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Beautiful, Hand Copied Lead Sheets . . . Only $13%

Use for showing or copyrighting your songs!

Our copyists make beautiful, precise, handcopied lead sheets for
many of the major music publishers. And they can do the same for
you. Simply send us a simple demo of your song (reel to reel, or
cassette), with voice and either piano or guitar, and a lyric sheet, and we'll
do the rest. If you have a chord sheet, that would be helpful, but isn’t essential.
Specify names of writers, title of song, copyright notation, if any,

i.e. © 1975 by John Doe), and any other information you want on the lead
sheet. That's all we need to send you a master copy of your song. You
can make your own copies from the master, or we’ll make copies for
you for 30 cents apiece. Include check or money order for $13 per
song payable to Music House.
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HOUSE

Post Office Box 4577
No. Hollywood, Ca. 91607




August 1978 e Vol. 3, No. 11 ¢ Price $1.25/812.
P.O. Box 3510 Hollywood, Ca. 90028 Phone (213) 464-SONG

Songwriters Block

Bill Conti Tin Pan Alley

e Songwriter
interview: Bill Conti — Page 24
“Killer" Conti takes off his gloves for a no-holds-barred look at the
art and angst of film scoring. by Rich Wiseman
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GHS
Pio-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

P Sormala

GUITAR

R“ g/IS strings

The string specialists

2813 Wilber Avenue
Battle Creek., Michigan 49015




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
with Guitar and 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
Tom Holbrook

Specify: Reel-To-Reel Tape, or Cassette
Sample Tape $3.00 R-R or Cassette

~ P.O. Box 545, Ojai, CA 93023
Phone: (805) 646-5067 Prompt Service
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Tanya Tucker, writer/singer of Save Me, theme song of the
Save the Seals campaign (of which she’s honorary national
chairperson), pauses with other ocean-going friends at
Marine World, in Redwood City, Calif.

Jerry Goldstein is a rock producer/writer whose writing
credits date back to the Angels’ My Boyfriend’s Back. Today
he produces War. Tanya Tucker is — or was — primarily a
country singer who sang about delta dawns.

Today, Goldstein produces Tucker, and Tanya is managed
by Far Out Productions, which Goldstein runs with partner
Steve Gold. “Tanya and her father, Bo, had been searching
for a crossover producer,” explained one Far Out official.
“They had the realization that there is life after country.”

There’s plenty of life on Tanya’s next album. Rockers in-
clude Heartbreak Hotel and Buddy Holly's Not Fade Away
(for more on Holly, see “Hooks and Platters”). She also wails
on Angel From Montgomery, written by John Prine,
Songwriter’s September interview subject.

As this is being written, 19-year-old Tucker is branching
out even further — she’s filming a made-for-TV movie for
Motown Productions at Universal, for which she’s written a
song. She plays “an ingenue who steals the show.” How’s
that for casting? ¥

EXPO UPDATE: Just a reminder that Songwriter Expo 11
will take place August 19 and 20 at Hollywood’s Immacu-
late Heart College, just a skip away from the Fern Dell area
of Griffith Park. According to John Braheny, who, along
with Len Chandler, are the principals in the sponsoring
Alternative Chorus/Songwriters Showcase: “Many of last
year’s highlights will be repeated, such as in-person pub-
lisher song evaluations (bring one song per cassette for
evaluation), workshops, seminars on marketing your songs,
industry overviews, alternative incomes for writers, con-
tract negotiations and other topics.

“There will be a new seminar on producing and market-
ing your own records, conducted by Music Works publisher
Diane Rapaport. There will be classes in lyric writing,
composition and performance. All the classes, seminars and
workshops will be conducted by top music industry profes-
sionals.”

Braheny added that the BMI-sponsored AC/SS is en-
couraging representatives from songwriter associations
around the country to come to the expo and discuss “a coali-
tion of those organizations for educational exchange.”

Fee for the weekend, including a free songwriter re-
sources guide, is $20 at the event and $17 if you preregister,
continued on page 10



Who s Who

by Pat and Pete Luboff

,,4.)‘/"1; CANADA

Wayne Patton, director of
publishing

April Music (Canada) Ltd. (CAPAC)
Blackwood Music (Canada) Ltd.
(PRO-CAN)

1121 Leslie St.

Don Miills, Ontario M3C 2J9

(416) 447-3311

April-Blackwood is a CBS Music
Publishing company. Other CBS
companies are CBS Radio and TV,
CBS Records, Columbia Records,
Epic Records and Portrait Records

Other Offices: Quebec; worldwide
representation

Wayne Patton began working in the
music business 11 years ago in the
warehouse at Capitol Records. In two
years, he advanced to assistant to Paul
White, director of A&R, a post Wayne
occupied for four years. He moved to
MCA Canada, where he was profes-
sional manager for two and a half years.
Wayne has been director of publishing
at April-Blackwood for two and a half
years.

April-Blackwood Canadian writers
include Fosterchild, a group from Cal-
gary that’s had two successful singles, I
Need Somebody Tonight and Until We
Meet Again; Zon on CBS, Mitchell Hell-
field and his group Hellfield, ex-Lazarus
member Billie Hughes; and French/
Canadian band Harmonium, with over
200,000 records sold in Quebec alone.

The writers of You Can’t Dance, Tim
Ryan and Bob Yoeman from the group
Jackson Hawke, have had their song
covered by Rick Nelson and England
Dan and John Ford Coley. April-
Blackwood Canada also represents K.C.
and the Sunshine Band’s Sherlyn
Music, the Mighty Three catalog, coun-
try greats Foster and Rice’s songs, and
Frank Music, which contains standards
such as Yellow Bird.

Wayne gives credit to Luc Martel,
who runs the Quebec office; Executive
Vice President Jack Robertson, who
helps in the direction of the company,
and Vivian Hicks, who does the admin-
istrative work.

Because of the Canadian Content rul-
ing, which states that 30% of the songs
continued on page 12
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Most likely you've heard about Song Plugger, the music publisher's
tipsheet newsletter. It's the only “artist contact” newsletter of its kind
o a)nd it works! (Over 90% of our subscribers renew time after
time.

Every two wesks we contact the “soon to record” artists and
producers in the recording industry and report to our subscribers 15
to 18 upcoming sessions. We tell you the artist, label, producer,
contact address, song casting info, and studio schedule.
Additionally, our “best chart shots" lists 15 to 20 current hit artists
who record outside material. And again we report the producer and
contact address.

From Glen Campbell to Linda Ronstadt . . . Johnny Mathis to
Diana Ross . . . we report all the top artists . . . but the new,
upcoming acts — recently signed — are our real specialty. They're
the ones you don't usually hear about until they’re on the charts.
And each and every one of the acts we report needs songs.

Song Plugger, though, is only for the pros . . . it's not mass
distributed by design. Our subscribers include MCA, UA Music,
Chappell, Screen Gems, ABC/Dunhill, Columbia Records, etc., etc.,
etc. If you're a pro and wish to receive Song Plugger via first class
mail every two weeks, simply fill out and mail the coupon below.
(Because of the confidentiality of Song Plugger, we do not offer
sample issues )

LOUOOUOOO00O0O0O0000000000O0O0O00o0ooo0aa

Cut and mail to:

§ongPlugger :

P O Box 3839 Hollywood, Ca. 90028

[J Yes! Please enter my subscription to Song Plugger.
My check is enclosed for the rate and term checked below.

: O 6 months............cuone.... 13 iSSUES...ccvvvveirinnn, $55.00 ;
L] J1year .o, 26 issues.................... $100.00 =
: Name :
i Company :
: Address ;
: City State Zip :
] Signature Phone Number (]
LUOUUOOO0O0000000 000000000000 00000000
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Abashed with Cash

Dear Songuwriter:

Recently, [ sent a cassette recording
of one of my songs to Johnny Cash, c/o
House of Cash, Inc. at the company’s
Hendersonville, Tenn., P.O. box. | espe-
cially wanted a review of the song by
Mr. Cash since I believe this particular
song to be in keeping with his singing
style and lifestyle. I have read Mr.
Cash’s book, “Man in Black,” and I was
impressed by his spiritual recovery and
his concern for others. It was my hope
that sometime in the future my song
would reach Mr. Cash. However, my
package was returned unopened and
stamped “unsolicited material, return to
sender.”

Disappointed, I called House of Cash
to express my concern of this event and
to find out why my cassette had been
returned. I asked the person who an-
swered the phone if I could speak to the

“What's the matter? . ..

person in charge, and, after a few mo-
ments, she returned and asked what it
was about. I made my mistake by tell-
ing her. She then decided to handle the
call herself, saying they don’t accept
any recordings and automatically re-
turn them to sender. She told me (in my
opinion very rudely) that Mr. Cash is
far too busy to listen to any unsolicited
songs and that it was on Mr. Cash’s
guidelines that they were following this
procedure. When I suggested that
surely as big a star as Mr. Cash is and
as much money as he must have that he
surely should have someone to review
new material for him, she just laughed
and stated that there was no one. She
also told me that they are not a pub-
lisher and that since I lived in North
Carolina to go to Arthur Smith in Char-
lotte, N.C. (I do not wish to do business
with Arthur Smith.)

When I stated that I think this proce-
dure is very bad for Mr. Cash’s image

and that I may take this issue turther,
she laughed again and said she didn’t
care who I told about it or where I took
this information, at which time she
hung up.

Needless to say, I was both frustrated
and furious with her attitude. I realize
that there are many, many “trials and
tribulations” in life and in the music
business. | also realize that House of
Cash, Inc. is only one concern and that
my future as a songwriter does not rest
with them. I wanted to tell you about
this, however, since I may save someone
else the time, effort, expense and emo-
tion that I spent sending my work to
House of Cash.

Margaret E. Miles
Cary, N.C.

We talked to Reba Hancock, general
manager of House of Cash, who ex-
pressed concern about the rude handling

OSlharps @nd Flats

by Alex Granado
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Was it something I wrote?”



you allege, stating, Songwriters are
very important to us. We try to be espe-
cially tactful with new writers.” She did
confirm that most unsolicited tapes are
returned unopened, because "We receive
hundreds each week and we don’t have
the staff to review them all.” However,
she added she would accept phone calls
and respond to query letters, “and if it’s
a song written just for John, I'll say
‘Send it in — I'll listen.”” As for Arthur
Smith in Charlotte, Ms. Hancock said
his Clay Music administers both House
of Cash and Song of Cash and her stuff
often refers tapes to him for evaluation.
She summed up: “"Far from discourag-
ing writers, we'd like to encourage
them!”

As for our two cents’ worth, always
call or write a publisher before you send
in an unsolicited tape to make sure it
will, indeed, be listened to. You save
yourself time, money - and, yes, frustra-
tion.

Q&A: Lead Sheets

Dear Songwriter:

I'd like you to suggest measures to
effectively cut down the time and
drudgery it takes to manufacture lead
sheets. Tediously doing all the notes for
an intricate jazzy piece drains energies |
could be directing into creative output,
and wastes time that could more profit-
ably be spent in other activities.

Matt Armstrong
Telluride, Co.

Many songwriters overdo their lead
sheets, getting too intricate in specifying
rhythmic patterns, etc. Your lead sheet
need only be a guide. So keep it simple.
A one-note treble clef melodic line with
chord charts and lyrics will suffice.

For a professional, neat, attractive
lead sheet, you might also consider hir-
ing out a lead sheet copyist ($10 to $20
per composition), if you can spare the
dough.

Sky Is Falling Dept.

Dear Songwriter:

I subscribed to your magazine at the
suggestion of a teacher (male) and am
extremely disappointed in it. I am a
woman trying to make it as a songwrit-
er and as such I would like to relate to
women who have made it — what they

had to go through, what they have to
say as suggestions go — just, in general,
lots more articles written by women
songwriters. And if you could be so ter-
ribly revolutionary, a woman making
one of your covers would be nice.
Women do hold up half the sky, you
know (or maybe you don’t know).

Amanda, an angry feminist
Los Angeles, Calif.

You'll want to check out our cover in-
terviews with Cynthia Weil (and Barry
Mann, August, 1976), Melissa Manches-
ter (December, 1976), Carol Bayer Sager
(May, 1977}, Janis Ian (November,
1977) and — in this issue — the feature
by Allee Willis, one of the industry's
most promising writers.

Q&A: Song Pacts

Dear Songuwriter:

I have been performing my original
music in clubs and concerts regionally
for several years. Recently I was ap-
proached by a band that has secured a
recording contract. They would like to
put a few of my songs on their first al-
bum. I want to retain the rights to my
songs but also want to keep the legal
arrangements as simple as possible.
Please give me examples of the agree-
ments which should be drawn up be-
tween the group and myself.

Skip Cramer
Lewistown, Penn.

You need not enter into any agreement
with any recording artist. The only sign-
ing you have to do is with a publisher.
And that publisher can be you. For ev-
erything you want to know about start-
ing your own publishing company, refer
to "How to Start Your Own Publishing
Company” in the January, 1978, issue of
Songwriter.

From the Sidelines

Dear Mr. or Ms.:

I am trying out your magazine in my
never-ending quest to “make it” in the
muzik biz. When I say “make it,” don't
get me wrong — [ am not some upstart
singer/songwriter with half a month of
voice lessons and half a life of longing
for the limelight. I don’t need to be a
supernova. What I'd like is to earn my
bread with what I love to do most —
write music. 1 have been so close to

signing contracts with Columbia, have
sat in the offices of the honchos (e.g.
Phil Ramone, John Hammond Sr.). |
have gotten rave reviews from these
folks, but no green things.

Why? Musically speaking, there was
no box that Phil Ramone could put me
in ... or any of the record companies.
They loved the stuff, but how to market
it? Does everyone want only to boogie
from dawn till dusk? Must there always
be a simple two-word answer for “What
kind of stuff do you write?”

Where do poor talented folk like me
turn to make a living in the music
world? If it’s not immediately a hit
single or two and a half minutes long,
or not simple enough harmonically or
rhythmically, can it be that — even
though there are many people who
would give their ears to hear it — it is
not a song? And, it I bleed, did they
prick me?

Why not write some articles about the
“outskirts” of the music biz. Where do I
go? 1 hope your magazine pans out bet-
ter than the first issue I received.

Tobie Shapiro
Berkeley, Calif.

Don’t despuir, Tobie! Though you
haven’t tried to describe the type of
music you write, the facts that you've
been “so close to signing contracts with
Columbia” and have drawn “raves” from
the likes of such tuned-in producers as
Phil Ramone indicate to us your music
couldn’t be that far afield from what’s
continued on next page
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Melodyv Lines

continued

selling today. So before you talk alterna-
tives, ask yourself a hard question: how
persistent have I really been in getting
myself a record/publishing deal? If
you're as intense and devoted to your
music as you sound, why aren’t you in
Los Angeles or New York, where you
could play the hoot circuits (developing a
following is a good way to interest a rec-
ord company) and plug your music in
person to publishers, producers and rec-
ord company A&R men? What you need
to do, finally, is change your attitude.
Take heart in the kind words that have
been directed your way, use them as
psychological fuel, and motor on witn an
“I'll show them” approach!

Chuckle Corner

"Now where was

Dear Songwriter:

Enclosed is a bit of humor for you and
all my friends who live music too. This
is a small tribute for the chance we all
have in the American Song Festival
contest.

Viola Lloyd Sloop
Miami, Fla.

Looks like Donna, our subscription
person, handling the day’s mail! By the
way, since you mention the American
Song Festival, let us clear up a miscon-
ception that exists among a few of our
readers (judging by our mail): Song-
writer, published by the Len Latimer
Organization, has never been affiliated

with ASF!

Q&A: “Who’s Who”

Dear Songwriter:

Can you please tell me how long after
a person appears in your “Who’s Who”
column will he still listen to that type of
material?

Joseph Smith
Brooklyn, N.Y.

It varies. One guideline we recom-
mend: before submitting a tape to some-
one who was listed more than three
months before, write ahead to make sure
he or she is a) still at that company (re-
member, this business is a game of mus-

o the song I lired?”

ical chairs in more ways than one) and
b) it’s still OK to send in unsolicited
tapes.

SESAC Correction

Dear Songuwriter:

In your May issue, Richard Contri of
New York City asked for an explana-
tion concerning the differences between
the Harry Fox Agency, BMI, ASCAP
and SESAC. Your magazine’s reply
stated that “BMI, ASCAP and SESAC
are strictly performance organizations.”
Not true. ASCAP and BMI do represent
only performance rights. SESAC, on the
other hand, in addition to performance
rights, represents mechanical and syn-
chronization rights.

W. F. Myers
Vice President
SESAC Inc.
New York, N.Y.

Q&A: Recording Rights

Dear Sir:

Would I lose the right to record a song
of mine, if it were sold to a publisher
who would normally have another artist
record it?

Wayne Lundell
Minneapolis, Minn.

No. According to the copyright law, a
publisher has the right to grant or deny
the licensing of a first recording of a par-
ticular song only. After that you — or
anyone else — can record away.

Success Stories

Dear Sirs:

I'm writing you because Songwriter is
a major text in my songwriting class.
Your basic rules of tenacity, fresh im-
agery, prosody are the best of guide-
lines, and we follow meticulously the
techniques you teach every issue.
Things really “paid off” when one of my
students, Tom Detweiler, won an award
in the American Song Festival for his
song, Sweet, Sweet Lies.

Thanks for the incentive you give us
all!

Dr. Morris J. Lawrence, Jr.
Washtenaw Community College
Ann Arbor, Mich.

Dear Sir:

Thought you might like to know how
one of your charter subscribers has
fared in the music business.

I have received an exclusive contract
with Rick Hall’'s Fame Publishing Co.
and have had the opportunity to work
with such fine artists as Marie Osmond,

Mac Davis, Bobbie Gentry, Dobie Grey,
Wilson Pickett and Mac McAnally.

I am currently in the process of set-
ting up my own BMI publishing com-
pany. I have already got my own record
company, Midnight Rose Records, off
the ground with an April release.

I am not saying that I could not have
done it without Songwriter, but I must
admit it was a great source of inspira-
tion.

J.R. Barrett
Barrett Productions
Tupelo, Miss.

(Daoore Tooremo

If you've been a regular reader of
Songwriter, you've probably been notic-
ing changes in the magazine’s appear-
ance, content and staff box over the last
few issues.

Since I'm one of the changes, let me in-
troduce myself: 'm Rich Wiseman,
Songwriter managing editor No.2 and a
former Rolling Stone music editor, Los
Angeles Times copy editor and freelance
writer.

In fits and jerks, I've also written
songs and performed them along Los
Angeles’ hoot circuit and at Songwriters
Resources and Services’ song evaluation
workshops (I'm an SRS member). So I
bring to this job not only a fair degree of
Journalistic experience, but also a special
interest in songwriting and a feeling of
oneship with and empathy for the fledg-
ling songwriter.

Early in our talks, Publisher|Editor
Len Latimer and I agreed that Song-
writer should never become stagnant,
that it should reflect, inspire and chal-
lenge you, our reader. In keeping with
that aim, we've already made several
editorial changes, instituting "Melody
Lines,” our letters/@Q and A column, in
the last issue; and premiering two more
columns in this issue.

“Open Mike” is our combination soap-
box/beefbox/my turn column, featuring a
different writer each issue. We solicit
columns from anyone and everyone on
any topic or experience that songwriters
can relate to. Reader Lou Stevens’ ac-
count of how he started a songwriters
showcase makes for'an ideal kickoff
column.

