshner’s and Al Nevins’ Aldon Music.
There Kaye rubbed shoulders with the
likes of Barry Mann, Carole King and
Neil Sedaka and learned about publish-
ing from Kirshner, Nevins and Lou
Adler, who he described as “really the
best — they initiated a new world of
publishing.”

When Kirshner sold out to Columbia
Pictures, the music publishing end
came to be known as Screen Gems/
Columbia Music. Kaye worked for
Adler, a vice president, until Adler left
to become an independent producer.
Kaye then became West Coast Director,
signing up the likes of David Gates,
Stephen Stills and Richie Furay and
hustling “all of the best songs of the
Sixties.”

Still, by 1965, Kaye said life at
Screen Gems had come to be a bore.
Looking to “make my career move,” he
started talking with Jerry Moss, who
he’d known since his independent song-
plugging days. “Moss and I had gotten
pretty tight. I had turned him on to
some songs, and | was always hustling
Herbie (Alpert). Then Moss said he
wanted to start a publishing company.
Obviously they had copyrights with the
Tijuana Brass, so we negotiated a deal.”

Was it difficult making the move
from songplugger to publishing
executive?

Having had experience in romancing
disc jockeys was a great asset when I
first went into publishing because I'd
approach producers as if they were disc
jockeys. Except producers need what
you have and disc jockeys don’t want
you basically.

Were you prepared for the ad-
ministrative challenge at Almo/
Irving?

I had been great at running songs at
Screen Gems; the street was it for me. [
loved it, loved it! I had no idea about
contracts. I spent the first two months
reading them. I gradually got into it,
and it just started. My first hit was by a
girl named Ruth Ann Friedman,
“Windy,” the Association hit.

Didn’t Paul Williams figure into
the early days of Almo/Irving?

Yes. I've got a great story about him
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Chuck Kaye continued

and Biff Rose. One day Biff walked in,
hysterically funny, played eight songs
and just breaks me up. So I sign the
songs, gave him whatever monies I did
and he’s gone to buy a piano.

The next day my secretary buzzes me
and says there’s a guy named Paul Wil-
liams here. So Paul comes in. He’s got a
little Levi’s jacket on and bow tie, blond
hair down to his shoulders, and glasses.
He must be all of 4’ 3”. Anyway, he’s
got a big grin on his face and he says, “I
wrote half of those songs, where's my
money?”

I was real pissed at first, but the guy
was so highly charming that we dis-
cussed it and we both got pissed at Biff.
So I squared with Paul, gave him the
bucks. I really dug his music.

Meantime I had this big guy around,
Roger Nichols. I knew Roger had great
melodies, but didn’t know what to do
with them. So I put Paul and Roger to-
gether, two of the most unlikely looking
guys in the world.

I was still all legs in those days. I
began pounding everybody over the
head with their stuff. You couldn’t dis-
like it, so we started to get a lot of rec-
ords. Then the We've Only Just Begun
commercial came along. It was then
that we knew we’d won.

You’ve played the match game
other times and won.

I brought Richard Kerr out here from
England. Matched him with Will Jen-
nings, who used to teach French and the
Classics at the University of Texas, be-
fore he took off for Nashville to become
a songwriter. Their song, Looks Like We
Made It, was No. 1 for Barry Manilow.

The job is creative. It’s putting the
pieces together.

Lots of others try to put the pieces
together and don’t make it.

It’s not easy, man. But we've got an
incredible staff here. Lance Freed, Alan
Freed’s son, is my vice president. I
stole him from Jerry Moss .. . he’s re-
ally talented. My half brother, Joel Sill,
is professional director, handling the
creative department. He’s cut hit rec-
ords, put together hit soundtracks, done
music for films.

Talk a little bit about your film
connection. You were one of the first
pop publishers to get involved with
films.

The first time that that whole thing
ever came together was at Screen Gems.
I learned a lot there. At Almo/Irving,
Brian de Palma came in one day in
1970 with Phantom of the Paradise. 1
put Paul Williams on the project. Then I
left in 1972. When I got back I was sur-
prised to death to see that Paul had re-
written it and was starring in it. Yeah,

I was way ahead of the game on that
score.

How do you operate in terms of
your staff writers?

We try to stay on top of them as much
as we can, match them up, give them
assignments. We have casting meetings
every week. Last week we worked over
Linda Ronstadt — we just got a Tom
Jans song to her. We're working hard
on Rod Stewart.

My concept of publishing is that
you're almost a patron of the arts.
You're in business to develop artists.
You give them money, get records for
them, you have to build their career any
way you can, whether it be movies or
record deals. I wheel and deal any way |
have to. And when they score, then you
own the publishing.

What percent of your business

“Publishers blew it
a long time ago.
They sold out to the
record companies.”

today is comprised of self-contained
artist/writers?

About 60%.

Given that figure, do you see the
role of publishers changing?

You have to involve yourself quicker
with artists. We handle their affairs.

Like Peter Frampton?

Exactly. We got involved with Peter
after he dissolved Humble Pie and went
out on his own. Both Jerry and myself
came up with the bread when he need-
ed it.

As I said, publishing today is crea-
tive. I do business with everybody,
everywhere possible. I've got Bob Mar-
ley and the Wailers on Island, Alan
Parsons on Arista, Wendy Waldman
and Eugene Record on Warner Bros.

