
Seng wh i « ¡ 
Stephen Stills, 
Straight Talkin’ 

A Rap with 
Elektra/Asylurh’s 

Joe Smith / 

Acuff-Rose 
Looks for z 

New Writers! 

How Hype 
Can lake You 

Managers Steve Leber; 
Sandy Gallin & Jeff Wald 
‘Why fSign an Act’ 

August, 1979 
$1.50 



uild Your Own 
Guitar! 
Have you ever wanted a chance to set up 
a guitar your own way, even before the 
factory does? Well, wait no longer. Com¬ 
plete guitar kits are now available from 
Mighty Mite. Each kit contains every part 
necessary to make a complete custom 
guitar, right down to the strings. Thou¬ 
sands of combinations to choose from 
and all are equipped with those great 
Mighty Mite pickups and hardware. Be 
an individual. Build your guitar your own 
way. 
Contact your dealer or write for details. 

*— o 
4809 Calle Alto, Camarillo, CA 93010 • (805)482-9815 • Cable Address: Mighty Mite 
Send $1.00 for our color catalog and parts list. 



We Don’t Leave ̂ òu Hanging 
Before Studiomaster came along, you may have thought that the possibility of outgrowing a 12 or 16 channel mixer was a great ex¬ 

cuse to not buy it. Maybe so, but not now. As you can see, our Studtomaster mixers are expandable, almost ad infinitum. Through use 
of ingenious 4-channel-at-a-time bolt-on expander modules, your 16X4 today can be a 24X4 tommorow, at a surprisingly low cost, too. 
And easy to handle ... no cables or dangling expanders. Just a smooth desk top for ease of operation from channel one on out. 

Now that our new 16X8 mixer and 800C stereo power amplifier have joined our already superior 12X2B and 16X4 studio quality 
boards, there is really no excuse to for not visiting your closest Studiomaster dealer today to check this all out. He won’t leave you 
hanging, either ! 

ALABAMA (California) COLORADO (ILLINOIS) MICHIGAN NEW JERSEY OKLAHOMA TENNESSEE (VIRGINIA) 

Nunck's Music Guitar Center Solid Sound DJ. 's Music Hy James Enterprises Rondo Music Driver Music Strings k Things in Memphis Rolls Music 
1917 5th Ave. No. 7402 Sunset Blvd. 1638 Pearl St. 5055 W. 31st. St. 716 Catherine Ave. Hwy. 22 at Vauxhall Rd. 6600 N.W. 39th Exprswy ¡492 Union 1065 W. Broad St. 
Birmingham. 35203 Hollywood 90046 Boulder 80302 Cicero 60650 Ann Arbor 48104 Union 07083 Bethany 73008 Memphis 38104 falls Church 22046 
205-252-4498 213-874-1060 303-444-1734 312-863-7400 313-994-0934 201-687-2250 405-789-4711 901-278-0500 703-533-9500 

ARIZONA Guitar Center Pro Sound INDIANA MINNESOTA MAM Musk OREGON TEXAS WASHINGTON 
928 Van Ness Ave. 2432 S. Colorado Blvd. 2006 Delsea Dr. 

Bill Fry's Music Center San Francisco 94109 Denver 80222 I.R.C. Music Stores Marguerite's Music Vineland 08360 Portland Music Danny's Band Box American Music Retailers 
8322 N. 7th Street 415-441-4020 303-759-4455 5911 East 82nd St. 2409 1 Oth Street 609-691 9568 520 SW 3rd 4303 Montana 4450 Fremont No. 
Phoenix 85020 Indianapolis 46218 Moorhead 56560 Portland 97204 El Paso 79903 Seattle 98103 
602-997-6253 Guitar Center CONNECTICUT 317-849-7965 218-233 7546 NEW YORK 503-22n-3719 915-566-8675 206-633-1774 

96 N. 2nd Street 
The Music Sund San Jose 95115 7^5°*;! J.B.O. Productions A VC Systems Whirlwind Miuic PENNSYLVANIA River Qty Music WASHINGTON D.C. 
2229 Country dub 408-298-6336 *40 C^ndlewot^ 1701 N. Harrison St. 151 7 E. Lake St. 100 Boxart St. 6718 San Pedro 
Tucson 85716 on a ?^o Fort Wayne 46808 Minneapolis 55407 Rochester 14612 Cintioli Music Center San Antonio 78216 Washington Musk Center 
602-327-6375 KAK Music ¿03 354-1369 219-422-1976 612-729-8305 716-663-8820 5359 Oxford Ave. 512-826-4101 11151 Vkrs Mill Rd. 