“Hooks and Platters” is our review
column. As this month’s offering indi-
cates, we’ll be running not only album
reviews, but also concert and occasional
movie and stage reviews. Again, we
want to hear from you! We’ll pay $20 per
published concert review (300 words or
so) and $10 per LP review (150 words
maximum).

Now . .. back to plotting more sur-
prises!

- Rich Wiseman



WRITE ON!

Your Lyrics Could Win You A Contract From Prestigious

APRIL/BLACKWOOD MUSIC

You know how hard it is for a lyricist to get a break . . .
just getting a pro to read your lyrics is a hassle. Well, if you
want to have your words read and judged by the “right”
people. LYRIC COMPETITION V is designed just for
vou.There are over 650 cash prizes to be distributed. with
more than $10.000 in cash to be awarded to talented
lyricists. And the Grand Prize Winner will receive a
$1.250.00 cash award. as well as a much-sought-after
contract offer from APRIL/BLACKWOOD MUSIC! This
contract offer includes the option of having one of
APRIL/BLACKWOOD'S composers writing an original
melody to accompany your winning lyric!

APRIL/BLACKWOOD MUSIC is one of the most
prestigious music publishing firms in the world. Part of the
CBS music family. which includes Columbia, Epic. and
Portrait Records, APRIL/BLACKWOOD has an impres-
sive roster of successful writers such as Billy Joel, Dave
Mason. Laura Nyro, Foster and Rice, Al Kasha and Joel
Hirschhorn. Lamont Dozier, Mike Post and Melanie. They
not only have offices in Los Angeles. New York, and
Nashville. but also in over twenty countries around the
world.

LYRIC COMPETITION V —

Mail to:

LYRIC COMPETITION V

The American Song Festival®
5900 Wilshire Blvd. West Pavilion
Los Angeles, CA 90036

((d

Phone (213) 937-7370

A presentation of Sterling Recreation Organization
©1978 American Song Festival, Inc.

YES. 1am interested in finding out more about the Lyric Competition
V. Please send me complete information and Official Entry Form.

LYRIC COMPETITION V is sponsored by the
American Song Festival who, in their first five years. has
awarded the most cash ever in creative competitions . . .
wer HALEF A MILLION DOLLARS. But even more
important. they've provided the opportunity to deserving
lyricists and composers to have their material discovered
and recorded by some of the world's premier recording
artists such as Barbra Streisand. Barry Manilow. Helen
Reddy. Jose Feliciano, Cher, Hall & Oates. Tony Orlando.
Ray Charles, Hank Williams, Jr., The Oak Ridge Boys,
Johnny Mathis. Joe Stampley, and Bobby Goldsboro. In
addition, entrants in our competitions have had their
material signed to major music publishers which include
APRIL/BLACKWOOD, CHAPPELL, FAMOUS, AL
GALLICO, MCA, UNITED ARTISTS. and 20TH
CENTURY.

So sharpen your pencils and find out how you can get
your lyrics to the difficult-to-get-to people. To obtain all
the information about LYRIC COMPETITION V, simply
fill in the coupon below and mail it to us today. We'll send
you all the particulars on how you can get closer to your
dream with every word you write.

IT COULD BE THE BREAK YOU'VE BEEN LOOKING FOR!

NAME:
ADDRESS:
_ZIP:

CITY: STATE:



74 book for every songwriter!

SUCCESSFUL
SONGWRITING

by CarlE. Bolte, Jr.

34 chapters of help and guicance through your
exciting world of words and rrusic. All 206 pages
packed with answers fo questions you may never
have thought fo ask but are important for your
success in this music business.

SUCCESSFUL SONGWRITING is a valuable how-to
reference sparked with insights and fun to read.
The author, a songwiiter, ASCAP member, and
Conservatory instructor, wiites from experience

to help you plot, plan, and create for personal
success. In paperback; $10.00.

Get your act together with the SONG-
WRITER'S CREATIVE MATRIX. Double-check
your song’s necessary elements, then put
your creation on paper. The MATRIX in-
cludes complete instructions and 25 work
sheets. $12.50.

Save $1.50 and order both SUCCESSFUL SONG-
WRITING and MATRIX. When ordered together,
$21.00. Tax and shipping are included.

HOLLY PRODUCTIONS
Department K
3548 Wyoming Street
Kansas City, Mo. 6411

j Next month in \

Angel from Montgomery, Sam Stone,
Donald and Lydia, Hello in There, Paradise

€e (od knows what
| would have done
if | had any
ambition. 39

Stevie Wonder was guest of honor at the Los Angeles Pub-
lic Library June 19 for the opening of the Stevie Wonder
exhibit. Stevie kicked off the exhibit (which ran through July
15 and featured publicity scrapbook entries, sheet music and
various awards) with an impromtu rendition of You Are the
Sunshine of My Life. That very sentiment was expressed — in
Braille - on a plaque that ASCAP’s John Mahan presented
to Wonder (above).

sending your check or money order to AC/SS, 943 N. Palm,
Los Angeles, CA 90069. For more information, call (213)
655-7780. Needless to say, Songwriter will be there!

A

Meanwhile, on the East Coast, Songwriter Seminars and
Workshops is now accepting applications for its 11-session
fall cycle, which will get underway in mid-September. The
talent development firm, active in song and artist place-
ment, provides craft-sharpening and music business know-
how services to new and experienced songwriters and
singer/songwriters desiring a record label affiliation. The
company is headed by Ted Lehrman and Libby Bush. Vi-
tals: 119 W. 57th St., New York, NY 10019, (212) 265-1853.

-

The most performed BMI song during 1977 was Allen
Toussaint’s Southern Nights. Toussaint and 139 other
writers and 95 publishers recently received Citations of
Achievement for the most performed songs in the BMI rep-
ertoire for 1977. Other top writer award winners, with two
awards each, included Abba’s Benny Andersson and
Bjorn Ulvaeus, Stephen Bishop, Barry Manilow,
Jimmy Buffett, Barry Mann, Christine McVie, Kenny
Gamble and Leon Huff, Barry Gibb, Alice Cooper,
Carole Bayer Sager and Norman Whitfield.

While on the subject of BMI, the performing rights group
is offering “I Am Woman,” a 56-page tribute to women in
music, free upon request. Included in the special issue of
BMI'’s magazine, The Many Worlds of Music, are biog-
raphies and pictures of more than 100 outstanding female
songwriters. For a copy, write: Russell Sanjek, BMI, 40 W.
57th St., New York, NY 10019.

‘,

In this era of platinum-plus do you realize that there were
only three 1977 RIAA-certified platinum singles (more than
a million units)? You Light Up My Life, which has lit up
writer Joe Brooks’ wallet, led the way; to date, it’s sold a
whopping three million copies. Other qualifiers were Rose
Royce’s Car Wash and Heatwave’s Boogie Nights.

A

Attention, songwriter groups: "Free Verse” wants to hear
from you! Drop us a line at Songwriter and give us the perti-
nent details about your organization. In this column we’ll
spotlight you, recount your recent activities and plug your
upcoming ones. Only thing we ask is that if you want us to
publicize a specific meeting, showcase, etc., we need at least
50 days advance notice because of our printing schedule.



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-controlied two-speed
fan. It's only 5'4" high and weighs just 35 Ibs.

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 |BL.

WQ B lﬁngﬁnﬂrw lor / P ‘V"‘" ﬂmv/‘v‘- S500 Balboa

JBL

GET IT ALL.
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SONGWRITERS 8
PUBLISHERS

HERR YOUR WORDS AND

MUSIC COME ALIVE. ..

OUR MUSIC CAPITOL-
BASED PRODUCTIONS
INCLUDE AMER. SONG
FESTIVAL WINNERS!
ANY COMBINATION
OR STYLE-

$30 - Pro. Vocal (Male or Fe-

SONG
DEMOS
BY PROS

BLVELIIELY

1 male) W/Grand Pianc or
Guitor Accompanymerit.
2 | #40 -Bass and Drums
(Rdded to Above)

$15 ~Eoch RAddition Choose:
ﬂny Kogbootd (Clov.,

h.
3 Gultw. Hor s’@" >
Strings, Brass, Vi

4] 33%° -Sample Tape
(Specify Reel or Cass.)

Melody Co-Write*Free App.eMasters

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

IMMEDIATE SERVICE

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

THE
DEMO SHACK

Songwriters & Composers |

Highlights of our Service

* Vocal or Instrumental Lead

* Full "Combo Style” Background on
every Demo Tape at NO EXTRA CHARGE

* Arrangement Information Sheet that
permits you to determine how you want
your material to be recorded

* Expert Lead Sheet Preparation

* Visaand Master Charge accepted

* Reasonable Rates

The Demo Shack

P 0 Box 187
Mays Landing. N.) 08330

Please send more information
Enclosed 1s 25 to cover postage & handling
Name
Address
City State 2ip

WHO’S WHO

from page 5

played on Canadian radio must be of
Canadian origin, Wayne wants submis-
sions from Canadian writers only. He’s
open to writers and writer/artists in any
style except classical. Submissions
should be on 7% or 15 ips reel-to-reel
tape or cassette with lyric sheets and a
letter of explanation giving your back-
ground. Send no more than five songs
and include a self-addressed, stamped
envelope for the return of your tape.

Wayne says, “If I give a songwriter an
opinion of his or her songs, it’s my opin-
ion, not the opinion of the company, or
of all the publishers in Canada.

“A lot of writers don’t have an idea of
what’s popular now. I can only sign a
song that I can take with a clear con-
science to a producer because it has a
strong possibility of being recorded.
This is a business like selling peanut
butter to a grocery store. I've got to be-
lieve in what I'm selling.

“If I bring a song in to Anne Murray,
for example, that doesn’t fit her at all,
she’ll have reservations about me the
next time I approach her.

“Only great songs get recorded today.
It’s hard to define what's great because
sometimes that depends on the mood of
the listener. It is great if it gets re-
corded and does well.”

NEW JERSEY

Landy McNeal, vice president and
professional manager

Boca Music, Inc. (ASCAP)

Raton Songs, Inc. (BMI)

532 Sylvan Ave.

Englewood Cliffs, N.J. 07632
(201) 567-8100

Also: Landy McNeal is vice
president and A&R director of
H&L Records. H&L Sound Studios
(24 tracks)

Other Offices: Worldwide
representation

Landy McNeal has 12 years of varied
experience in the music business. He
began at Tough Records, a division of
Chess; did independent production;
wrote with Teddy Randazzo; was East
Coast director of A&R for MGM; co-
produced the Broadway cast album of
Grease and produced four chart records
with We the People. We interviewed
him in the June, 1976, Who's Who,
when he was the director of Chappell’s
Music Workshop in New York. Landy

moved to H&L in November of 1976.

H&L stands for Hugo Peretti and
Luigi Creatore, co-presidents of the
H&L companies, who have 30 years of
music success to their credit. They
helped start Roulette Records; wrote
The Lion Sleeps Tonight and Elvis’
smash I Can’t Help Falling In Love With
You; produced Perry Como, Sam Cooke,
Della Reese, Jimmie Rogers, the Stylis-
tics, the Softones, Van McCoy’s Hustle,
and the Grammy-winning “Bubbling
Brown Sugar” album, among many
others. Hugo and Luigi bought the 10-
year-old Avco label at the end of 1976,
changed the name to H&L Records and
began to expand, signing more than a
dozen new acts and charting five times.

Landy produced Milt Matthews’ al-
bum. “Trust Me,” the first single from
the album charted, and the second sin-
gle, Stop That Train, has just been re-
leased. Landy produced Sandy Mercer’s
album, “Hey Love Come and Get It,”
which contains the double-sided disco
hit You Are My LovelPlay With Me.
Landy also produced the Softones
“Brand New Day” album, with the sin-
gle That’'s What Love Can Do.

Other recent H&L products include
albums by Patti Rice, Zafra, Ingram,
and Sassafras; and singles by Timothy
Wilson (Keep It Up) and Maxwell Romer
on the Honey label (You Light Up My
Life, I Still Believe).

Landy is looking for professional
writers in R&B, pop Top 40, jazz, soul,
R&B pop crossover and band material a
la Earth, Wind and Fire, Chicago, Bee
Gees. Submit two or three songs on 7%
ips reel-to-reel tape only with leaders
between the songs and lyric and/or lead
sheets. Submissions not fitting this de-
scription will not«be reviewed. Include a
self-addressed, stamped envelope or
your tape will not be returned

“H&L is looking to grow,” says
Landy. “We'’re handling excellent prod-
uct and we promote it and get it played.
If the right act or right song comes
along, there’s a horizon here for them.

“Pay attention to the radio. Listen to
the format. Love songs are most impor-
tant and very melodic songs with very
strong hooks are successful. Don’t let
pride get in your way if you get a
chance to get professional feedback. Lis-
ten and try to readjust. Keep going back
with tapes.

“You've gotta recognize your weak
points. If you're not a strong lyric
writer, team up with one. Don'’t let your
ego hold you back. The end result is
what’s important, selling a hit song. We
all gotta be commercial, have to sell
records.

“Analyze record companies to find out
where their individual strong points
are. That way, you'll know best where
to send your product.
continued on page 35
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Country Roads

There are many writers around who
focus entirely on the Top 100 charts,
whose minds draw a sharp division be-
tween pop and country music. Con-
sciously or unconsciously they declare
the country field to be off limits. This is
an old-fashioned attitude at a time
when titles on one chart so often turn
up on the other, when the two markets
are mingling more and more freely.

Country music has always made a
showing in pop circles. In the 50s, Ray
Price had a country hit with Harlan
Howard'’s Heartaches by the Number
and Guy Mitchell gave it pop exposure.
Eddy Arnold had success with Anytime,
and Eddie Fisher popularized it on Top
40 radio stations. The difference now is
that the original artist is crossing over
with his own version.

One reason for this is that country
records are being produced with a more
“pop” sound. More than ever, the rough
edges are smoothed out, the twang
minimized, strings added. These ever-
growing production changes account for
some of country music’s pop acceptance,
but not all.

Traditionally, pop music has been es-
capist in its lyrical content. Where
country songs dealt squarely with the
sometimes grim realities of drinking,
cheating, hard times, broken homes and
prison, pop music was catering to the
wish fulfillments of its audience, prom-
ising happy endings and pedestallizing
its heroines. Maybe people weren’t
ready for the unsweetened directness of
country lyrics, but they are now. A good
example is the recent crossover smash,
Take Your Job and Shove It. Nothing
sugarcoated there, just the kind of
anger that millions of workers relate to,
people who have a demanding boss or
labor for a minimal salary.

At one time, rightly or wrongly, pop

writers had the feeling that country
music was exclusively a Nashville prov-
ince, and that they were considered too
square or city to qualify. With the ac-
celeration of the crossover tendency,
this is no longer true. Such pop
luminaries as Barry Mann and Cynthia
Weil wrote for Dolly Parton and had a
smash with Here You Come Again.
Eddy Arnold had a hit with Country
Lovin’ and the writers were a pop team,
Alan Bernstein and Richie Adams. She
Can Put Her Shoes under My Bed Any-
time was written by Aaron Schroeder
and Bob Halley. #1 with a Heartache
was co-authored by Neil Sedaka and
Howard Greenfield.

Names like Waylon Jennings, Ronnie
Milsap and Freddie Fender recently ap-
peared with red bullets on the Top 100.
Here are only some cf the titles that in-
habited a high perch on one chart and
then moved to anotker: Sweet Music
Man, How Can I Leave You Again,
Don’t It Make My Brown Eyes Blue,
Blue Bayou, We're All Alone, I Honestly
Love You, What a Difference You Made
in My Life, Two Doors Down, and It's a
Heartache.

For those of you songwriters who
have automatically declined to tackle
this area, it’s time to realize what a
source of creativity you're cutting your-
self off from. It will help you to expand,
because it will force you to examine the
human condition from a different van-
tage point. It will also help to improve
certain deficiencies. If, for example,
you're too apt to produce lyrics that are
generalities, attempting country mate-
rial may be a way of altering that pat-
tern because you’ll be literally forced
into specifics. It’s not enough to say, “I
love you, I want you.” Jesse Winches-
ter’s Mississippi, You’re On My Mind

begins: “I think I see a wagon-rutted
road/With the weeds growing tall be-
tween the tracks.” Loretta Lynn’s Coal
Miner’s Daughter doesn’t glamorize its
subject: “My daddy worked all night in
the Van Lear Coal Mine / All day long
in the field hoeing corn.” The images
are graphic, vivid, as in Dolly Parton’s
In the Good Old Days (When Times
Were Bad): “TI've seen daddy’s hands
break open and bleed.”

If you get into country music, you’ll
be exposed to a kind of reality and hon-
esty that can only improve your work.
Let’s say you have an inclination to be
glib and overly slick, to settle for the
show-off phrase rather than digging a
little deeper for the soulful one. A coun-
try classic like I’'m So Lonesome I Could
Cry, for example, is a reproach to that
sort of self-indulgence: “Hear that lone-
some whipporwill / He sounds too blue
to fly / The midnight train is whining
low / I'm so lonesome I could cry.” Yet
the writing is never bland; the pictures
are haunting but simple too, and totally
in character.

If you suspect that you have a flair for
storytelling which seems confined by
pop music restrictions, the country area
may be just the place to test it out.
Country songs are often mini-movies;
they may be dealing with a momentary
crisis, but somehow the person’s overall
background, attitudes, frustrations and
living conditions are woven into the
tapestry. The characters are so alive
you can touch them.

The current crossover trend will con-
tinue and increase, guaranteeing a vast
and eager audience for your work.
Beyond this glittering commercial pros-
pect, the creation of the music itself of-
fers tremendous challenge and satisfac-
tion.
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Inevitably we each face a panel cf
judges at some point in our lives,
whether on a job interview, at the De-
partment of Motor Vehicles, at schodl —
or on stage at a club. We each get criti-
cized and tested. What you must
remember about this “game” is that you
play judge at times too! So why not
enjoy the game . . . and the roles. Exam-
ine the following ideas and audition
yourself: see if you would hire you!

First off, before you get on a stage,
make sure it’s the right one for you. In a
nightclub or lounge, for example, the
buyer is probably looking for Top 4C.
Given the room, he may want “flash”

RO @P [fooeooo

How (o

| The Artof Auditions ...

Clean Up Your Act

by Gelsa Paladino

(matching costumes for the band, for
example) or dinner background music.
The folk club buyer, on the other hand,
is more likely to want a variety of Top
40 and original music — or just your
self-penned pearls. So case out a place
before you play it.

Now comes the fun part — preparing
your act! The standard audition com-
prises four to five songs, though it’s
wise to have an extra couple rehearsed
in case the buyer wants an “encore.”
Choose an opening song that sets a good
energy level for you, gives a good intro-
duction to who you are — and gets the
nerves out! Your second song should

)

Songwriters Resources and Services. A
non-profit membership organization dedicated
to the protection and education of songwritars
and the expansion 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 aiternative,
honestly written music in a professional, co1-
cert setting. The Fifth Festival will be held in
August, 1978.

Songbank. Protect your songs through reg-
istration with SRS.

Pamphlets. SRS is publishing pamphlets on
subjects vital to songwriters. Songwriter
Agreements — The New Copyright Law: it
Does Affect You — The Personal Manager.
Additional exciting pamphiets will be an-
nounced as released.

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

Plus ... Forum Workshops e Newsletters
Open Ears (information on industry people who
are looking for material) ® Group Legal Ser-
vices ® SRS Hotline e Special Discounts e
Lead sheet Service ® Out-Of-Area Evaluations
e List of Demo Studios e Collaborators & Art-
ists Directories.