What can you do about a writer/
artist who'’s afraid to give up his

publishing, because a record com-
pany may want it?

I'll make a record deal for him. That’s
part of my job.

Do you feel obligated to give A&M
first crack at an act you've signed?
This is tricky stuff. A while back I

made a deal with Russ Regan (past
president of 20th Century Records). He
said, “Why didn’t A&M want it?” [ said,
“Basically it isn’t for A&M, this particu-
lar act and idea is the best for you.”
That was true. But as president of this
division there’s an obvious responsibil-
ity to the corporation.

How do you feel about the new
copyright law?

Fair.

It seems that publishers have their
hands tied when it comes to pushing
for higher mechanical rates, con-
sidering the largest publishers are
record company-owned, and the
record companies would have the
most to lose.

That’s exactly it. There’s nothing we
can do. Publishers blew it a long time
ago. They sold out to the record com-
panies. They control us.

Getting back to your staff, who lis-
tens to unsolicited tapes? Do you
welcome them?

Curry Tjader, Cal’s brother, is our
screener. And, yes, send in your tapes
— with lyric sheets. We listen to them
all. You're not going to believe this, but
Heatwave came to us through the
mails, through the mails! Their first
album has sold two million.

What advice do you have for
fledgling songwriters?

Learn from the masters, the Stevie
Wonders and Carole Kings. You have to
copy to understand form, structure. But
at a certain point, you must find your
own space and your own creativity.
Then you will develop. Yet you must re-
late to the commercial aspects. To me,
commerciality is not a degradation. For
me, brilliance comes when people like
Paul and Roger sit down with an idea,
and within a three-minute period bring
tears to your eyes or laughs to your
heart.

But the first thing a serious song-
writer must do is move to New York,
Los Angeles or Nashville — one of the
musical centers. Sending tapes to pub-
lishers from Wyoming is real tough.
You've got to do what Will Jennings
did. He went to Nashville, hung out,
starved, scuffled, but was good and got
it together. He’ll be wealthy and valu-
able to the industry some day.

Again, songwriters just have to know
where to go. The path is clear cut —
they need a publisher. Writers need a
publisher today more than ever.



“publishing today is creative...

I do business with everybody,
everywhere possible.”




¢ have a panel of 6 guys in town and

I play them my tunes. If two of these
guys hate it then I know I’m in. 99

by Paul August



" Peter McCann won a college glee club
scholarship from the Jesuit priests,
formed a rock group, moved to Holly-
wood, disbanded his band, got a job he
never knew existed, and recorded a top
ten song that was banned in Dubuque,
Iowa, and Bismarck, North Dakota: Do
You Wanna Make Love.

A newcomer to the ranks of successful
songwriters, McCann is 30 years old and
still in the struggle phase of his career.
Jennifer Warnes recorded his first hit
tune, Right Time of the Night.

Let’s start with direct questions.
Was it a tough climb to become a
successful songwriter?

It wasn'’t hard at all. The way I tell it,
it was a real struggle but I never had to
get a day job. People exaggerate hard-
ships. I grew up in Bridgeport, Connect-
icut. It’s a tough, street fighting, indus-
trial town. I was one of the few people to
come out of my neighborhood with a col-
lege degree. I had a glee club scholar-
ship at a small Catholic college in Fair-
field, Connecticut. We did 30 concerts a
year and I sang 30 hours each week. It
was a great way to go through school.

Did you also play in bands?

Yes. Even in high school, from the
time I was in boy scouts in 1962, I was
always in a group. After college there
wasn’t anything to do so I decided to
give music a shot. We had a band called
“Repairs.” A year after college we re-
corded for Motown, doing two albums
with Andrew Loog Oldham, who also
worked with the Stones. I was continu-
ally apologizing to our band for my
songwriting ability. I was the worst
player and I wrote the most stuff. I had
to start somewhere.

The group broke up?

We lost two members in 1973 and de-
cided to come out to L.A. While living in
Connecticut, we could perform when we
wanted and make enough money to live.
In September of 1974 we came to L.A.
but we weren't getting anywhere.

So it was basically six nights a
week in L.A. clubs?

Oh God yes. I'm not built for that. It
takes all your energy and you can’t
write. God bless anyone who can do it. I
did it for two weeks and said, “that’s it.”

Were you a very prolific writer at
this time?

No. I'd write one song every two
months. I just didn’'t know how to write.
When I finished a song it was an event.
Any creative spark, carried through to a
certain point, was a work of art. You
didn’t touch it or criticize it. I really
didn’t have a clue about writing. No-
body was buying my writing or perform-
ing.

How were you paying the bills?

Money from the band always paid the
bills. We were communal in finances
but private in every other way. And, we
managed our money well. I'll never for-
get driving back through Montana and
stopping in Las Vegas. We had $12,000
from the gigs we played up north. I gave
everybody ten bucks. That money paid
the rent and we were always ahead.

No major arguments over money?

The only arguments we had were
about directions in music or rehearsal
time. You have to love the group if you
work with the same people for five
years, on the verge of success or total
failure.

You married in 1974. The Motown
deal was over. There’s two members
missing.

Right. Everybody was going in dif-
ferent directions so we broke up. The
classic “one of a kind” story. We had
been together for five years.
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