1904 W. San Carlos St. 800-243-1054 “ ‘ Philadelphia 19124 Wheaton 20902 
ARKANSAS San Jose 95128 FLORIDA IOWA MISSISSIPPI Audio by Zimet 215-742-4115 Parker Music Co. 301-946-8808 

408-249-5760 1038 Northern Blvd. 5005 Gulf Freeway 
Strum and Hum Music City Advanced Audio GMS Music Roslyn 11576 D.C. Short Sound Systems Houston 77023 WEST VIRGINIA 
7515 Geyer Springs WAH Sound 31 1 W. Robinson 202 Douglas St. Cook Center. Terry Rd. 516-621-0138 239 Center Ave. 713-923-9026 
Little Rock 72209 1115 R Street Orlando 32801 Iowa City 52240 Jackson 39212 Elsworth (Pittsburg) 15202 The Pied Piper 
501-562 4751 Sacramento 95814 305-423-4204 (319) 354-3104 601-373-1604 Kubera Music 412-761-2724 Billy's Band Aid 1200 3rd. Ave. 

916-444-5491 910 Fillmore 150 Hamlet Shopping Center Huntington 25701 
CALIFORNIA Music City kanus GMS Music Buffalo 14211 Markham Musk Amarillo 79107 800-642-3446 

Skip’s Music 1713 S. Lois Ave. kaixsas N. Bayou Rd. 716-894-5190 1651 W. 26th St. 806-383-3232 800-624-3498 
California Musical Instrument 2324 Florin Rd. Tampa 33609 E M shorts Guitars Cleveland 38732 a Erie 16508 
1019 E. Vermont Sacramento 95822 813-879-8327 2525 F Douglas 601-846-7216 Specialised Audio 814-452-3340 UTAH WISCONSIN 
Anaheim 92805 916-392-1717 Wkhita 67211 Rd. 5. Rte. 50 A Hutchins Rd. _ 
714-533-8610 _ . Music City 316-684-6252 GMS Music Saratoga 12866 Swissvale Musk Guitar Qty Studios “i*» 

Fancy Music 2580 Atlantic Blvd. 316 684-6252 1803 Denny Ave. 518-885-8966 2035 Noble 470 N. 1100 W. V'-
Audible Sound Systems 744 State St. Jacksonville 32207 LOUISIANA Pascagoula 39567 Pittsburgh 15218 Centerville 84014 MidtUeton 5.1562 
7858 Midfield Ave. Santa Barbara 93101 904-399-5719 Louisiana 601-769 2638 «H«« 412-351-5882 801-292 8461 608-836-1501 
Los Angeles 90045 805-963-3505 „ . „. 
213-670-1719 Ace Musk 3^6 N. Carrollton Ave. MISSOURI SSÍÍ’KL < SOUTH CAROLINA VERMONT Uncle Bob's Mmk 

Guitar Showcase 13630 W. Dixk Highway New Orleans 701 19 2864 N. High St. 6635 W Capitol 
llanich Musk 3090 S. Bascom Ave. n Miami 33161 Mid 4R9 7RQ4 Bis Dude's Music Citv Columbus 43202 Smith Music House SDl Audio Milwaukee 53216 
SS Sanjose 95124 ?¿5 89^201 504-482-7894 S.Xiî^y 614-263-1891 120 Magnolia St 109 B Bank St. 414-462-2700 
West Covina 91791 408377-5864 MASSACHUSETTS Kansas City 641 11 nn^íãinR 9S0’ ano 4°’ Music Tree Ltd 
213-966-1781 ILLINOIS 816-931-4638 '°" 803-582-4108 802-862-1905 MiuikTktLt^ 

G—C«« AAA Swing City Muik NEVADA V1RC1MA ^s.^' 
630 C Street 1312 Vandalia Watertown 02172 Mu«k 
SS^101 SSSvií?”4 «H 926^100 ^08 M.^hnd Pkwy Howard Early Musk Center 7461 Tidewater Drive 

714-234-8731 6 8 345-6700 608 Madland Pkwy. 31 7I ClendJe-Millford Rd. Norfolk 23505 
314-421-1558 7^2 38^9147 Gl,cinBali 45241 804-583-1894 

702382-9147 513-563-9300 

For descriptive literature on any Studiomaster products, please write 
Box 55, Atwood, California, 92601. 

to Craig Bullington, National Sales Manager, Studiomaster, P.O. 
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We will consider unsolicited manu¬ 
scripts; writers desiring their return, 
however, must include a stamped, self¬ 
addressed envelope. 
We specifically welcome submissions 

for the "Open Mike” column. Articles 
should be written in the first person and 
deal with either a personal experience or 
provocative issue which songwriters can 
relate to. Please enclose a photo. 