SRS 6381 Hollywood Blvd. Suite 533 Hollywood, CA 90028

(213) 463-7178

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

PAMPHLETS: [] SONGWRITER AGREEMENTS by Al Schlesinger

$2.00

] THE NEW COPYRIGHT LAW: IT DOES AFFECT

YOU $1.00

[0 PERSONAL MANAGERS by Al Schiesinger $2.00

Check enclosed for $

Make payable to SRS

NAME PHONE ( )
ADDRESS
cITy STATE ZIP

ease the pace a little, but not squash it.
The third might be a tearjerker or pro-
duction ballad that shows off your abil-
ity to be dramatic and “heavy.” Then
sing a rock tune or sing-along type song
to lift the mood immediately, and close
with a strong song that leaves the lis-
tener with a message and/or a good feel-
ing. Rehearse until you are totally com-
fortable. Being well prepared will
automatically make you feel more con-
fident.

On the night of your audition, look
neat and choose clothing that suits the
feeling and personality you're trying to
get across. Remember, you are seen be-
fore you're heard! Also, your current
photos and resume should be in keeping
with that image. If you don’t have
photos or a resume and are serious
about “making it,” make the invest-
ment. When you audition live, it'’s a
good idea to present a “press package”
to the buyer. This package might also
include reviews or news clippings, a
demo tape and a business card.

Once you arrive at the club (early, to
give yourself time to set up and tune
your instruments), check in with your
contact — whose name you should
know. If you shake hands with him or
her, shake hands! No one likes a limp
fish. And — no excuses (i.e. “my bass
player couldn’t make it,” "I have a
cold”). Excuses are a turn-off, a give-
away you're not a pro.

Once on that stage, remember one
thing — you are selling yourself! That
buyer is judging your talent, person-
ality and professionalism. So make your
presence known with eye contact, ges-
tures, a smile and brief statements be-
tween songs about yourself.

Afterwards, check back with your
contact. Usually an instant decision is
not made. Offer to call in a few days —
be persistent but not insistent. It’s also
important to be enthusiastic and posi-
tive. It's contagious!

One more thing to remember: com-
munication is what performing is all
about, and communicating profession-
ally and confidently takes practice!

@

Editor's note: Singer/songwriterirecording
artist Gelsa Paladino leads Songwriters Re-
sources and Services’ performance workshop.
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Icing on the Cake:

by Ron Hellard

This is the first writing, other than
songwriting, I've done since those
dreaded book reports in high school. And
there I had the aid of my trusty “Classic
Comics” outlines. Remember Classic
Comics — all the great novels in comic
book form? You could read the comic in
15 minutes, make your book report from
that and send off for a whoopie cushion
at the same time. Since there are no
comic books on songwriting I must rely
on my own experiences.

As a nightclub singer in Lexington,
Ky., I grew tired of glamour, fame, and
fortune (almost four grand a year). I
had played all the major bowling alleys
in town and decided to strike out for
new horizons. I chose Nashville because
it was the closest entertainment capitol
... and because the checks from home
would reach me fast.

I thought I knew how to write songs
when I came to Nashville and I was
right. . .. I thought I knew. As I look
back on my early songs I find a few good
apples in an otherwise rotten barrel.
The early works for the most part do not
compare with my writing today. I can’t
help but believe this is the case with
most writers. You have to go to school.

In my case, “school” was Gary S.

Recipe for Success

Paxton, a man with 15 years of song-
writing experience at the time of our
meeting. Gary saw promise in my writ-
ing and showed me the “tricks of the
trade.”

If I have any advice to pass along to
budding writers it would be this: Seek
out a Gary S. Paxton to critique your
writing. Be brutally honest with your-
self about your work. “That’s good
enough” doesn’t cut it in commercial
writing. There are thousands of profes-
sional writers competing for a place on
the charts and they aren’t writing just
“good enough” tunes. They are applying
all their knowledge and skill, plus their
own basic instinct for what works and
what doesn’t. They are giving their best
and they are your competition.

Be sure you have a finished product
before you proceed. Ask yourself: Is the
melody really there? Do the lyrics flow?
Have I used trite words or phrases that
could be improved? An I using “get-by”
lines for lack of the right word or
phrase? Have I clearly stated my
thoughts so the listener can under-
stand? Does a birddog fly? These ques-
tions — and honest answers — will only
help you grow.

Once having written your “all-time
standard” you are ready to proceed to a
publisher. Should you find a less than
enthusiastic response to your song,
don’t be disappointed. Stories abound
regarding publishers who turned down
tunes that later became hits. At times it
seems certain publishers don’t like any-
thing. If Steven Collins Foster were
alive today and walked into an office on
Music Row with a 7% reel-to-reel of
Beautiful Dreamer, 1 can visualize a
publisher slapping it on his tape record-
er, listening for 30 seconds, shutting it
off, and snapping, “That’s a piece of
crap, Steve. What have you got up-
tempo?”

However, if enough publishers reject
your tune, maybe it’s time to go back to
the drawing board. Maybe? Nobody
knows for sure if a song is a hit. Every-
body’s guessing. The difference being
these folks are making educated
guesses based on an insight into the
business. An insight the new writer has
not yet acquired. If the publisher is
reputable, and successful, the new

writer would do well to consider his
comments. I am speaking of reputable
publishing firms.

Without a doubt you can find “some-
one” willing to publish your tune for
you. Why not? All it will cost him is a
piece of paper and the song is his till
Miami freezes over. Ask the publisher
for a year’s contract on your tune, at
which time, if the song has not been
commercially recorded, ownership re-
verts back to you. Most publishers, if
they have faith in the song, will agree
to this rather than pass up what they
consider a possible hit. It’s a fair ar-
rangement. Don’t sign away your work
for the sake of being a published writer.
It means naught.

After finishing a workable publishing
deal, you're home free. Right? Wrong!
Then the nail-biting begins. Check the
odds . . . thousands and thousands of
writers, each with a pocket full of songs
all trying to get into the Top 10. Let’s
suppose your publisher gets your song
recorded. . . . Consider, does the artist
do it justice? Is the production in keep-
ing with the mood of the material? Will
it be released or will it mildew on the
shelf? Will it be an album cut ... a “B”
side or the coveted “A” side? If it is an
“A” side will the record label promote
it? Does the label have the distribution
to handle a hit should it occur? Will the
disc jockeys play it? Will enough radio
stations program it to get it on the
charts? Here’s a biggy. . . . Will the peo-
ple buy it? If so, will enough people buy
it to push it up the charts? If so, how
high? Will it keep its bullet next week?
Maybe it will wilt and die at # 73. If all
these factors work for you, plus a mil-
lion other variables, click . . . you've got
a hit! Easy, huh?

But the rewards of a score are worth
the hassles. Songwriting for the most
part is recreation, fun. I would do it
even without the possibility of recogni-
tion and big bucks. I love it. When you
do have a success, the recognition and
bread are just icing on an already deli-
cious cake. The completion of a fine
tune is a reward in itself. If you don’t
buy that, then maybe you shouldn’t be
writing.

As for me, I'll keep writing as long as
I can keep myself in Big Macs and felt
tip pens. And you hang in there too.
Remember, there’s plenty of room at the
top . .. unless, of course, they start
cloning Shel Silverstein.

Memo from Maggie: Since Ron Hellard
came to Nashville in 1971, he’s had more
than 100 covers on his compositions. Roy
Clark recorded his Honeymoon Feeling, and
The Great Divide, Melba Montgomery sang
his Don’t Let The Good Times Fool You right
up the charts, and Connie Cato hit No. 1 with
Hellard’s Super Skirt. Ron’s music can also
be heard on the pilot show for a new fall
series on NBC, "Legs.”

>
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The “Hits” That Never Left
the Studio. Why?

by Leo de Gar Kulka

The other day I asked my assistant to
help file away some master and werk
tapes which had accumulated on the
shelves in my office.

A little while later he reported that
he would have a difficult time doing so,
because there was no more room in the
tape vault! This seemed impossible.
since we had sent back several boxes
full of tapes to past customers just a
short while before. But, sure enough,
every available inch of storage space
was taken.

So we had to perform the arduous
task of going through the boxes of tapes
and deciding which to keep, which to re-
turn, and which to destroy (if we do not
receive specific instructions we destroy
tapes after four years).

This “house-cleaning” leads me tc
remind studio customers that studics
store tapes strictly as a matter of con-
venience. The studio has absolutely no
claim on them — except in the matter of
an unpaid bill.

If you are letting your tapes sit in
some studio vault, blithely thinking
they're guaranteed safe, you've mis-
guided yourself. Most studios accept no
liability whatsoever for the loss or dam-
age of a master.

Leaving a tape for a long period of
time may also alienate you from a
studio. Studios are often approached by
people who request a particular master
tape recorded years earlier, alleging
some sort of involvement in the record-
ing. It then becomes the most unpleas-
ant task of the studio management to
check the files to see who actually paid
for the session and if the person asking
for the copy actually has a right to it.
“Playing judge” becomes even more dif-
ficult when the person whose name is
on that file card has moved and left no
forwarding address. A harried studio
staffer could not be blamed for an at-
titude, of “If he doesn’t care about his

-
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Therefore, my advice is to take your
master tapes and outtakes with you
after each session. Store them at home
in a relatively cool place like a closet,
where the temperature is reasonably
constant, and away from any magnetic
objects — which will erase whatever is
recorded. (I suggest further that the
tape be rolled at playing speed to a sup-
ply reel, which will result in even ten-
sion and smooth tape, which will help to
prevent print-through.)

If you have a great quantity of tapes
precluding home storage, consider a
storage company. Have a talk with your
insurance broker to see if you can in-
sure the content of the tape, rather than
the raw tape value (Kodak set a prece-
dent in film insurance not too long ago).

Back to my house-cleaning for a last
observation. As I handled each tape,
memories of the sweat and hopes of the
participants flashed through my mind.
Suddenly, I became aware of a particu-
lar plight of most of these tapes —
they represented untinished products!

Why? Not because the songs were
bad, not because the recordings were
bad, not because the singers couldn’t
sing, but, in 99 cases out of 100, because
the producers ran out of money!

Nobody, it seems, had taken the trou-
ble at the start, to sit down with paper
and pencil and draw up a budget that
would cover the recording of the basic
tracks on up to the “sweetening ses-
sion.”

(Some other stories I could tell would
make tragic-comedies. In some cases,
for example, the producers had no
agreement signed with the artists, who
upon hearing their first playback in the
studio, magically envisioned themselves
transformed into superstars and made
impossible demands of the poor produc-
ers!)

Advance planning is crucial.
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The Highs and

lows ol a

Well - Voiced Chord

by Ladd Mcintosh

In my last three articles I discussed
different types of chord voicings: close,
open, root position and incomplete; in-
tervals (spacing) between adjacent
chord tones; the importance of the bass
note agreeing with the chord symbol;
and the possibility of omitting the bass
note in the voicing altogether. We also
touched on placement of extensions
(ninths, elevenths and thirteenths)
within the voicing. In this concluding
article on voicings we will look at the
reasonable range in which we may
place our well-voiced chord(s); that is to
say, how “high” and how “low” a par-
ticular (or even peculiar) voicing may
sound useful.

If you have digested the last three ar-
ticles thoroughly (and are now regur-
gitating little bits and pieces of paper)
you now possess a good understanding
of how, where and when to voice a
chord, or series of chords. Still, you
must exercise caution. Care must be
taken so that your voicings are neither
too high nor low. Voicings placed too
high have a tendency towards shrillness
while those placed too low sound “mud-
dy.” While these two extremes are

sometimes desirable in orchestral com-
position, they can only get in the way of
a good, commercial, potential hit.

Low Interval Limits

Low interval limits is a term that
applies to the bottom two notes of the
voicings. It simply puts a limitation on
how low we may comfortably use a par-
ticular interval. (If you feel rebellious
today and don’t wish to observe low in-
terval limits, then you might as well
stop reading right now — you obviously
enjoy muddy music.) But if you're
open-minded, read on ... and learn.

Please look at Ex. 1. These limits are
arbitrary and may be stretched (with
care). The open notes are always good.
The solid note heads should be used
with some caution. The figures above
each interval are abbreviations: m for
minor, M for major, and +A for aug-
mented. For instance, m2 is a minor
second.

Using the given intervals, we have
placed typical (but well-voiced) voicings
on top of each interval except the octave
(Ex. 2). You may use any of the given
voicings ascending chromatically up to
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an octave above and even higher at
your discretion.

Upper Interval Limits

In Ex. 3 we show upper interval
limits. (Again, these are arbitrary, but
quite practical.) It’s interesting to note
that while low interval limits usually
apply to the bottom two voices, upper
limits may often apply to inner voices —
except in the case of the larger intervals
(perfect fifths and bigger).

In Ex. 4 we have given some typical
voicings observing upper interval
limits. These may be played by either
the piano, sections of flutes, trumpets or
violins, or a section of mixed woodwinds
(flutes, clarinets and oboes). The solid
note heads indicate the specific inter-
vals already given.

If you voice above these upper limits
your voicings will have a decided ten-
dency to lose their clarity and sound
like just so much pleasant tinkling.
Also, not that many instruments can
play that high in a group. Flutes and
mixed woodwinds and violins are about
it. If you voice trumpets as a section
much higher than the examples given,
all you will get is a shrieking, indis-
cernible mass of high brass! The last
three are less common — but practical
— but only for mixed sections; trumpets
should never be spread out as a section
over much more than a tenth. We have
indicated some possible ways of orches-
trating these “wide-open” voicings.

Remember, these low and upper
limits are arbitrary. In the final
analysis, you must always consider the
situation, use your common sense, and
then act accordingly.

Editor’s note: Ladd Mclntosh is a Los
Angeles based freelance composer and

arranger.
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Jamie Anders and Allee Willis ...

On the Road
fo Iin Pan

“I'm excited about his prospects.
Jamie Anders is writing fantastic
material. Everybody has his time
and, after working with Jamie the
last three years, I feel that now is

his time.” —Rroger Gordon, vice president and
West Coast general manager, Uni-
chappell Music

ro
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Editor’s note: Every month, in our
Songwriter interview, we spotlight a top,
chart-proven talent. We’ll continue to do
s0, but we also intend to direct our atten-
tion to the people who are still climbing
those rungs. There are a million stories
in Tin Pan City and we think the strit-
ers’ tales are among the most insightful
and inspirational.

Certainly, Jamie Anders’ and Allee
Willis’ are. Two writers with their feet in
the doors at major publishers (Anders
staff writes at Chappell, Willis at Al-
mollrving) and songs — finally — in the
hands of major artists. Two writers who
know the exhilaration of success . .. but
who still recall so vividly the mad
scramble on the streets.

We interrupted 26-year-old Jamie and
30-year-old Allee from their steady climt
up those rungs. We asked them to write
about where they are now and where
they want to be someday. Their longings
— and lumps. Their stories follow.
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Photos by Richard Dilello

“ Believing Is Fverything™

by Jamie Anders

My dad was the mayor of Long Lake,
Minn., the little town where I grew up.
He was also the town dentist, fire chief,
Boy Scout leader and organist in the lit-
tle Lutheran basement church we de-
vout Norwegian-Americans attended
early each Sunday. He kept a good
lawn, or rather my brothers and I did.
At least my brothers did. I was often al-
lowed to practice the piano in lieu of
yardwork.

Because I played the piano at an
early age [ enjoyed a privileged status
of sorts in school as well as in the fami-
ly. I found out early that being a musi-
cian brought lavish praise for seemingly
effortless acts of piano playing and the
inward sense of belonging in front of
that piano. Later in life, it became sing-
ing in front of a microphone and feeling
at home on a stage, any stage.

As a kid I was familiar with most of
my dad’s books, mainly because the
piano was in his study and much of the
time I was supposed to be practicing,
my eyes were wandering idly over the
titles on the shelves. There weré many
now-to books from his generation:
Think and Grow Rich, Dale Carnegie
success books. Dad read them and tried
hard to impart their meaning to me and
my brothers. He gleaned the notion that
if you believed in yourself you could
achieve anything. I absorbed the idea as
I practiced my scales and tried my
hands at Beethoven and Bach, later
singing along with the Beatles, Peter,
Paul and Mary, and the Mamas and the
Papas on my Westinghouse portable
stereo.

I tested it when I wrote my first song
at age 21, and now I am carrying it

19
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further than my father could foresee, for
I am a songwriter and a singer, and for
singer/songwriters, believing in yourself
is everything. My father had no idea
what he was gearing me for. The life I
had chosen was one where there is little
preparation except the school of hard
knocks.
[~

In some office sits a poet,
and he trembles as he sings,
and he asks some guy to circulate his

soul around.

— For the Roses © 1972 Jon! Mitchel!

The Brill Building in New York has
its California counterpart, the United
California Bank highrise on Sunset and
Vine. Taking an elevator ride there
might mean rubbing shoulders with a
Gerry Goffin, a Harry Nilsson, or a
Cynthia Weil. You might meet a
friend, another songwriter on his way
up to Snuff’s or Screen Gems or Chappell
to play songs, with guitar and tape in
hand. An uncultivated musicians’ chiec
pervades the prefab office atmosphere.

Three and a half years ago, I entered
the new Tin Pan Alley, and became a
part of it. I took an apartment in the
basement of an old house up in Laurel
Canyon for a $100 a month. The lady
upstairs had a piano I could practice
and write on. I met a guitar player and
we started writing songs together. It
seems to me a typical beginning.

I hustled appointments every morn-
ing on the telephone and waited impa-
tiently for return calls. My friend and I
wrote so many songs a week I knew we
had to be at least the most prolific song-
writers around. We wrote songs over
coffee at seedy diners at 3 a.m. We wrote
songs on Mt. Olympus at 9 a.m. after a
Jjog to the top of the hill. We got better.
We slowed down. We replaced quantity
with quality, and published five songs
in as many months. The nominal ad-
vances from those songs were the first
dollars and cents I had seen as income
from my chosen profession and I was
proud, very proud. In fact a Grammy
would have made me little prouder. I
knew we were doing something right.

It wasn’t long before my co-writer
Joined a group, and I was writing on my
own. Before long I had placed songs
with many publishers and hoped for the
Streisand and Garfunkel covers, the .
Diana Ross single, or the title cut on a
new artist’s debut album. As a pub-
lished writer I was but a fragment of
the music business. But, in my own
mind, I was a young Gershwin, a Cole
Porter, a Bacharach and David, all
rolled into one.

I was learning. One day I set up
something with one of the publishers in
town, who would see me off the street. He

liked a song. It wasn’t quite there yet
but he liked it. What? Change it? Reluc-
tantly, grudgingly, guardedly, I agreed.
In agreeing I had entered into a new
phase. I was about to cooperate with a
publisher who wanted to help mold my
song. "Don’t be afraid,” I coaxed myself.
“It is still me and my song.”

The next week I went back. The hook
was right, the second verse was
stronger, a bridge was added. He loved
it. He wanted a girl to demo it. It was
Jjust a piano/vocal, but I was in the
studio. On a Thursday morning at
A&M, in one of the demo studios there
squeezed between the soundstage and
another studio big enough for the New
York Philharmonic, we made a record.
There, in that little studio, for the first
time in my life, I heard another voice
raised in song — my song. She was
singing it and I was hearing it over
huge JBLs blasting in my face, and it

was like cool water in a desert. I be-
longed. I had hitchhiked there that
morning, I was on unemployment from
last year’s work on an oil rig in Wyo-
ming, but I belonged.

Often I had asked myself what was
this strange, tenuous relationship be-
tween my talent and the insecurity I felt
about it . . . the basis of so much impa-
tience, self doubt, and, often, despair. I
didn’t know how it worked but when [
heard that girl sing my song I knew the
function the relationship served. Striv-
ing for something, reaching for it against
all odds, and having it come back to one-
self in the form of a golden voice textur-
ing your words and coloring your music
— the songwriter reaps a wonderful har-
vest. Would I enjoy this heightened sense
of accomplishment without the struggle?
I think never.

As songwriters, we all take great
risks for a chance at success. We move
to Los Angeles, we eye those tall gleam-
ing buildings near Sunset and Vine,
and somehow we know that there, in

the new Tin Pan Alley, we must begin.
We are lost . . . we write about it.
Through interminable days, weeks and
months of wanting, striving, improving,
learning, we come closer and closer to
the reality of the dreams we cling to.
And we break through. We insist on it.
We demand it of the industry after it
has demanded perfection, uniqueness
and quality from us.

Since that first day in that tiny studio
with a publisher and a demo singer, I
have been across the hall performing on
the soundstage, and recording in that
studio that seemed so large to me. I
have had the incomparable joy of hav-
ing my songs recorded by the likes of
Dionne Warwicke and Jack Jones. I
have seen my name on a few albums as
writer and singer. I've heard my own
voice and a song or two of mine on the
radio.

And this year, at last, I am on the
staff of a publishing company as a
songwriter. It’s a gig I can live on, have
freedom with, and work within the
structures of. That company is housed
— where else — in the UCB building at
Sunset and Vine.

I sometimes walk up the hill near
where I live and look out at those sky-
scrapers that grow like a clump of tall
trees in a city otherwise foliated with
the brush and tumbleweed of a bygone
movie era, and I marvel that my songs
are there on tape, on acetate, in printed
lead sheets. I muse on the fact that
Roger Gordon, my publisher, is the son
of songwriter Mac Gordon, whose repu-
tation in the Tin Pan Alley of yesterday
was attained by such great songs as
Chattanooga Choo Choo, At Last, and
Mam’selle. 1 thrive on the notion that [
could be the Mac Gordon of the 80s. We
all dream such dreams, feel the same
confidence, the same self doubt, and the
same jubilation when we succeed on any
level in the business we are all a part
of, whether as unpublished newcomers,
writers just beginning to establish a
track record, or as seasoned profession-
als with hits to spare. Through talent,
songwriting skill, singlemindedness,
the ability to cope with setbacks, and
our own faltering, fragile, yet undying
faith in ourselves, we survive.

I talk to my dad now and then. I tell
him about the music business and my
life as a singer/songwriter. I find myself
making it all sound so effortless. I don't
go into much detail. [ lose him so quick-
ly. The vocabulary of the music busi-
ness is alien to him, as it was to me
when 1 first arrived here. I talk about
my manager Jon Feltheimer, or a pro-
ducer “cutting” my material, or about
“shopping a record deal.” But I'd sooner
talk to him about the heavy snows back
there, or my sister’s wedding, or a cur-
rent girlfriend. He gave me tools. What
[ am doing with them and how I strug-




gle to realize my goals he’ll never know.

I doubt that anyone other than a song-
writer would ever understand what it’s
like to panhandle a song, to face rejec-
tion, to keep going until it finally all
falls together. Not many people put so
much on the line or risk so much for a
stable future, a future that often seems
so distant and beyond reach. But it’s
there. I know it.

My father’s books have followed me.
Under new hardbounds and paperbacks,
new titles, still the same assurances.
Your Erroneous Zones, Passages, Risk-
ing, books which try to tell how to cope
with life, to live successfully, books
which will follow generation after gen-
eration saying surprisingly similar
things, only slightly modified by the
tone of the times.

But for now there are no children
here to impart wisdom to. For now there
is just my piano and the songs [ write
on it, along with the dreams and the de-
termination. But in Tin Pan Alley, the
new Tin Pan Alley, there need be little
more.

WHERE AM | RUNNING TO

Words and music
by Jamie Anders

Where am | running to

Why do | have to go so fast

Take off the things that are drivin’ me
And lay beside you at last

How do you know what's inside of me
Have 1| shown so much so fast
Holding on with your tender touch
You don't need a firmer grasp

When we love | can feel your pain
You want my restless soul

Like a summer with lots of rain

Or a moon that is full and low

What am | looking for

In this crusade I'm on

Empty pots of rainbow gold

That you cast yourself upon

You make it seem so cold

With your warm body next to mine
You ease my heavy load

If only for a time

When we love | can feel your pain . . .

Where am | running to

Only my silence knows

And it speaks softly to you

When | hold you close

You move me with understanding
When your lips press close to mine
You feel the strange vibration

Of hearts that beat in time

When we love | can feel your pain
You want my restless soul

Like a summer with lots of rain

Or a moon that is full and low

© 1978 Unichappell Music, Inc. All rights reserved.
Used by permission.

“I was immediately impressed by
her unique writing style. Allee Wil-
lis has already proven to be an
immensely successful writer, and
in the years to come, she is going to
establish herself as a great.”

—Chuck Kaye, president of Almo/irving
Music Publishing

A “Childstar” Grows Up

by Allee Willis

I had always been a writer, graduat-
ing with a degree in journalism from
the University of Wisconsin. But I had
early on relegated writing songs to a
major fantasy. After all, I didn’t play an
instrument, and I had this little voice
that sounded like a cross between Eddie
Kendricks and Edith Piaf after a large
lunch.

Still I was tremendously interested in
records (a Motown fanatic, I had every
record they’d pressed dating back to the
Supremes’ Buttered Popcorn), and, in
1969, I moved to New York and got a

job as a secretary in the advertising de-
partment at Columbia Records. After
two months I became a copywriter, and
for the next five and a half years wrote
ads, radio commercials and liner notes
for Streisand, Sly and the Family Stone,
Laura Nyro, Boz Scaggs, Blood, Sweat
and Tears, Johnny Mathis and 200
other acts.

But it was never enough. I couldn’t
shake the craving to create music my-
self. But I had no idea of where to begin.

I bought a piano, but I didn’t have the
patience for lessons. Then one day,
Alone Again, Naturally came on the
radio.

I had been a Gilbert O’Sullivan fanat-
ic since Nothing Rhymed, about a year
before, but I had thought this man
would never have a hit because he was
so strange. Alone Again, Naturally de-
stroyed me — it was the kind of song I
would have written if I could.

All of a sudden I found myself writing 21

lyrics to that melody. But, still intimi-
dated by not knowing how to play the
piano, I called a friend of mine, Bobby
Lippman, a frustrated writer who was
working in the garment district. He
switched around the chords to Never
Can Say Goodbye and I played around
with the melody. Between the two
songs, we came up with our first, Ain’t
No Man Worth It. It's on my 1974 Epic
LP, “Childstar,” and is out now as a
single by Formerly the Harlettes, Bette
Midler’s backing group.

Bobby and I wrote for a couple of
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months, but he didn’t have the time to
devote to it that I did. My impatience
forced me into writing the music myself.
I taught myself the basic chords and
made up the rest, thus developing a
style that still permeates my songs.

Because writing was such a personal
experience, it never occurred to me hat
I could write for anyone else but myself.
My “Childstar” album got good reviews,
I made Esquire’s Heavy 100, and Play-
boy chose me as one of the six most ac-
complished female musicians in rock
music — a feat, since my fingers
couldn’t hit more than four notes at a
time. So I thought, “"OK, I'm a star!
Everyone will buy this album and Ear-
bra Streisand will record my songs to-
morrow.” But all that happened was
that my label dropped me, I stopped
touring and no one but obscure cabaret
singers sang my songs.

One day my friend Sharon Redd (one
of the Harlettes) had a background ses-
sion for Bonnie Raitt. [ snuck in think-
ing I could hustle some songs, but, as it
happened, Bonnie already had my
album and loved me. I was in shock and
instantly became the Bonnie Raitt fan
for life. That night I called David Las-
ley, a Raitt fanatic and someone I cur-
rently write with, and by the next
morning we had written Got You On My
Mind, which went on her “Streetlights”
album, and I Fell Out Of The Mag-
nolias.

Neither David nor I had ever been
prolific writers, but the time pressure
taught us an invaluable lesson. I had
stacks of discarded lyrics that we pored
over, cutting out and pasting together
everything we liked. We put melodies to
them, added a few lines, and came up
with two of our most potent songs. I'm
never impressed by writers who brag
about having 750 songs. To me, that
means they have no discipline, so every-
thing they write becomes a “song.” |
never throw anything I write away, but
I certainly don’t leave anything “as is,”
unless I think it’s great. I have files of
scribbled-on matchbooks and food
stamps that I know will become inspira-
tional at some point.

From the time “Childstar” was re-
leased until this resurgence of mine, I
had four years of the dregs. I managed
to keep a reputation for quality writing
among other writers and artists, but the
business didn’t want to hear from me.
In addition to Bonnie, I had songs re-
corded by Carol Douglass, the Brecker
Brothers and Brenda and the Tabula-
tions, but I had to do the amazing hus-
tle every time. For every song out, there
were 20 tries in the can. And let’s not
discuss royalties lost in the mail, etc.

One of my first experiences in tailor-

ing material for specific artists came in
writing original lyrics to European hits.
American publishers bought the musi-
cal rights, but the lyrics usually trans-
lated into, "I looked into your eyes, the
sky cried tears, but your sister was
Czechoslovakian.” One melody had been
picked by Tony Orlando and Dawn. 1
wrote some lyrics with Bruce Roberts
that they loved about a whore who met
this wonderful man and reformed. But
Bruce and I were intensely bored and
changed it so that the whore ends up
being the man’s mother, who he thought
had died when he was born. The pub-
lisher begged us to change the lyrics
back, but instead we added original
music and changed the title and hook to
Eddie, OEDdie (as in Oedipus). Bruce
and I usually write compulsively sensi-
tive lyrics and have a slew of records
coming out, but I think Eddie is one of
the most obvious hits we have.

The last three years I lived in New
York I worked as a hatcheck girl at
Catch A Rising Star — a club where a
different act comes on stage every 10
minutes — and hung posters for Reno
Sweeney’s, the city’s most prominent
cabaret. Both jobs put breadsticks on
the table and humility in my heart. The
first few months at Catch, no one knew
who [ was. While my songs were on the

Jjukebox, I got coats jammed in my face
and quarters tossed on my little tray.
“Childstar” was a standard there, as it
was an excellent stage piece, dealing
with fantasies of being Natalie Wood’s
best friend, running around with San-
dra Dee and dancing on Bandstand. I
was traumatized every time I heard it
during this, my period of ultimate
shame and degradation. It was like my
life story was being filmed — with
“Childstar” as background music.

I spent the last five months in New
York on the floor of a friend’s apart-
ment. Once the electricity was shut off [
left. I piled all my belongings into a
drive-away Cadillac limousine and
came to California, spending the first
year and a half breaking all the con-
tracts and rape clauses I had spent the
last few years getting into. I earned

money by writing special material for
cabaret singers who did covers of hit
songs, old show tunes or obscure album
cuts. The bulk of them had no notice-
able emotional conscience, and the
songs [ wrote reflected it.

(There was one great exception. One
day, I sat and talked to Lesley Ann
Warren for eight hours and wrote Little
Girls, based on her experiences. She
never recorded it because her acting
career took off, but now it’s the next
Patti LaBelle single. I never met Patti,
but she heard the demo and called me. I
died because she's idol-time for me and
she told me I was an idol of hers, be-

cause my songs made her cry. Touching
someone like that is what songwriting
is all about for me.)

Meanwhile, a publishing contract was
becoming imperative, as the rent had to
be paid. I went to a few companies who
said they’d handle me if I got another
album deal, because no one could do my
songs but me. The ridiculous part was
that five of the seven songs I played
them had already been recorded by
other artists.

I finally went to Almo/Irving Music,
figuring that if they said the same
thing, I'd tell them to walk next door to
A&M and get a deal for me. But Chuck
Kaye liked the right songs for the right
reasons. It was the first time I ever felt
comfortable with the president of a pub-
lishing company’s tastes.

I got my first record there within a
couple of days, Love Me Again, co-
written with David Lasley, the title
tune of the new Rita Coolidge album
and her upcoming single. Since then,
I've had songs recorded by Debby Boone
(her current chart single, God Knows,
co-written by Frannie Golde and Peter
Noone), Patti LaBelle, Shaun Cassidy,
Maxine Nightengale, Kiki Dee, Booker
T., Herbie Hancock, Pockets, Jennifer
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Warnes, Linda Lewis and Valerie Car-
ter.

The easiest way for me to write now
is to enter each situation like a compu-
ter, knowing what the song must ac-
complish for the specific artist I have in
mind. When I don’t write by myself, I
look for writers who come from the
same emotional place I do. Right now,
my co-writers include David Lasley,
Bruce Roberts, Peter Allen, Frannie
Golde, Carol Connors and Verdine
White of Earth, Wind & Fire. I've also
started writing for TV and films, which
I love because you just look at the pic-
ture and put what you see into words. I
recently wrote a theme for a cartoon
show and am working with Karen
Black on songs for several of her upcom-
ing films.

My songs chronicle my life. My
“Childstar” period was Allee Willis
coming to terms with Allee Willis. Most
of the songs written during my four-
year “Titanic period” concerned my
dealings with other people, in mostly
aborted relationships. At least, how-
ever, | was coming out of my emotional
shell and dealing with someone other
than myself. Then, once my karma de-
cided to brush itself off, my songs be-
came more positive.

Now, I fall in love and live happily
ever after.
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CHILDSTAR
Words and music by Allee Willis

Standing in line for the big shot

trying to get her autograph

with all the other kids in tine

who had her look down pat.

Big ruby lips that sang their way to fame.

Had to sell her soul to buy herself a
name.

Kissed so many cheeks, she couldn't
have cared.

Did she know | was a Childstar?
Did she know that | went very far?
Did she know | was a Childstar?
Ah Ah

Ooh Ooh

I was Darla of Rascals’ fame.

| was Patricia to some Auntie Mame.

| tapped around on a plastic heart.
Beat OI' Miss Rogers out of every part.
My best friend was Natalie Wood.

Ah Ah

Ooh Ooh

Sinking a hook on the main drag

trying to get a fish to bite,

watching all the other girls as they do
things right.

Big ruby lips that pucker by demand.

Arms stretch around the world to hug a
man.

Catch so many fish they couldn't have
cared.

Did they know | was a Childstar?
Did they know that | went very far?
Did they know | was a Childstar?
Ah Ah

Ooh Ooh

| danced on Bandstand before my teens.

| won Academy Awards for my better
scenes.

Was Miss America for sexy legs.

| sat on a throne and watched the cool
kids beg.

I ran around with Sandra Dee.

Ah Ah

Ooh Ooh

Ah Ah
Doody-Doo
Did you know | was a Childstar?

© 1973, Irving Music, Inc. All rights reserved. Used by permission.
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by Rich Wiseman

Bill Condi

He Put the &
Musical Punch N

in“Rocky” X e
lllld e I:Ol.S.'.” ‘ R .

Ten years ago, in harder times, film . ,
scorer Bill Conti and wife Shelby slept n’r N ;.
on loose window shutters on a Rome i :
sidewalk while they looked for a cheap
apartment. Today, they sleep more com-
fortably — on a queen-sized bed with Ital-
ian hand-carved posts — in the airy
$300,000 L.A. house “that ‘Rocky’
bought.” There’s not a shutter in sight.

Conti, 35, the man who scored
platinum with his 'Rocky’ soundtrack
album and No. 1 single, Gonna Fly
Now, is, by his own estimation, "very
hot” these days: “I'm coming off a big
high, and I'm doing as much as I want
to.”

And that’s a lot. As "F.I.S.T.,” his sec-
ond collaboration with “Rocky” star/
screenwriter Sylvester Stallone, plays to
good reviews and audiences around the
country, Conti is writing music to Dino
di Laurentis’ remake of "Hurricane.” '
He’s also set to compose “Paradise Alley”

— another Stallone flick - and a handful

of other motion pictures by the end of ' .*;
this year. Then, farther’down the line, L]
there’s the matter of that solo album
(“My bag as much as ‘F.1.S.T.”) and
“Rocky I1.” About his arrival into main
event music-making, Bill Conti could
only sigh: "This is all I've ever waited
for.”

Conti was born in Providence, R.I.,
son of clublconcert pianist Bill Conti Sr. S o =
His dad plopped Bill in front of the key- T2 - <
board at 7, and, six years later, after the > ® e
family moved to Miami, Conti played his
first gig — as a substitute for dad in a
local jazz club.

Saloon playing was to occupy Conti’s
nights for the next 15 years as Bill at-
tended Louisiana State University — on a
bassoon scholarship ("the easiest one to
get ~ I learned to play in three months”)
- and Juilliard, where he received a
master’s in composition; and, later, as he
searched for his niche in Rome.

Why Rome? “I followed one of my
teachers. But I never intended to come
back. The worst thing that can happen to







“1°m a piecer-together guy.
1 might write the end first.”

Photos by Loretta Ayeroff




Bill Conti

a student is to graduate into the real
world.”

Having spent all their money on the
one-way plane tickets, Conti and wife
Shelby (who he’d met at LSU) soon got a
taste of the real world, Roman style, as
Bill took a piano-playing job — at $5 a
night.

Within a year it was $100 a night for
Conti’s jazz trio, who became the toast of
Rome’s jet set. But the extra lira didn’t
bring fulfillment: "It all welled up inside
of me, the feeling that I didn’t know who
I was. I decided I hated playing in the
saloon, where they still wanted to hear
Melancholy Baby. My two daughters
were born already in Rome, right? And
this is the end of my life.”

Not quite. Conti quit the job, but not
before having an encounter that would
change his life. “On one of the last
nights, an Englishman walks in: Tm a
film editor.’ I said, ‘Oh. I do music for
the movies’ — lie — and he says he’s going
to Spain to do a picture. I said, "Well,
give me a call if you need somebody to do
the music.’ Sure enough, he calls two
weeks later. I fly to Madrid. "How do you
do it? I usually do it like this’ — I don’t
know what I'm talking about. So he
helps me.”

The film was “Candidate for a Kill-
ing.” Soon, Conti was making his own
killing on the European music front,
scoring films, arranging records and
conducting at various music festivals.

It was at the 1971 Venice Song Festi-
val, in fact, that Conti made his U.S.
film connection, with director Paul
Mazursky. Conti ended up composing
the music to Mazursky’s “Blume in
Love” in 1972, and, at his suggestion, re-
turning to America, where, in 1975, he
established himself as a comer by scor-
ing Mazursky’'s "Harry and Tonto.”

Several projects further down the line,
Conti met up with another comer — Syl-
vester Stallone. At the time, “Rocky” was
nearing completion, minus a score. Stal-
lone’s report of their encounter is printed
on the inner sleeve of the “"Rocky” sound-
track LP:

“I think I nodded . .. as I inspected
Mr. Bill Conti. He was young. Thin.
Acutely intense . . .

“When I wrote the script for ‘Rocky,’ I
wanted passion music . . . a symphony of
powerful men .. .1 only wished the
music could come from inside me, but |
was born with ears of stone.

“Bill Conti shook everyone’s hand and
walked to the door. . .. Three weeks lat-
er, Bill Conti walked in ... with music
under his arm. The music began. I was
sweating. I am impossible to satisfy, I
thought. I was cheering!!!”

Publisherleditor Len Latimer and I
thought it fitting to begin by discussing

the film project that has made a champ
out of the outspoken, high-energy and
funny Bill Conti.

When you walked into the project,
“Rocky” was a sleeper. Did you
think it was going to have the suc-
cess it’s had?

No, I didn't know. No one knew. We
worked on the project like everyone in
this town is working on a project, giving
100%.

“Rocky” might be a good case
study of how you work. OK, you met
with Stallone. What happened then?

You must remember that the com-
poser talks with the director, not the
script writer and certainly not the actor.
That Sly was around in postproduction

If a director says to me,
“Can you make it sound
like Mozart or Michele Le
Grand?” | say yes. | write
music. Any kind you
want.

is to his credit — he was very concerned
about the music. But it was director
John Avildson who I worked with. He
invited me to his house. He played slow
motion footage of the fight. And he put
the Heroica Symphony of Beethoven be-
hind it. He said, “That’s what I hear.”
But with my budget I didn’t hear quite
that many guys. Also, I said, “Hey, it's
Philadelphia, 76, I don’t buy Beetho-
ven. I'll give you baroque. It’s cheaper.”

Your budget must have been of
the shoestring variety.

$25,000, and it was a package deal. |
picked up the musicians’ fees, the
studio, everything. But, then again, the

whole score to “Rocky” went down in
three hours, so I made some money.

Three hours!

I wanted to make money. I could have
spent it all. I could have taken great
pains and many hours, but I'm fast. I
know how to get in the studio and make
music.

OK, speedy, back to the case
study.

So John and I start talking. I do a
temp track with the piano. I bring it in;
“Do you like it?” “I love it, I hate it.
We've got to change this.” We began
working in that kind of way.

Certain things were cut to the music
because at one point the producer said,
“I don’t want to see 15 rounds of a
heavyweight fight: montage!” And then
John and I discussed where the mon-
tage could be and how long, arbitrarily,
we should make it. Knowing the footage
— I saw some of the film — I prepared
all those moments. I said, “Well, when
he comes out for the third I'll make the
noise in the orchestra like the bell, then
I'll give you some ‘T'll knock him down
and he’s going to get up again’ music
I'll just write an opera, and you put the
film to it.”

Sounds backwards. Don’t film
scorers usually work with a Movieo-
la, editing their music to fit a given
scene?

Yes, that’s right, but that’s not the
way we did it this time. Three se-
quences — training montage, the fight,
and the end of the movie — were cut to
the music. Film scoring can be a col-
laborative art form.

Talk about the writing of Gonna
Fly Now.

You mean the training montage. I
wrote it so long, then I went, “Boy, I'd
like to use some more footage; “Remem-
ber when he was running?” So I went
home and made it a little longer. “Boy,
maybe we could do those one-arm push-
ups. I really want to get the stuff on the
stairs, maybe have him run up the
stairs in slow motion. John, it's getting
long.” So I'd go home and write some
more. In other words, I didn’t sit down
and write it all the way through. I
wrote a bit of it, John said “Give me
more.” Errrgh! Errrgh! Finally, it got
puffed out to the length it is now.
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Those heralding trumpets at the
beginning . .. loved it.

Kind of bold. Gladiatorial without a
doubt. I'm afraid there’s no subtlety in






I’'m afraid there’s
no subtiety

in the music to
“Rocky.” We
thought people
might laugh.

the music. It’s two guys going to fight.
No one will care, but the fight is a
fugue. There’s a theme for Apollo, one
for Rocky. It’s done in a grand way.

Actually, we thought people might
laugh ... I'm telling you, no one knew
what we had. I looked at John and John
looked at me and said, “Hey, we're tell-
ing a simple story, but we believe it’s
really important. Go for it.”

And you got it — the No. 1 spot on
Billboard’s chart. Rocky didn’t do as
well with Apollo.

If the people are with you, you can do
anything. And if they’re not, they’d say,
“Oh, God, what is this, ‘Hercules Meets
the Gladiators’?”

“F.I.S.T.,” like *Rocky,” is a
“symphony of powerful men.” Did

you strive to produce another Her-
culean score?

Well, “F.I.S.T.” is a period picture,
1938, the 40s. The music had to sound
like that period. Norman Jewison, who
directed it, said he wanted a score “like
Max Steiner would have done it — old
time,” meaning classical orchestra, big
orchestra, pretty theme but not weak.
Noble, masculine.

Remember, when a director says, “I
want it to sound like this,” he’s the boss.
A film composer must have a command
of that particular style. You get that
from studying the masters. So if a direc-
tor says to me, “Can you make it sound
like Mozart . . . or Michele LeGrand, I
say yes. I'm a composer in the baroque
sense.

Some people don’t understand this.
When my wife went to the bank one

Conti stands in front of his platinum harvest from “Rocky.”
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Bill Conti

day, she heard someone say, “Oh, I saw
‘Unmarried Woman, and it wasn’t
written by Bill Conti.” She was waiting
to hear the trumpets. But I can’t bring
all that fanfare to “Unmarried Woman.”
A film composer must serve the film
every time.

Another thing: if the director takes
my music out of the movie or doesn’t
play it loud enough — blah, blah, blah,
all those words — it has no meaning to
me. I make the music the best that I can
and I really get off at that. The only day
I live for is the day when I stand before
the orchestra and hear the music.

On “F.L.S.T.,” did you have the
same daily give-and-take with Jewi-
son that you enjoyed with Avildson?

Well, the film was cut in London. So
because he was out of the country, it
made it a little bit more difficult to be
as close as | wanted.

1 did go to London a couple of times. 1
came back with a videocassette of it, so
1 worked from that.

Is that the way you like to work,
with a videocassette at home?

Yeah, today that’s the way most guys
do it.

We have a feeling — what with the
use of the London Symphony —
your budget this time was not of the
shoestring variety.

I'll tell you this, my fee was more
than my total budget for “Rocky.” But,
hey, we don’t go big amounts in this end
of the business.

You have a lot of TV credits.
How’s the pay in comparison?

For the Movie of the Week, $5,000,
$6,000. And we're talking feature!
That’s not a lot of loot.

But there are ways. A theme song, for
a series, you know, is worth more than
the whole score.

How long do you spend on a
score? Was “F.L.S.T.” another one of
those three-hour wonders?

No, no, no, no. It varies. Three, four
weeks.

You see, there’s this whole part before
you actually sit down and compose. For
example, I've seen “Paradise Alley” 10
times, and it’s not even a fine cut yet. I
won't begin writing it until Sly says,
“Now, this is the way the film goes.” By

then I will have seen “Paradise Alley”
20 times. 1 will know “Paradise Alley.”

Are you always “on”? Are you
thinking music when you're in the
shower, or do you have to be sitting
in front of a keyboard?

My mind’s going all the time. I don’t
need a keyboard. Take “Paradise Al-
ley.” I drive back from a screening one
day. I go, “Hmmm,” I get a thought, and
I store it away.

Do you hear melodies first, chord
progressions?

A bunch of changes might happen
that I like, so I put a melody to them.
Or I might get a melodic thing, a hook,
and start filling around it. 'm a piecer-

You can’t talk to me in
Kansas and say I’'m going
to write film music. For
what? “Deep Plow”?

together guy. I don’t write from begin-
ning to end. I might write the end first.

Are you compulsive, keeping
crazy hours?

I'm a deadline guy. I had a prerecord
session for “Hurricane,” the di Lauren-
tis film, last night at 7. I began writing
at 5:30. But it’s jive to say that I wrote
the stuff in an hour and a half. I knew
in my head what I wanted and all I had
to do was write it down. It’s so boring to
sit down and write, boring as tears. But
I had to do it, and I did it. At 7, I had
two more bars to finish.

Do you ever sit down to write —
and nothing comes?

Oh no, that’s why I'm a pro. That’s
why the electrician who can write the
greatest song and be on the hit parade

isn’t in the same place that  am. I'm in
a technical area for which I have
trained. That training means that if the
muse isn’t there I will still write music.
Any kind you want.

Your mortgage must be an inspi-
ration.

That too! But I love music. I'm not in
it for the money. I've never done any-
thing else. 'm living in this house be-
cause I get a little hit. If I can't afford it
next year, it goes away. I just do music.
And I still drive a Corvair.

Say someone has the classical
training. What does it take to make
it as a film scorer?

Persistence. If it’s your trip to say, 1
need a lucky break to become a star, to
get a better job,” then you're in trouble,
man. You'd be in trouble if you came
and swept the pool. It doesn’t happen
like that. You can sit in Iowa and write
the greatest music in the world, and no
one will care that you're better than
Beethoven. Beethoven was a hustler, a
hustler. You've got to be too.

Pick any profession. Of the people
who make it, the common denominator
is not talent. It can’t be. Otherwise,
everyone who made it would be
talented, and that’s not true. The com-
mon denominator is persistence.

I'm a killer. I'm an Aries killer. Time
has no meaning. If you think you're get-
tinc cld when you're 28, 35 or 45, you're
in trouble. The guy who makes it when
he’s 50 gets the same rush as the kid
who comes out with a song at 18 years
old and is on top of the world

I get tapes: “Does my daughter have
any talent?” Talent — who cares? Does
she want to do it? Talent’s important,
but the biggy is that you gotta want it.
You'll never talk to anyone who's made
it who has a different rap.

Besides persistence, there’s the
matter of being in the right place,
i.e. Los Angeles.

Right. You can’t be in Rome. Or New
York. This is where they make films.
You can’t talk to me in Kansas and say
I'm going to write film music. For what?
“Deep Plow™?

Of the people who've made it in
film scoring, who do you admire?

Johnny Williams blows me away.
Lalo Schiffrin is always into something
new. Henry Mancini, a man who has
worked on more pictures than I can
imagine. Just go down the list. They're
all good, they really are. For me to even
be approaching their circle is an honor
that you can’t imagine.
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Breaking

Through Songwriters

A Psychologist’s Guide

by Chuck Loch

Let me introduce myself. I'm a
psychologist specializing in helping
people develop their creativity. Since
1974 I've worked with artists, writers,
musicians, design engineers and even
advertising executives. Here’s how I do
it.

Most clients come to me because they
have developed a block. Something has
stopped them from being as creative as
they have been in the past and they
want me to help them become creative
again.

The Four Common Blocks to
Creativity

Their blocks are usually in one of four
areas: 1) They are turning out a lot of

stale material. They can’t seem to re-
capture that fresh outlook they brought
to their media in the past. 2) They
aren’t able to reenter the artistic coma
in which they used to spend so much
time. Back in those good old days ideas
used to effortlessly spring fully grown
from their mind. 3) They have a great
deal of trouble getting down to doing
their creative task. At the least excuse,
they’ll put it off until tomorrow. 4) Fi-
nally, there is the group who have none
of the other problems, who turn out a
great deal of inspired work that they
think is very creative. The only trouble
is no one else does. Their work is con-
tinually criticized or rejected.

In my work 1 relate the problems of
each type of client to what is known

about the processes of the brain during
creativity. Then, I choose psychological
techniques to facilitate the part of the
process that seems to be stuck in each
client. To show you what I mean, let’s
look at four hypothetical songwriters
that have one of these common prob-
lems.

Creativity Gone Stale

Larry, a composer, hasn’t come close
to writing a new melody in three
months. All he can do is write trite
phrases that everyone’s heard before.
What’s worse, that’s all he can hear in
his own head. And the harder he tries,
the more familiar everything sounds.
He feels he’s locked into a vicious cycle



and wants to break out. Here’s what
we do.

At our first meeting, I ask Larry to
try some sensory awareness exercises.
He seems to be so locked in on trying to
write new sounds, that he is limiting
his own new experiences, the raw mate-
rial from which he should be able to
draw for new creations. We begin by my
explaining the activities and even doing
them myself to show him what I mean.
Then, he receives a practice sheet which
explains the exercises and contains a
schedule for him to complete as he does
the exercises each day. The exercises
begin by making him more aware of all
his senses. He is given assignments to
taste new food, tape record new sounds,
feel new textures, and see new sights
every day. As the weeks go by, the exer-
cises gradually focus on his sense of
hearing, and how to hear ordinary,
everyday sounds in new ways. For
example, one exercise that I gave Larry
was very similar to “the Game” de-
scribed in Tom Tryon’s book The Other.
It is also very similar to a set of ac-
tivities performed in Sylva Mind Con-
trol classes for expanding one’s aware-
ness of the world by experiencing parts
of it from new and unique viewpoints.
Larry is asked to see the world through
the eyes of people he wishes to write for.
He is asked to imagine himself inside
the young girl that he sees walking
down Main Street with her lover, so ob-
viously in love. He must concentrate on
what it feels like to be her. As she eats
the ice cream cone she is holding what
does she taste and smell? As she gazes
up at her lover’s face, what does she
see? What does it feel like to hold hands
with him and lean on his shoulder?
What rhythms does she hear as they
walk, slowly at first, then picking up
tempo as she races him across the
street? What melodies are in her heart
and welling up on her tongue as she just
walks and talks with him secure in his
love?

How many songs have come from
songwriters observing other people and
being able to imagine themselves see-

ing, hearing and feeling what those
other people are experiencing. Close
your eyes for a moment and imagine
The Girl From Ipanema walking by to
the melody of the Stan Getz classic. Or,
see Sonny and Cher holding on to each
other and ambling down the street to
the strains of I Got You Babe.

Lack of Creative inspiration
Cindy, a lyricist, has a different prob-

lem. She used to be inspired all the
time. She would get flashes of intuition

at the oddest times and would drop ev-
erything to sit down and write an entire
poem complete with rhyme in the space
of 10 to 15 minutes. Now, she has
noticed these moments of inspiration
are further and further apart. As a mat-
ter of fact, she hasn’t had one in over a
month and a half and doesn’t know
what to do.

The first thing I do in a counseling
session is help her relax and imagine
herself back in the past experiencing
former artistic comas. I ask her to tell
me what time of day each was, where
she is at, what she had just been doing,
what’s around her, what did she eat or
drink recently and who is she with or
who had she just been with. I am trying
to find patterns of stimuli or behavior in
her lifestyle associated with her mo-
ments of inspiration. Once I find them,
treatment is to have her recreate those
patterns to see if inspiration will reoc-
cur.

The time of day at which she used to
become inspired is very important be-
cause it gives a clue as to when her
natural brain rhythms associated with
creativity most often occur. People are
most often creative just after they get
up in the morning or just before they go
to bed at night. This is because their
brain rhythms are slower at these
times. Slower brain rhythms allow the
right side of the brain, the right cere-
bral hemisphere, to do most of the pro-
cessing of information. It is this side of
the brain that allows information from
many sources to be combined simul-

taneously in new ways. The result of
this new combination of information is
a creative thought or an inspiration.

Obviously, then, the first thing for
Cindy to do is take her time while get-
ting up or going to bed and try to lightly
think about writing more often during
these times.

There are also certain relaxation
exercises that can help her slow down
her brain waves at other times of the
day when she has some time to create.
Being in the right surroundings, with
the right people and eating and drink-
ing the right foods and beverages will
also help her by signalling to her that
it’s all right to become inspired. Psy-
chologists call this phenomenon dis-
criminative stimulus control. It’s almost
like providing a lifestyle security blan-
ket which makes her feel safe and se-
cure enough to create. If she can in-
crease the time she spends under the
conditions which have facilitated her
creativity in the past, she is more likely
to be creative again.

How many songwriters have become
inspired enough to write a song while
showering, shaving or dressing, or
while sipping a warm glass of milk, a
hot toddy or undressing for bed? The
song Day Dream Believer by the Mon-
kees describes feelings unfolding in
front of a morning mirror. Does the
song mirror its creation?

Creative Procrastination or
Fear of Being Able to Create
Again B

Jerome feels he has a problem far
worse than any of my other clients. He
can’t even bring himself to place a pen
on paper. Something is always coming
up. He needs to modify his behavior by
a process of successive approximation
that will help him spend more time
each day in songwriting.

The first step in changing his be-
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songwriter’s Block

havior is to find out just how much time
he is now spending with his guitar and
tape recorder. He is asked to keep rec-
ords of this time for one week. His aver-
age time per day is calculated from
these records. This becomes his base
rate with which he is comfortable.

To increase his time from the base
rate of five minutes per day, I take ad-
vantage of the slow brain rhythms he is
likely to have first thing in the morn-
ing. I have him set his alarm five min-
utes early the first day. Immediately on
arising, before he does anything else
(except perhaps visit the john), he is to
turn on his tape recorder and pick up
his guitar and play whatever comes into
his head for five minutes. Afterwards,
he is not to listen to the tape. The next
day he arises 10 minutes early and
plays and records for 10 minutes. Each
day thereafter for one week he succes-
sively increases the time by five min-
utes. Then at the end of the week, he
can play the entire tape and hear his
improvement.

The following week, in addition to the
morning sessions I give Jerome some re-
laxation instructions which he can use
in the middle of the day whenever it is
convenient for him and we record a new
base rate of time spent in songwriting.
The week after that, we begin to in-
crease the new base rate by five minute
intervals per day until Jerome can sit

down and work on songs for up to an
hour or more at any time he chooses, as
long as he meets a daily goal he sets for
himself.

We've all heard lyricists and compos-
ers on the pages of Songwriter say that
songwriting is hard work and takes dis-
cipline. They’re right, of course! I've de-
veloped methods to help people learn
the discipline if they want to write
badly enough.

Delusions of Creativity —
Problems of Quality

Toni comes to me very sad. She feels
so out of step with what publishers
want. She has submitted song after
song after song. She doesn’t have any
trouble writing. And, she has high
hopes for each song she writes. She
thinks every one will be a hit. So far,
however, no publisher has bought a
single song.

I start with Toni by asking her what
types of songs she likes, to bring me in a
few albums by other artists that she re-
ally admires. We listen to the cuts that
she is most attracted to and analyze
them. What beat or tempo do they have,
fast disco, or slow ballad? What can she
identify about the melody or words that
makes it a hit? We make a list of the
word phrases, metaphors and similes
that set these songs apart from others.
Then, we compare her work to these
notes of what works on the albums of

others. We also examine these “tricks of
the trade” to find those she feels com-
fortable with. Finally, we explore how
she can fit the ones she feels most com-
fortable with into her unique style.

She may not know her style or be able
to recognize it. In this case, we look long
and hard at her work trying to recog-
nize common patterns or threads that
run through it from song to song. Does
she write about similar themes? Unre-
quited love? The death of a feeling per-
son? Or, the heat of passion? How could
she say these things better, yes, even in
a more commercial way, borrowing from
what she’s learned from analyzing the
work of others she likes, while still feel-
ing good about her own work? This is
the question she answers in our final
sessions.

All songwriters borrow a little bit
from the works of others they’ve heard.
This is a natural, unconscious learning
process.

A Creativity Development
Program

Many artists who come to me do not
have one clearly identifiable block like
Larry, Cindy, Jerome or Toni but have
a combination of problems. I also see a
number of people who have never
thought of themselves as being creative
but who want to be. For these clients I
have developed a complete creativity
development program which combines
all of the techniques I've described so
far. In my article next month, I will de-
scribe this program to you.

* ¥ ¥

Editor’s note: Chuck Loch is presently vice
president of research and development for
Prep, Inc. of Trenton, N.J., where he has con-
ducted attitude change research for the Mary-
land State Department of Education and de-
veloped an occupational training system for
“special needs” students and adults. He also
writes songs.

7

llustrations by Alex Granado
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\ '. NEW YORK

Julie Lipsius, vice president and
general manager

Roadshow Music Group

Desert Rain Music Ltd. (ASCAP)
Desert Moon Songs Ltd. (BMI)
850 7th Ave.

New York, N.Y. 10019

(212) 765-8840

Other office: Los Angeles
Also: Roadshow Records

Julie Lipsius was studying in France
and decided she wanted to stay there.
She went to work in Paris as a tempo-
rary clerk, typing filing cards for a
music publisher; went on to be a secre-
tary for WEA; transferred to an assis-
tant’s position at the newly formed
Warner Brothers France office and
worked her way up to general manager
there. After seven years in the music
business in France, Julie returned to
the United States and began working
for Roadshow in the summer of 1977.

Roadshow is owned by Fred Frank
and Sid Maurer. Fred was in promotion
at Epic when Donovan was in his hey-
day and Sid was Donovan’s manager.
The Donovan connection brought them
together and the first record their com-
pany produced in 1974, Do It Till You're
Satisfied, by the B.T. Express, put
Roadshow on the map.

Roadshow still produces B.T. Express,
and their roster has expanded to include
United Artists’ Brass Construction (co-
produced with Jeff Lane), Eon on Ariola
and these artists on Roadshow Records:
Morning Noon and Night, Mark Radice
of Aerosmith, the Winners, Canadian
group Vehicle, and Enchantment, the
group that had an R&B No. 1 hit with
It's You That I Need.

Roadshow also has an expanding ros-
ter of gospel artists such as Shirley
Caesar and the Roadshow-Hob line of
songs with recordings by the Mighty
Clouds of Joy and the Rev. James
Cleveland. Roadshow does a lot of disco
production, too.

All of Roadshow’s artists are open to
outside material and the publishing
company seeks songs for placement
with artists on other labels. Julie is
looking for pop material and modern
gospel songs with universal appeal.
Their new artist, Billy Kirkland, will be
recording soon and needs pop material.
Julie also is interested in new pop

singer/songwriters. Material should be
submitted on 7% ips reel-to-reel tape or
cassette with lyric sheets. Send no more
than three songs and include a self-
addressed, stamped envelope or your
tape will not be returned.

Julie advises, “"Remain tenacious.
Don’t be discouraged when your music
doesn’t suit the particular company you
submit it to. Different companies are
looking for different things, so a rejec-
tion doesn’t mean your song is bad, just
that it can’t be used by that company.”

LOS
ANGELES

R. Dean Taylor, president
Hot Egg Music (BMI)
Ragamuffin Music (PRO-CAN)
6515 Sunset Blvd. Suite 309
Hollywood, CA 90028

(213) 464-9903

Also: RDT Production, Jane
Records and Autumn Records

Other office: Biloxi, Miss.

Canadian-born R. Dean Taylor
started singing at country & western
shows in Toronto at age 12. Hooked on
the music business, he went to Detroit
and was soon signed by Brian Holland
of the famous Holland/Dozier/Holland
producing team at Motown. Dean wrote
and produced Love Child and I'm Living
In Shame, recorded by the Supremes;
and wrote I'll Turn To Stone and I'm In
A Different World for the Four Tops,
Just Look What You’ve Done for Brenda
Holloway, and All I Need for the
Temptations. His crowning Motown
achievement was writing, producing,
arranging and singing his million-seller
Indiana Wants Me, making him the
first white artist at Motown to chart
No. 1.

In 1972, after 10 years with Motown,
Dean formed his owr. RDT Productions,
Jane Records and Autumn Records, and
Hot Egg and Ragamuffin Music compa-
nies. Dean cut and released 11 singles
in his own studio last year. His own
records of Walking in. The Sun, We'll
Show Them All and Let’s Talk It Over,
have been successful in Canada. He is
actively getting covers on the songs his
companies publish. Dean has produced
for Pye Records, Chryvsalis, Polydor, CTI
and A&M Records, and is producing his
own album. At the beginning of this
year, he wrote and produced the sound-
track for Lone Star Pictures’ “King Of
The Hill,” to be released this summer.

Dean is looking for singer/song-
writers, songwriters, and Top 40 pop,

country pop and bubblegum material.
For ease of handling, Dean asks that
you send no more than three songs on
reel to reel 7% ips tape on reels no
smaller than five inches, with leaders

between the songs. Enclose lyric sheets.

Because so many tapes are submitted,
you must follow these instructions or
your tape will not be reviewed. Include
a self-addressed, stamped envelope, or
your tape will not be returned.

Dean sounds off, “A lot of songwriting
friends come in to use my studio practi-
cally bleeding all over the floor, and it
really bugs me. The head of a big pub-
lishing company doesn’t have time to
see all the writers off the street, so they
hire two or three people to screen mate-
rial. It offends me that they’re often not
qualified for the job. They have no track
record and couldn’t hear a hit if it flew
up their pants. They tell you to leave
your tape and then send it back with a
form letter, or maybe you're a country
writer and they tell you to write R&B
and your songs get worse. This discour-
ages new writers, and so many of the
people they see at publishing companies
are like that. They have no power and
have to send everything upstairs where
the real decisions are made, and it’s like
musical chairs how often they lose their
jobs. These are the people who scramble
songwriters’ minds and leave them with
bitter opinions of the business.

“There are people out there who are
good, who have experience and who
care. Find out who they are. Don’t let
the others discourage you and rip your
creativity apart. Don’t let them kill you

(R

when they say no’.

;4 ]

John Mahan, West Coast regional
director

American Society of Composers,
Authors and Publishers

6430 Sunset Bivd.

Hollywood, CA 90028

(213) 466-7681

Other membership offices: New
York, Nashville and London

John Mahan has an extensive back-
ground in practically all phases of the
music business. He worked in radio for
16 years in the Philadelphia area, an-
nouncing, producing and programming.
He was head of East Coast sales for
Epic Records and moved to the West
Coast to open its offices there. After
serving as sales manager for MGM Rec-
ords, John went into independent pro-
continued on page 45
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Changes in

AGALC®s

Contract
Oudlined

by Alvin Deutsch

Since 1948 the American Guild of Au-
thors/Composers has published and dis-
seminated a music publishing contract
often heralded as the best songwriters’
contract in the business. That contract
reflected both the copyright law and the
business of music as it existed in 1948.
Its many provisions, such as detailed
accounting, arbitration of disputes,
sheet music royalty adjustment to re-
flect increased selling prices, and the
obligation to secure the writer’s permis-
sion when granting certain exclusive
uses, found their way into other music
publishing contracts.

However, too often, key provisions of
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the AGAC contract were criticized as
being “outdated.” In response, AGAC
has often been heard to say: If the pub-
lisher’s obligation to secure a recording;
to permit a writer to examine the pub-
lisher’s books and records to enable a
writer to secure revestiture of copyright
upon the publisher’s default; and, above
all, to return to the writer worldwide
rights at the conclusion of the first term
of copyright are “outdated,” then AGAC
stands accused.

With the enactment of the new copy-
right law, AGAC believed it imperative
that it review its contract to see what
changes in the law and in the music

Bob Dylan supports
American Guild of Authors & Composers
40 West 57th St N.Y.C. 10019

6430 Sunset Bivd., Hollywood, Cal 90028
Please send  Name
information
about AGAC. 9%

Ciy State

Zp

business warranted revision. AGAC’s
Contract Committee in Los Angeles and
New York labored many months in re-
viewing the 1948 contract to effect those
changes. One of their initial decisions
was to retain as much of the original
contract as possible and merely change
those provisions demanded by the en-
actment of the new copyright law and
the music business.

After their task was done, the Con-
tract Committee first prepared a
“marked-up” version of the final con-
tract which was mailed to more than
300 members of the music industry.
This version contained not only the new
contract language but the existing pro-
visions that were being retained and
those that were to be eliminated.

During the same week that the copy-
right law went into effect, AGAC’s 1948
final contract was on the market. Here
are the major changes, complete with
corresponding excerpts from the con-
tract:

1. Term of Contract

The new copyright law provides that
the period a publisher can exercise con-
trol over a song is 40 years from the
date of contract or 35 years from date of
publication, whichever is shorter.
Under Paragraph 1 of the 1978 con-
tract, a writer is in a position to negoti-
ate a shorter term, by inserting a fewer
number of years in the space provided.

1. The Writer hereby assigns, transfers and delivers
to the Publisher a certain heretofore unpublished
original musical composition written and/or composed
by the above-named Writer now entitied

(hereinafter referred to as “the composition”), includ-
ing the title, words and music thereof, and the right to
secure copyright therein throughout the entire worid,
and to have and to hold the said copyright and alt
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If, by the expiration of the applicable make a piano arrangement or lead sheet of the com-
( time period, a commercial sound record- position and furnish six copies thereof to the Writer.
contract or 35 years from the date of the first release . h b ] d
of a commercial sound recording of the composition, Ing has not been released, then the con- L
whichever term ends earlier, unless this contract is tract automatically terminates. 5. Derivative Works
sooner terminated in accordance with the provisions The contract protects the writer
L e 6. (a) (i) The Publisher shall, within (insert period  against the publisher continuing to con-
not exceeding 12 months) months from the date of trol derivative works after termination
this contract (the “initial period”), cause a commercial of the contract
2. Rovalties sound recording of the composition to be made and ’
y released in the customary form and through the cus- —_— .
Th 1 : g 13. No derivative work prepared under authority of
e only change from the prior con- tomary commercial channels. If at the end of such ini- Publisher during the 1 P p 31 ;
tract is in the sheet music royalties tial period a sound recording has not been made and sbyelraugcri'snr?er or ::: ciher'sp:?t;tra?;r'?:xn?:aﬁgh
which are now based on a percentage of \'I?;‘i’:ns:d'f"::::z‘: pmé’;de%‘.’;"he"g.”?'?d '?h'.m Pro- or expiration of this contract.
the wholesale selling price ¢ il
BLICCS tract shall terminate. - -
(ii) 1, prior to the expiration of the initial pe- 6. Arbitration
4. In consideration of this contract, the Publisher riod, Publisher pays the Writer the sum of -8 9 3
agrees to pay the Writer as follows: ~ §.......... (insert amount to be not less than $250) siIE;(l)ivfliZlc(lm';lfzra::'{)li)tl:';?it(l)(:lnw}fliillvgebﬁ(é?d
@s$......... as an advance against (which shall not be charged against or recoupable out N .
royalties, . . . of any advances, royalties or other monies theretofor ~ in accordance with the rules of the
(b) In respect of regular piano copies sold and paid, then du3, or which thereafter may become due  American Arbitration Assn.
paid for in the United States and Canada, the the Writer from the Publisher pursuant to this contract
followi It therwise), Publisher sh Ilpha ddi
lowing royalties per copy: or otherwise), Publisher shall have an additional : . _
.......... % (in no case, however, less than vv...... (insert period not exceeding six months) ve:;.e:r;yﬁ;nd zztdg:e;::\czzh:zg:g:sw?{hc&?:zon_
10%) of the wholesale selling price of the first months (the “additional period”) commencing with the tract shall bengsubmitted to arbitration before a sole
200,000 copies or less; plus end of the initial period, within which to cause such arbitrator under the then prevailing rules of the Amer-
.......... % (in no case, however, less than commercial sound recording to be made and released : i °n P 9 ruk :
12% g f ] . . - ican Arbitration Association. The location of the arbi-
) of the wholesale selling price of copies as provided in subdivision (i) above. If at the end of tration shall be New York, New York. if the Writ
in excess of 200,000 and not exceedin the additional period a commercial nd rdin ation sha LG L ML UL LCALCTCI
X g period a rcial sound recording
. : the date of execution of this contract resides East of
500,000; plus has not been made and released, as above provided, the Mississippi River, or Los Angeles, California, if the
.......... % (in no case, however, iess than then this contract shall terminate. f ' > Angeles, -
15%) of the wholesale selling price of copie Writer on the date of execution of this contract resides
=0 g p! pies Waest of the Mississippi River. The parties hereby indi-
b - . vidually and jointly agree to abide by and perform any
- 4. Piano COP'es’ A"angements award rendered in such arbitration. Judgment upon 37
3. Release of a Commercial and Lead Sheets any such award rendered may be entered in any court

Sound Recording

This is a major change from AGAU's
prior contract. Under the 1978 contract,
the publisher must cause a commercial
sound recording to be released within
the period negotiated but in no event
more than 12 months from the contract
date. If the publisher is not successful in
securing a recording, it must pay the
writer not less than $250 as a bonus if it
wishes to secure an additional period to
cause such commercial sound recording
to be released. This period cannot exceed
six months.

Paragraph 6(c) of the 1978 contract
gives the writer the option to require
the publisher to either print and offer
for sale regular piano copies of the
musical composition or to make a piano
arrangement or lead sheet, and provide
the writer with copies of same.

6.(c) The Publisher shall (select i or ii)

(i) within 30 days after the initial release of a
commercial sound record.ng of the composition,
make, publish and offer for sale regular piano copies
of the composition in the form and through the chan-
nels customarily employed by it for that purpose;

(ii) within 30 days after execution of this contract

having jurisdiction thereof.

7. No Countersignature

No longer will it be necessary
to send the AGAC Contract to AGAC
for countersignature. However, as the
contract indicates on the top of its first
page and below the signature line, if
any changes are made the writer should
consult with AGAC.

[ 4
Editor’s note: Alvin Deutsch is a New York

attorney and counsel to the American Guild
of Authors and Composers.



The Books You Should Read
Are On Songwriter’s

Rush me the following books.

[] How | Write Songs (Why You Can)...... $4.95

[] This Business of Music ........................ $16.95
[0 Songwriter S Manual $ 6.95
[} More About This Business of Music ...$10.95

] Bringing it To Nashville ........................ $ 3.95

[] How To Write A Hit Song And Sell It ...$ 7.50
[] The Music/Record Career Handbook ..§14.95
[] Songwriters’ Rhyming Dictionary ....... $ 5.00
[C] Songwriter Magazine's 1978 Music
Directory (no postage required)......$ 2.00
[C] Songwriter Magazine's Special
Report “How To Sell Your Songs"

(no postage required) $ 2.00
[J How To Play Piano Despite Years

Of Lessons $ 8.95
[0 Gospel Music —1978 Directory

And Yearbook $ 5.00

Name
Address

City

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

P.O. Box 3510, Hollywood, California 80028

[] Technical Handbook Of
Mathematics For Motion Picture

Music Synchronization ..................... $40.00
[C] Music To Sell By — The Craft
Ot Jingle Writing..........occouuennnecirnncn $ 9.50

[] Clive — Inside The Record Business..$ 8.95
[] Legal Protection For The

Creative Musician.............cc.cccvvnineanens $15.00
[] From Score To Tape............ccoeevnueeneranes $ 9.50
[7] This Business Of Music........................ $16.95
O Modern Recording Techniques............ $10.50

[[] How To Write Lyrics That

Make Sense $ 9.95
[[] Sounds And Scores —

Henry Mancini $15.00
[0 The Songwriter’s Handbook................. $ 8.95

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

State Zip
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How | 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 definitions of music busi-
ness terms and expressions, examples of
songwriter contracts and analyses of
Tom’s own biggest hits. 158 pages.$4.95

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, pro-
duction and sale, live performances. 204
pages. $10.95

How To Write A Song And Sell It by
Tommy Boyce. A how-to book for the be-
ginner or the up-and-coming songwriter.
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 writ-
ers. 283 pages $5.00
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Modern Recording Techniques by
Robert E. Runstein. Introduces the reader
to the equipment, controls and tech-
niques used in modern studio recording.
Learn how to talk in real audio terms to
studio engineers. $10.50

The Songwriters’ Success Manual by
Lee Pincus. Author is music publisher
whose songs include Lennon/McCart-
ney's “She Loves You" and | 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

business. . .. very helpful to the begin-
ning songwriter ... is well worth the
$6.95 ... Realistic and practical” —

ASCAP Today. $6.95

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 busi-
ness. “There is no perfect book on how to
make it big as a songwriter but Mike Kos-
ser comes close to telling it like it really
is” — Curly Putman (Green, Green Grass
of Home). 99 pages. $3.95

How To Play The Piano Despite Years
of Lessons — By Ward Cannel and Fred
Marx. Breaks down "music theory" bar-
riers, teaches you how to harmonize,
create simple variations, countermelodies
and accompaniments, chords, voicing ar-
rangements, melody and chordal move-
ments ... how to play by ear (and how
not o). Plus a new 48 page folio of sheet
music. $8.95

Technical Handbook of Mathematics
For Motion Picture Music Synchroniza-
tion — by Ruby Rakin. Here is a book
that begins with the most basic data and
goes as far as any highly skilled profes-
sional will find it necessary to go. It
makes the business of catching cues
easy and foolproof, setting the composer
free to create the music. The first and
only complete film music synchronization
text with all charts, tables, formulas and
information needed. Clicks, beats and
other film measurement solutions. $40.00

Music to Sell By — The Craft of Jingle
Writing, Berklee Press — by Antonio
Teixera, Jr., and Tony Teixera. Besides
being one of the top commercial writers
and film composers on the East coast,
Tony is a popular clinician, lecturer, and
music educator (faculty member of
Berklee College of Music). Nationally, he
has written for Chrysler Air Conditioner,
Budget Rent-A-Car, Steinbrau Ale, etc
and has won many national ad awards.
$9.50

Clive-Inside The Record Business by
Clive Davis with James Willwerth. Clive
Davis is regarded as one of the most im-
portant figures in the revolution of the
record industry. "CLIVE" is the highly
personal story of his days as president of
Columbia Records. Davis discusses the
deals, relationships, and careers of such
artists as Bob Dylan, Simon & Garfunkel,
Barbra Streisand, Janis Joplin, Chicago
and others ... negotiation battles. audi-
tioning new artists, career planning and
more. $8.95

Legal Protection for the Creative Musi-
cian by Lee Elliot Berk. Mr. Berk is presi-
dent of Berklee College of Music, and
legal advisor to the National Association
of Jazz Educators. Easy to read style .
teaches you to spot those instances
when you should seek professional guid-
ance. lllustrated by actual recent liti-
gation involving well known music per-
sonalities. $15.00

From Score to Tape (Berklee Press) by
David Bird. Guide to music producers,
engineers and studio musicians. Glos-
sary of recording terms, microphones,
compressors, Echo, Dolby, E Q, record-
ing the voice, etc. A demonstration rec-
ord is included for examples of studio
sound effects and shaping. $9.50

This Business of Music, Edited by
Shemel and Krasilovsky. Here is the re-
vised, expanded, and up-dated new
Copyright Act edition of a book that has
become established as the most relied
on guide to the music-record-tape indus-
try. It provides detailed explanations of
the legal, practical, procedural problems
encountered by every practicing music
man and provides detailed explanations
of the new Copyrigrt Act of 1978. 575
pages. $16.95

How To Write Lyrics That Make Sense
... And Dollars by Hy Glasser. This fas-
cinating and informative book explains
the mechanics of writing lyrics ... plus
an in-depth look at the world of music
publishing. Hy's songs have been re-
corded by such artists as Frank Sinatra,
Nat King Cole, Sarah Vaughn, etc. $9.95

Gospel Music — 1978 Directory and
Yearbook. An annual publication of the
Gospel Music Association. Lists gospel
award winners plus artist/musicians, tal-
ent agencies; periodicals, radio stations,
record companies, Gospel Publishers.
$5.00

Sounds and Scores — Henry Mancini.
Henry Mancini is regarded by his peers
and music critics as one of the giants in
the popular music field. He has won an
unprecedented 20 Grammy Awards, six
Gold Album awards, the Golden Globe,
and practically every other music industry
honor. LP records are included to follow
along and study the scores ... discus-
sions of scoring, etc. A must for the stu-
dent film composer. $15.00

The Songwriters Handbook by Harvey
Rachlin. A guide for the beginner and a
valuable reference book for the profes-
sional. Covers the entire spectrum of the
professional — from the conception of an
idea for a song to getting it recorded.

“[This] is one of the most comprehen-
sive books on the subject yet” Henry
Mancini

“... An important and necessary ref-
erence guide” — Burt Bacharach

Is encyclopedic in the information

it covers" — Marvin Hamlisch. $8.95

Songwriter Magazine’s Special Report
“How To Sell Your Songs.” Sixteen
music business pros contributed to this
very special report to bring you a detailed
explanation of the process of getting your
songs published and recorded. It an-
swers the “"most-asked” questions from
how to make a presentation demo to how
to approach a publisher. Legal tips and
contract terms explained ... must read-
ing. $2.00

Songwriter Magazine's 1978 Music Di-
rectory. It's the new, expanded version
of our highly successful Songwriter Pub-
lisher's Directory. This handy, time saving
directory lists the top music publishers,
carefully selected for their action and in-
dexed according to their musical pref-
erence, such as "Pop,” "Country,” “Easy
Listening,” and “R&B." But that's not all!
You also get the top record companies,
personal managers, independent record
producers, songwriter associations, plus
a special Canadian section. $2.00
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Songwriter Classified

o All ads must be paid in advance and received

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

six weeks prior to month of publication.

e Ads must be music related. We acceﬂt no ads offering,

either directly or potentially, publishing,
composing, instruction, or production services for a fee.

e Not responsible for any ad claims.

e Classified ads are not commissionable.
e Name and address should be included in word count.

RATES

“Lyricist/ Composer Partner

Wanted’ heading 1to 3 4to8 9 or more

issues issues issues

13 words or less 7.00 6.30 5.60
per issue per issue per issue

16 to 30 words 14.00 12.60 11.20
perissue perissue per issue

31 to 60 words 21.00 18.90 16.80
per issue per issue per issue

Frequency discount
All Other Headings — 3 times 6 times 12 times
980¢ per word 10% 20% 33%

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

AD COPY
(Please include your name, address or phone number so that
interested parties may respond)
PLEASE PRINT CLEARLY

Check heading under which ad is to appear:
O Demo/Studio [] Lyricist/Composer Partner Wanted
{0 For Sale [] Miscellaneous
[0 Instructions/Publications [] Lead Sheets

Name
Address
City State Zip
Phone Signature
| — - b3 =8
price per issue no. of insertions total enclosed

INCLUDE CHECK OR MONEY ORDER WITH COUPON.

&

Classiiied Ads

Lyricist/Composer
Partner Wanted

COMPOSER AND BEGINNING
LYRICIST seeking another com-
poser/lyricist. Pop, EZ Listening,
Rock. Tired of wasting my time and
talent. Call Chuck 713-665-3610,
Houston, TX. Interested in work-
shop in Houston area.

GOLD/PLATINUM COMPOSER
needs POP lyrics 8th Power Music,
11526 Burbank Bivd., No. Holly-
wood, Ca. 91601.

ASCAP FRENCH MUSIC COM-
POSER / ARRANGER would like
to meet professional ASCAP lyric
writer for 50 / 50 deal. | specialize
in Continental, Latin, Spanish, and
Popular American Music. | own an
ASCAP publishing firm. Los
Angeles area. Ramon Littee, 2121
W. Valencia Dr., Fullerton, Ca.
92633. 714-526-3822.

ACCOMPLISHED PROFESSION-
AL LYRICIST AND MELODY WRI-
TER with hundreds of compositions
to credit needs composer in Hous-
ton. Writes all styles with unusual
imagination and creativity; heavy in
C&W, popular & blues. Semi-
finalist in American Songwriting
Festival. Only interest is writing
quality material for others to record.
Contact Ray Horton, 713 / 469-
5668.

PROFESSIONAL COMPOSER
SEEKS published rock lyricists.
Larry Mumford, 337 Georgia,
Elyria, Ohio 44035.

CONTEMPORARY COMPOSER/
BAND LEADER seeks lyricist.
Write: Ted Martin, 2371 NE 193rd
St., Miami, Fl. 33180.

COMPOSER OF TODAY'S MUSIC
wanted by BMLt lyricist. Must own a
tape or cassette recorder for us to
work together. Kinney, 601 E. 18th
St., New York, NY 11226.



Lead Sheets

LEAD SHEETS, $7.50, 15 free
copies, send cassette, lyrics,
money order. Oleksander Kuzys-
zyn, 52-11 70th St., Maspeth, NY
11378.

PROFESSIONAL LEAD SHEETS
from your tape sample: $.25 with
SASE/Staffwriters, 1279 Smith
Ridge, New Canaan, Ct. 06840.

PROTECT YOUR SONGS! Free
copyright forms with order of lead
sheet w/5 copies. Designed for
copyrighting and submission to
publishers. Send tape lyrics, $15 to
Walter Turbitt, 939 Mineral Spring
Ave., Pawtucket, RI 02860.

LEAD SHEETS EXCELLENT
QUALITY Fast service. Send lyrics,
cassette, money order $15 per
song, samples available $1. Ge-
mini, Box 2073, Jamestown N.Y.
14701.

For Sale

SONG LEADSHEET MuUSIC
PAPER. Sample 25 cents to Ken-
vad Music, Inc., Box 2331, Orlan-
do, Fi. 32802.

Demos/Studios

Nashville Songwriters. GRASS-
LAND studio. Professional 8-track
Recording. Demo  Masters.
Special-9 hours-$100. Reg. - $20/
hour. Call (615) 794-2101. Write:
Route 3, Hillboro Road, Franklin,
Tenn. 37064.

DEMOS Send lead sheet, $25. for
R-R, cassette recording of your
song. Drums, piano, bass, vocal.
LBC Enterprises, 105 Jefferson
Court, Dover, Del. 19901.

TAPE COPIES on cassettes $4 per
song. Galatioto, 2656 Locust Ave.,
Oceanside, N.Y. 11572,

PROFESSIONAL QUALITY DEMO
TAPES made from rough tapes
and lead sheets by excellent musi-
cians. Send $2.50 for sample and
price list to: Demo Tapes, PO Box
1044, Hazelton, PA 18201.

Miscellaneous

DON'T PLAY HIT AND MISS!
These publishers want fresh mate-
rial. List includes who to cortact,
types of music wanted and much
more. Send $3: Beual Listings, Box
5807, St. Louis, Mo. 63134.

TUNING PROBLEMS? Solve them
forever with an electronic tuner.
Write for information. A.P. West,
P.O. Box 648, Morris, Ill. 60450.

SONGS NEEDED for upcoming al-
bum. Send cassettes to “Adam's”,
104 Rundleview Drive N.E., Cal-
gary, Alberta T1Y1HG.

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

SINGER/SONGWRITERS Stop
struggling & straining. Discover
your own natural unique sound with
a revolutionary new method that
guarantees dynamic power, range,
& control. Inquire: Vocal Dimension
(213) 786-3768.

COMPILED INFORMATION FOR
THE NEW AMERICAN SONG-
WRITER! Tips, facts, etc. Free de-
tails. Walter Speller, Box 181,
Caldwell, NJ 07006. Member of
American Society of Composers,
Authors, and Publishers (ASCAP).

“"HOW TO SELL YOUR SONGS
LIKE PROFESSIONALS DO" by
Glen Hammond. Detailed guide
explains market analysis, collabo-
rators, song sharks, copyright,
making demos, promotion, con-
tracts, rights, more. $4. The David
Allen Press, Dept. S, Box 32223,
Washington, D.C. 20007.

“HOW TO WRITE AND MARKET
JINGLES” — a complete guide to a
fascinating and profitable sideline.
$3 postpaid. CRYSTAL VALLEY
PUBLISHING, STAR RT., Box 40,
Carbondate, Colorado 81623.

SAN FRANCISCO — lead sheets,
arranging, and copying for song-
writers, bands, recordings. Com-
plete creative services for Bay Area
Musicians. OPUS TEN MUSIC
SERVICES, PO Box 4127, San
Francisco, Ca. 94101. (415) 861-
2871.

HIGH DESERT MUSIC CO. is now
accepting original material all
types. Also looking for performing
artists. Send to High Desert Music
Co., 29512 Peoria Rd., Halsey, OR
97348.

SONGWRITERS — AVAILABLE
AT LAST. Monthly schedule of re-
cording dates for Nashvilie artists-
producers and addresses. Song-
writing and pitching tips by Gold
Record Songwriter. Send $9 to
Star Tracker, PO Box 60365,
Nashville, TN 37206.

It takes a great deal of talent to create a good and sale-
able song. But then your job is only Ealf 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 imrortant contacts and their hard'to find ad-

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

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

We guarantee satisfaction! If after your first issue you
do not feel Tunesmith will hel? your songwriting
ca?e(;.lr, notify us promptly and we’ll refund your money
in full!

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

P.O.Box 3839
Hoilywood, Ca 90028

Payment must accompany order . . . make checks or money

— orders payable to Tunesmith

OJ Plgase send me a sample copy of Tunesmith. Enclosed
is $1.
Enter my subscription for 6 months (6 issues). En-
closed is $15. )
Enter my subscription for 1 year (12 issues). Enclosed is
$25.

[_] Enter my subscription for 2 years (24 issues). Enclosed is
$40.

Name

Address _

City

State ___ Zip
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Dylan Pleases. leases
and Turns his
Songs Inside Out

Bob Dylan
Universal Amphitheater
Los Angeles
June 2, 1978

“He not busy being born is busy dy-

ing.” Bob Dylan first sang those words,

Los Angeles Times Photo

out of It’s Alright Ma, in 1965. Judging
by the show he put on at the Universal
Amphitheater — a show he’ll be taking
around the country this fall — he’s not
getting any older.

I first heard Dylan in 1963, when I
recoiled to the sound of him whining his
way through Blowin’ in the Wind on the
radio. I learned to live with and even
love that bizarre voice as I followed
Dylan through his folksy, surreal rock
poet, country gentlemen and Rolling
Thunder gypsy phases. Though my pas-
sion for his music has had its ebbs and
flows, he’s always kept my interest.
That’s the highest compliment I can
give an artist.

At the Amphitheater, Dylan unveiled
phase five: rock showman. Supported by
three backup singers and an eight-piece
band that mixed R&B, jazz, mainstream
rock and disco (you heard me) flavors,
Dylan put on a thoroughly entertaining
26-song, two-hour-plus show that mixed
old song and new and had the crowd
cheering throughout.

When I say entertaining I mean that
in the conventional sense. There, for all
5,200 people to see, was Dylan, sans
guitar, cavorting around the stage with
mike in hand, vamping out the words to
Ballad of a Thin Man,; Dylan actually

talking to the audience between songs
(after Shelter from the Storm and Love
Minus Zero — No Limit, for example:
“Those two songs are the story of my
life”); Dylan even shaking hands,
Gatling-gun fashion, with front-row
fans after the encore, The Times They
Are a Changin’. After seeing Dylan
barely acknowledge audiences, the con-
trast was electrifying.

I was better prepared for the changes
in Dylan’s music. I've never heard
Dylan sing the same song the same
way twice, and he didn’t bring any car-
bon copies with him this time. Tangled
Up in Blue and I Want You were virtu-
ally unrecognizable, performed slow and
jazzy, and featuring some great sax
work by ace session player Steve Doug-
las. Mr. Tambourine Man, with Douglas
on piccolo, and I Don’t Believe You,
featuring nice mandolin work by David
Mansfield, were sped up, with the latter
taking on a discoish punch. Though to
my ears Dylan has sometimes failed in
turning his songs inside out, I admire
his “nothing is really sacred” approach
towards his music. There’s a message in
that for any songwriter.

Other notes: the overall sound was
more teasing than intimidating, in con-
trast to Dylan’s music with The Band,
circa 1974. Happily, Dylan’s voice was a
few notches more varied and sensitive
than his Band bellow. Even the order of
Dylan’s songs reflected his warmer,
more open stage stance. Instead of end-
ing with his old standby, the taunting
Like a Rolling Stone, Dylan closed with
the softly moving Forever Young.

Which brings us back to that line
about he not busy being born. . . .

— Rich Wiseman

Deck the
='Stores With
<5  Tracks of
Holly: It’s
e-Release

Time

G

20 Golden Greats
Buddy Holly [The Crickets
MCA Records

Soundtrack
The Buddy Holly Story
Epic Records

“Buddy Holly lives” all right (to quote
the graffiti on the cover of the MCA al-
bum), and 1978 should be his biggest
year yet. The trailblazing rock and roll-
er, who died in a plane crash in 1959 at
the age of 22, is now being feted with
“The Buddy Holly Story,” a well-
reviewed Columbia Pictures release; the
movie’s soundtrack LP; and the MCA
greatest hits release. This, after Linda
Ronstadt struck gold with a Holly tune
— It’s So Easy — for the second time
(That’ll Be the Day was the first).

Obviously, It's So Easy for MCA to

repackage Holly — Decca, a subsidiary,
released the two-record set, “Buddy Hol-
ly: A Rock & Roll Collection,” several
years back. Fourteen of the “Greats,” in
fact, are found on the “Collection” LP.
I could Rave On about this exploitation,
but what should we expect of a parent
company that bites off as much as the
public will chew (I'm referring to
“Jaws 27).

Still, I have nothing but Words of

Love for the songs, on whatever reissue
they appear. Talk about hooks — Oh
Boy! — Buddy wouldn’t have needed
that underwater power line to attract
Jaws 2, he could have dangled one of his
lead sheets. Twenty years after they
were written, the songs, with the Crick-
ets’ sparse yet punchy backing, still
stand as models of crispness, economy
and tastefulness. They're great fun too.

But a Buddy Holly listening experi-
ence always brings out mixed emotions
in me. I hear the songs, revel in the
clean production and Holly’s quirky yet
warm voice and I can't help but wonder
how rock music today would have been
different if Buddy Holly hadn’t decided
to take that plane into a blinding lowa
snowstorm. His talent will Not Fade
Away.

Gary Busey, who portrays Holly in
the movie, does him justice on record. A
Texan like Holly, Busey grew up idoliz-
ing his subject. But while Busey bril-
liantly captures Holly’s vocal flavor, in-



cluding Holly’s hiccupy bursts, he
doesn’t ape Holly’s versions of the
songs. There’s a freshness and feeling in
his delivery, stemming, apparently,
from years of living those songs himself.
Still, if it’s a matter of choosing be-
tween one LP or the other, start with
the real thing. Then, a visit to your
local movie theater to catch “The Buddy
Holly Story” won’t be far behind.
—R.W.

Quick Picks

Rita Coolidge
Love Me Again
A&M Records

It’s great that Rita’s broken out of
shadows of her own to establish herself
as one of pop/rock’s top female vocalists.
Great for her and great for songwriters,
since she doesn’t write! Good collection
of tunes, including the title song, co-
written by one of our authors this
issue, Allee Willis. Only wish that Rita
would have sung two more new ones in
the place of Bye Bye Love and You’re So
Fine — the remake derby is glutted
enough!

Andy Gibb
Shadow Dancing
RSO Records

The album’s aptly named, as Gibb
dances in his brothers’ pop/disco
shadows all LP long. The sparkling title
tune and No. 1 hit is an Andy/Barry
Gibb collaboration, while all five tunes
on the low-key/lower interest second
side are penned by Andy alone.

Bonnie Tyler
It's a Heartache
RCA Records

The title tune is destined to be one of
the year’s blockbuster singles. The
songwriting/producing team of Ronnie
Scott and Steve Wolfe wrote it, along
with five other cuts. Bonnie also acquits
herself well on Stevie Wonder’s Living
for the City and Goffin/King’s Natural
Woman. Some tunes lag, though, giving
a heavyish feel to the LP. — R.W.

Want To Catch Up On
Back Issues Of Songwriter?

They're Available. Below Is A Brief
Description Of Issues You Might Have
Missed And A Coupon From Which You Can Order Your Back Copies.

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

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

Dec/75 — Alan 0'Day, Al-
ternative Chorus, Songwrit-
er's Showcase, Copyright
Revision Bill.

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

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

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

Apr/76 — Sammy Cahn,
Buddy Killen, How to pre-
sent your songs.

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

June/76 — Smokey Robin-
son, How to use the Mos:
Common Song Forms,
Steve Barri.

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

Aug/76 — Barry Mann &
Cynthia Weil, Auto-
biography of a Copyright,
Song Festivals.

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

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

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

Dec/76 — Melissa Man-
chester, Packaging and Sell-
ing Your Master, Tom
Catalano — Record Pro-
ducer.

Jan/77 — Bobby Golds-
boro, The Harry Fox Agen-
cy, Harry Warren — Song-
writing Legend.

Feb/77 — Ashford &
Simpson, Is Collaboration
An Art?, Atlanta — Major
Music Center.

Mar/77 — Henry Mancini,
Academy Award Winners,
Collaboration — Part |1.

Apr/77 — Lambert & Pot-
ter, Gospel Music, Song-
writers Hall of Fame.

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

Send request for back
issues along with $1.50
r‘er issue to Songwriter
agazine P.0. Box 3510,
Hollywood, Ca. 90028.

Name _ -
Address — _
City B

State _

Jun/77 — Roger Nichols,

Record Promoting, Writing
Commercials & Marketing

Them.

Jul/77 — Mel Tillis, How
Songs Are Picked, How To
Get Free Legal Advice.

Aug/77 — Larry Weiss,
ASCAP vs. BMI, Nashville
Hall of Fame Museum.

Sept/77 — Kander & Ebb,
ASCAP vs. BMI, How To
Budget A Union Session.

Oct/77 — Bob McDill, The
Showcase Experience, Six
Top Nashville Writers.

Nov/77 — Janis lan, Mak-

ing Of A Movie Musical,
SESAC vs. ASCAP & BMI.

Dec/77 — Marvin Ham-
lisch, What is Creativity, Al
Bart — Composer’s Agent.

Mail coupon today to
@

.11\.! \\v

- c— IR

P.0. Box 3510, Hollywood, Ca. 90028

3 0cv75
O Now/75
3 Dec/75
] Jan/76
[ Feb/76
[ Mar/76
(O Apr/76

Zip

[0 May/76 [ Dec/76 [J Juk77

1 June/76 [ Jaw77  [J Aug/77
O July/76 [ Feb/77 [ Sep/77
) Aug/76  [] Maw/77 3 Oct/77
) Sepy76 ([ Apr/77 (3 Nov/77
Q076 ([J May/77 [ Dec/77
CINov/76 [ Jun77
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windicates those artists
who record songs by other writers

Country Top 10

Songwriter Title Artist Publisher,
Licensee, Label
1. J. Bettis Only One ®Ronne WB Sweet Harmony
R. C. Bannon Love In My Misap ASCAP Tuneriane
Lite BMI (RCA)
2. K. Rogers Love Or ®Kerny Rogers  M-3 Cnerry Lare
S. Glassmeyer Sometning ASCAP (Uruted
Lkett Artists)
3. B. Cannon | Believe ®Mel Tilis Sabal ASCAP
G. Dunlap In You Sa~gvass BMI
(MCA)
4. H. Bynum There An't ®Johnny Cash  Tree. BMi
D. Kirby No Good ®Waylon (Columbia)
Chain Gang Jernings
5. R. Varl Hoy Tonght @®Barbara Tree 8M
D. Cook Mandret Cross Keys
ASCAP (ABC
6. D. Addrisi Never My ®Vvern Gosdn Warner-Tamerlare
D. Addrisi Love BMI (Elektra
7. C. Putnam When Can We T G Sheppard Tree BMI
S. Throck- Do This {Wamer Curb)
morton Agan
8. A. Ray You Don't ®Eddie Rabbitt  BriarpatchDeb
J. Raymond Love Me Dave. BMI
Anymore {Elektra)
9. L. Kingston Pitsburgh ®The Kendalls  Hall Clement
J. Rushing Stealers BMI (Ovation
10. T. Seatls Weekend ® Co Hurvey Down n Due
E. Setser Friend Irang BMI
(Warmer Bros )
Soul Top 10
Songwriter Titte Artist Publisher,
Licensee, Label
1. Q. Jones Stuff Like Quincy Jones  Yellow Brick
N. Ashford Tha Nick-O-val
V. Simpson ASCAP (A&M)
E. Gale
S. Gadd
A. Tee
R. MacDonald
2. R. James You And | Rick James Jobete, ASCAP
(Gordy)
3. K. Gamble Close The ® Teddy Mighty Three BMI
L. Huft Door Pendergrass (Ptwadelptia
Internatiorial)
4. J. H. Fitch Shame Evelyn Duribar Milis & Miis
A. Cross Champagne BMI (RCA
King
5. J. Johnson Boogie Oogie A Taste of Conducive Or
P. Kibble Qogie Honey Time, BM|
(Capitol)
6. P. Jabara Last Dance  @Donna Pomus/Olga, BMI
Summer (Casablanca)
7. G. Askey Runaway Linaa Andrask Gemigo
Love Cittord BMI (Curtom)
8. D. Ervin Love To See ®Bobby Bland  Atvert BMI(ABC)
K. Pierce You Smie
9. G. Clinton Funkenteichy  Parliament Rick s Malbz
W. Collins BMI (Casatsanca)
10. J. Shamwell Cant Gwve Up  Sou Groovesvile BMI
A Good Children (Casablanca)

Thing

Easy Listening Top 10

Songwriter

D.
S.

[N

x

~

B

O3 “U0 0 OO

. Woltert

Nelson

. Brooks

Andersson
Ulvaeus

McKenna
Silva

Manilow
Sussman
Feldman

Cook

Woods

Carnes

Beckenstein

Goodrum

. Snow

Title Artist

Songbird ®Barbra
Streisand

It Ever | ® Roberta Flack

See You

Again

Take A Abba

Chance On

Me

My Anget Toby Beau

Baby

Copacabana Barry
Manilow

Talking In @ Crystal Gayle

Your Sleep

Youre A Gene Cotton

Part Of Me with Kim
Carnes

Shaker Song Spyro Gyra

Bluer Than Michael

Blue Johnson

You ® Rita Cookdge

Publisher,
Licensee, Label
Sorgm of Manhattan
islard'Diaria BMI
Intersong USA
ASCAP (Columta)
Big Hitl, ASCAP
(Atlantic)

Anwork ASCAP
Potar AB
(Atlantic
Texongs Bomass
BMI (RCA)
Kamakazi BMI
(Ansta)

Roger Cook
Chriswood BMI
(United Artists)
Browns Shoes
Chappel ASCAP
(Arola)

Harlem Crosseyed
Bear BM|
(Amherst)
SpringcreekiL et
There Be, ASCAP
(EMI America)
Beechwood Snow
BMI (ABM)

(

Songwriter Top 40
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20.

21.

22,

23.

24.

25.

27.

28.

29.
30.

31

32.

33

34,

35.

37.

38.

39.

40.

Songwriter

. K. Gamble

L. Hutf

B. Seger

B. Andersson
B. Ulvaeus

B. Gibb
R. Gibb
M. Gibb
A. Gibb

. G. Rafferty

. M. Jagger

K. Richards

. P. Jabara

. E. Clapton

. A. Costandinos

. R. Goodrum

. B.Gibb

. J. Walsh

. D. Bryant

A. Peebles
B. Miller

. A. Temperton

. P. Brown

R. Rans
B. Joel

. Dewey, Grunt

. C. Lerios

D. Jenkins

. J. Brooks

W. Becker
D. Fagen

M. Gordon
H. Warren

Scott & Wolte
J. Farrar

A. Scott
T. Gritten

C. Simon
M. McDonald

. L. Gramm

M. Jones

L. Richie

D. Woltert
S. Nelson

T. Rundgren
M. Williams

G. Goffin
C. King

Farian, Reyam

owe,
MacNaughton
Sire/Hansa

K. Rogers

S. Glassmeyer

P. McCartney

Jones
Ashford
Simpson
Gale

Gadd, R. Tee
MacDonald

Kipner
J. Vallins

z pum<zo

W. Egan
L. Buckingham
R. Dashut

B. Weich

J. Henning

D. McKenna
B. Silva

B. Manilow

B. Sussman
J. Feldman

Title Artist

Use Ta Be ®0 Jays

My Girl

Stil The Bob Seger

Sarre

Take A Chance Abba

On Me

Shadow Andy Gbt.

Dancing

Baker Street Gerry
Ratfert,

Mss You Roling Stor e

Last Darce  @Donna Summer

Wondertul Enc Claptor

Tonight

Thank God Love and

It's Fnday Kisses

Bluer Thai Michael

Biue Johnson

Grease ® Frankie Val

Lite s Been Joe Walsh

Good

| Cant Eruption

Stand

The Rair

The Groove Heatwave

Line

Darnce With Peter Browr

Me

Only The Good Billy Joe

Die Young

Runaway Jetterson
Starship

Love Wi Pablo Cruse

Find A Way

It Ever | @ Roberta Flack

See You Agan

M Steeiy Dar

Chartanooga  Tuxedo

Choo Choo Junction

Its A @ Bonnie Tyler

Heartache

Youre The ® John Travota

One That & Orvia

| Want Newton Jorr

Love Is Like Sweel

Oxygen

You Belong Carly Swror

To-Me

Hot Blooded  Foreigner

Three Tumes Commodores

A Lady

Songbrra Barbra
Streisard

Can We Stll

Be Friends

Stay

Wit You St Dave Mason

Love Me

Tomorrow

Rivers of Bone M

Babyion

Love Or ®Kenny Roger

Something

Like It

tve Had Wings

Enough

Stutf Like Quincy Jore

That

Too Much, ® Johnny Mathy

Too Litile & Deniece

Too Late Williams

Magnet And Walter Egar

Steel

Hot Love Bob Welch

Cold World

My Argel Toby Beau

Baby

Copacabana Barry Manilow

Producer

K Gamble
L Huft

Bob Seger

& Punch

Benny
dersson

Bjom Ulvaeus

Barry Gibb
Kar! Richardson
Albhy Galuten

Hugh Murphy
Gerry
Ratferty

Gummer
Tarns

Gorgio
Moroder

Glyn Johns

Alec R
Costand nos

Brent Mane
Steve Gbso

B Gob
Albhy Galuten
Kar Richardson

Bill Szymczyk

Frank Faran

Bar, Bue
Cor, Wade
Phul Ramone

Larry Cox &
Jefterson
Starship

B4 Schree
Joe Broors

No: « steg

W Mchae
Lews
Launn Rinder

Dav d Mackay
Scott & Wo'te

Jonr Farrar
Swee’

Ant Marain

Keith Oisen
Mick Jones

Jarves
Carmicnae
Conmodo
Gary K

Todd Rundgren Todd Rundgrer

Jackson Browne Jackson Browne

Ana
MacM ' an

Frars Farar

Larry Butier

Pau McCarney

Quricy Junes

Jack God

Wartter Egan
Lindsey
Buckngnam
Richard Dashu
Carter

Sears Delaney

Ron Dante
Barry Maniow

Publisher,

Licensee, Label
Mighty Three 8M
(Phladeiptia
Interriabona)

Gear ASCAP
{Captos

Artwo’ ASCAP Poar
AB (Atart

Stigwood Unchappeé
BMI (RSO

Huwor Ba, BM
(Unsterd Antst

Coigerms BM
ASCAP (Atiant
Pramus Artste
Olga BMI
(Casablanca
Stigwood BM!
RS0}

Cafe Amencana
OP Fefee ASCAP
{Casabanca
SprngcreexLel
Trere Be ASCAP
{EMI- Amenca)
Stgwcoa BN
RSO

Wow and Futler
ASCAP {Asylum}
Burlington BMI
(Arga Hansa)

Amg Tincabe
ASCAP (Epec
Sreryn Decibe
BMI 1Drves
Joenongs. BMI
(Coumba)
Duarrondback
BMI (RCA)

rung Pabo Cruse
BMI (ABM)

Bg H' ASCAP
Aranicy

Feckless

Tunes O
BM (MCA)

Leo Fest ASCAP
(Buttertiy)

T Gem BM
(RCA

Stgwoo1 Bufa
Ensgr BM
RSO
Sweet Warer Bros
ASCAP (Capito)
Snug CEst ASCAP
(Elektra)
Somerset Songs
Evansongs Wi
ASCAP tAtiantc
Jooete Commadore:
ASCAP
NI
Sorgs of Mannanan
ani1Dara BM
nterstr g USA ASCAP
(Coumpea
Earmark BMI
Wamer Bros
hero BMI
LALLMy
Screec Ge
Bv (Co

ms-EM
~"pa

Farr sw,erag Gmon
Bise Mounta
ASCAP (Warner Bros

M 3 Cherry Lane
AP

{Unted Artsts)
MPL ATy BM
(Capne

Yeloa Bror Road
NewOha
ASCAP | A&M

Homewood House
BMI (Coumbsa)

Meiod, Dewux Swe
Sourds Sedak
ASCAP (Coumba

Geraooa Cgar
ASCAP (Cagto)
Tesongs Bomass
BMI (RCA)
Kamakaz

BMI (Anstai
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duction and publishing. That experience
led to his next career phase, publishing.
He opened the Sunbury Dunbar West
Coast office, was general professional
manager for Lawrence Welk’s publish-
ing firm, helped set up Playboy Records
and Music and was professional man-
ager for April-Blackwood Music for four
and a half years. John became ASCAP's
West Coast head in May of 1977.

John says, “I felt my varied back-
ground would serve me well at ASCAP:
knowing how music is used at the
broadcast level, having worked in pro-
motion and sales, and, finally, with
writer artists and writers in publishing,
the creative beginning of it all. I've al-
ways felt that it all starts with the song.

“I was brought in to revitalize the
West Coast office. One of the main
things I saw was a need for increased
public relations, for educating people to
the ASCAP story — how the organiza-
tion functions, how we service our
members, how we pay, etc. After the
first year, thanks to hard work by an
excellent team of membership repre-
sentatives, we've greatly improved the
picture. We've tried to make ASCAP
much more visible and competitive at
all levels, to attract as many new
writers as possible. We're working very
heavily at the TV and screen composers
level and being very active in getting
out to build sound relationships with
publishers, managers, business man-
agers and attorneys. We're making cer-
tain that the ASCAP West Coast team
is as visible as possible at nightclubs,
showcases and with public speaking at
colleges.”

Please do not send tapes to John
Mahan. If you want more information
about ASCAP, call or write the mem-
bership office nearest you.

@ Songwriter/Performers — Promo/Tape Cassette
will record and promote you/your Music.
Lyle Garwood — 985-6484 Office
660-6627 24 Hr. Service

©® Gladstone Studio — 762-3125
5330 Lankershim Bivd., #208
North Hollywood, Calif. 91601
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GO ALL THE WAY!
e DON'T BE LEFT BEHIND o

MAGIC WORDS FOR SONGWRITERS
Give your songs energy and impact with these "KEY’
words that command people’s attention $1.95

CATCHY PHRASES FOR SONGWRITERS
A main secret of hit songs. THOUSANDS of catchy phrases
and ckehes plus how to use them. $4.95

SONGWRITER'S COOKBOOK

Tncks, formulas, hot tips, industry secrets. How to write
maney-making hits, increase creativity, get out of ruts, proof

testing & more. PLUS 20 reference tables. Wrte sellers! $3.95

Buy ' CATCHY PHRASES FOR|add 50¢ postage
SONGWRITERS " and "SONG- |SUNSHINE PUB. C0.
WRITER'S COOKBOOK" and|Box 8044, Anaheim
® get "MAGIC WORDS FREE!'|Catformia 92802
KRAR A RN NI RN R R AR A A AR AR RN NN

Name
Address

City

Name
Address

City

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

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

Subscription Order Mail to Subscription Dept., Songwriter Magazine
P. 0. Box 3510, Hollywood, Ca. 90028

Jyears — 36 issues — $30.00

2years — 21 issues — $22.00
1 vear — 12issues — $12.00
(Outside U'SA add $2 per vear)

[ ] NEw [] RENEWAL

[} Pavment enclosed
(make checks/money orders
to Songwriter Magazine)

L] Bill Me Later.

Please allow up to six weeks
for delivery of first issue,

For office use only 000

State Zip

Subscription Order Mail to Subscription Dept., Songwriter Magazine
P. 0. Box 3510, Hollywood, Ca. 90028

(] 3 vears — 36 issues — $30.00

{,2,\'ears 24 issues — $22.00

) 1 year — 12issues — $12.00

(Outside USA add $2 per vear)
NEW [ | RENEWAL

_; Pavment enclosed
(make checks/money orders
to Songwriter Magazine)

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

[—1

For office use only 000

State _Zip
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How 1 Started
iy Own Songwriters Showcase

by Lou Stevens

Most new songwriters need to reach
out to people and get instant reactions
and satisfactions. After your family and
friends have heard all your material
what’s next? An established showcase
club might seem the next logical step,
but, most of the time, the atmosphere at
these clubs is not conducive to good
performer/audience rapport. And, any-
way, showcase clubs are only found in
large cities.

Facing these problems myself (I live
in Rocky Point, Long Island, N.Y.), 1
came up with an alternative several
years ago — I started my own showcase.

You can too. You'll have to become
part MC, part entrepreneur, part busi-
ness person and part songwriter. The
experience you’ll gain will give you a
well-rounded look at the entertainment
field — from a front-row seat.

Step by step, here’s how my first
showcase came together.

First, of course, I had to find a suitable
location. I didn’t want just any place
but one that was theatrically set up and
featured a room separate from the bar.
When I found the right place, the Quiet
Village in Levitown, L.I., I called fel-
low songwriters and asked if they would
be interested in performing one night.
They anxiously agreed. I then grasped
for a name for the showcase and came
up with the “Knew People’s Concert” —
“Knew” because it hinted at something
that was more than just an ordinary
talent night, a place where others and
myself knew we’'d feel comfortable.

I then approached the club owner and
made my pitch. [ offered a full-night’s
entertainment for free on Mondays. I
would bring in my own PA system and
set up a portable light (which I pur-
chased for $5 at the local photo shop).
He would be guaranteed bar business
on an off night — when he needed it —
and all he had to do was furnish the
bartender, waitress and, of course, the

room. Then I showed him posters I had
a friend draw up advertising the “Knew
People’s Concert” at the Quiet Village.
It was an offer the owner couldn’t re-
fuse. The first concert was set for two
Mondays in the future.

Next, I got the word out about the
showcase. I called the local papers,
mentioning the show was open to the
public and that anyone was welcome to
participate. The editors seemed happy
to put something other than the men-
tion of a bridge club meeting in their
events columns, and [ was glad to get
the free publicity. Also, I distributed the
posters to such strategic spots as the
local music store, record shops, head
shops and clothing stores.

Soon, people were talking. Some posi-
tively, reaffirming my faith in the proj-
ect, and some who said I would never
get the project off the ground and I was
“nuts” for trying (you’ll run into those
people in whatever you do). Then, I
went back to the club owner and
explained that [ was advertising his
club all over town and would he con-
sider including the “Knew People’s
Concert” in his own advertising. He
agreed.

Opening night was upon me and to be
perfectly honest I felt like it was
Broadway and not Suffolk County. I ar-
rived at the club two hours early, set up
the PA system and lights, and con-
ducted a soundcheck. With the help of
my wife and some friends we moved the
tables around the stage, covering the

dance floor, and positioned the chairs so
that they faced the stage. This ac-
complished the intimacy that is so
necessary to any performer in a club
situation. Then I put a dollar’s worth of
quarters in the jukebox and chose the
songs [ felt would create the environ-
ment [ was trying to communicate.

Next, I borrowed an idea from the
New York City showcases and started a
list. At the top, I asked the performer to
be prepared to go on when the person
directly ahead of him on the list was in-
troduced. Then I numbered the sheet
from 1 to 20, wrote my name, address
and phone number and asked the others
to do the same. This accomplished a
mailing list for future events.

As the 9:30 starting time neared,
people began arriving. My wife showed
the audience members to the tables and
I welcomed the musicians (about 20').

Promptly at 9:30, the lights went up
(I turned them on). And I stood there in
front of friends, friends of friends and
others who had seen the posters or the
ads. After a few words of welcome, | sat
down and played a few of my tunes.
When I received the applause at the end
of the songs, I really felt that my work
had paid off. It was a great feeling to sit
there in front of some beautiful people,
play my songs and hear them respond.

I introduced the next performer, and
you know what? The feeling carried
over. He felt great too.

We all had finally found a place to
perform our songs. The “Knew People’s
Concert” was a success in every sense of

the word.
[ 4

Editor’s note: Singer/songuwriter/studio
musician Lou Stevens still hosts the "Knew
People’s Concert,” which after a one-year run
at the Quiet Village and a two-vear run at the
Crow's Nest in Ridge, is now staged once
every two months at the Center of Attention in
Rocky Point.
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.’ GUITAR » BASS » KEYBOARD x» WHATEVER YOU PLAY

T ULTIMATERHYTHM
MACHINE ony'9”

STOP PRACTICING ALONE!
FINALLY...NOW YOU CAN PRACTICE
OR COMPOSE WITH ONE OF
HOLLYWOOQOD'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.

ROPS IS A TOTALLY UNIQUE
'[NEW CONT—EPT'_O—__

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.

% 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.

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
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:
playing any song on any instrument. :

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

DRUMDROPS SEL2ECTIONS
e

Side 1 Sid
1. Introduction 1. Funk Rock
2. Fast Disco 2. Straight Rock
3. Slow Disco 3. Medium Rock
4, Jazz 4. 3/s 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. SW08
P.O. Box 3000
Woodland Hills, CA 91365

Yes! Send me album(s)____ cassette(s)
DrumDrops 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



Chick Corea. His Rhodes

Chick, when did you first Play a
Rhodes?

When I started with Miles Davis. We
were in a studio, and Miles pointed to
this electric piano and said, “Play it.’
I didn’t like it.

Didn’t like it?

Not because of the instrument. I just
didn’t like being told what to do. No
musician does. But when I started
concentrating on the Rhodes, I came to
appreciate all it could do. Bach would
have loved it.

Bach? The Rhodes?

Sure. My background is classical, and I
still play acoustic piano. I was
influenced by Bach, Beethoven,
Chopin, Bartok, Stravinsky. Anyway,
Bach didn’t really write for the acoustic
piano. He probably would have done a
lot of experimenting with a Rhodes.

That’s quite a leap—from classical
to jazz.

Not really. You can’t get into any
branch of music without knowing the
basics. I've also been influenced by
Ellington, Miles, Coltrane, Charlie
Parker. They were fundamental
musicians, too.

Is that why you’ve never limited
yourself to any one school of jazz?
Sure. It’s like the controversy about going from
mainstream to crossover. A musician has to create, to
explore, to play what feels good to him. All music has
validity.

And the Rhodes?

It’s part of the process because there isn’t another
instrument quite like it, that sounds like it. You could
call it the basic electric keyboard. I have two, includ-
ing the new suitcase model—they brought it up to be
a hundred watts and added more effects inputs.

© 1978 CBS Inc.

You’ve finished a world tour and a new album,
The Mad Hatter. Where does Chick Corea go
from there?

Anywhere. And everywhere. You never stop |
discovering new places to go with your music. |

Rhodes

Keyboard Instruments U.S.A.