Songwriter Interview: Stephen Stills — Page 28 

Writer of the classic Suite: Judy Blue Eyes, Love the One You’re With and 
For What It's Worth talks songwriting, producing and career direction. 

by Rob Sanford 

• Elektra/Asylum's Joe Smith: Quotes from Chairman Joe — 
Page 24 
E/A’s chairman of the board names names and gives advice in this free¬ 
wheeling transcript provided by L.A.’s Alternative Chorus/Songwriters 
Showcase. 

• Acuff-Rose Opens Its Doors! — Page 34 
The famous country music publishing house has launched a campaign for 
new writers. Will you be one of them? by Kelly Delaney 

• Getting Their (Broadway) Act Together — Page 18 
Nancy Ford & Gretchen Cryer’s “I’m Getting My Act Together and Taking It 
on the Road” is nearing its one-year anniversary on Broadway. They talk 
about the play and what it’s like writing for the big B. An AGAC “Askapro” 
special. 

• How Hype Can Make You Happen — Page 38 
Self-promotion is an art, an often neglected one, and a SRS panel tells you 
what you should know about it. by Kathy Gronau 

• Ten Managers: ‘Why I Sign an Act’ — Page 14 
Our “Pro Panel” series continues with quotes from such greats as Shep 
Gordon, Steve Leber, Sandy Gallin and Jeff Wald. by Jill Williams 
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Dean Markley Bronze 

More than just a name. Dean 
Markley “Bronze” has become a 
legend in its time. 

Professionals world over 
have come to rely on Dean 
Markley Bronze because they de¬ 
liver brilliant bell-like harmonics, 
with perfect intonation at every 
fret... as well as lasting nearly 
twice as long as other strings. .. so 
you don’t have to change as 
often. 

Do yourself and your guitar 
a favor, put on a set and hear 
what a really good string can do 
for your sound. 

Available at better music 
stores everywhere in Light, Me¬ 
dium Light and Medium gauges. 

“A Tradition of Qualify & Excellence” 
DEAN MARKLEY STRINGS: 2808 SAWYER CRT.. SAN EA CLARA. CA 95054 (108) 988-2156 

AUSTRALIA: RAM MUSIC TRADING CO. — MELBOURNE. AUSTRALIA 
CANADA: SEMPRE MUSIC — SURREY. B.C. — G U I. MUSIC SALES — MONTREAL 



Songplugging, Cont. 

Re "A Dismayed Songplugger’s” letter 
in the June "Melody Lines,” the ratio I 
experienced with 114 mailings of 39 
songs to 74 different publishers, always 
enclosing a stamped, self-addressed en¬ 
velope, was as follows: 53 (72%) an¬ 
swered and/or returned material; 21 
(28%) — no response or return. This is 
probably a fair average in the current 
business world considering the nature 
of the business. 
His letter also mentions either failure 

or delay in receiving a signed contract 
from the publisher. As a matter of con¬ 
tract law and custom of the business, 
the writer makes the offer to enter a 
contract when he signs and mails the 
contract; the publisher accepts the offer 
when he then adds his signature and 
mails the contract back to the writer. If 
there is an unreasonable delay by the 
publisher in accepting the offer, the 
writer has the option of regarding his 
offer as terminated by a reasonable 
lapse of time, thus returning both par¬ 
ties to a prestatus quo. 
George Groppe 
Santee, CA 

Q&A: Lyric Market 

I have read your magazine and collected 
articles from other sources about the 
world of songwriting. What I can’t seem 
to find out is any information about the 
lyric-writing market. Is there one? I 
know not all songwriters write their 
own lyrics. How does one go about be¬ 
coming established in this market? 
Linda L. Cummings 
Cherryplain, N.Y. 

There is not a lyric-writing market per 
se. Publishers, producers and artists 
alike only want to see /hear completed 

$ songs. A budding lyricist’s best bet is to 
find a composer collaborator. If one 
packs a few hits under his belt, he’ll 
have his choice of eager collaborators. 
But even then, the people he plugs will 
want to hear a complete tune - not just 
the lyrics. 

alties be divided? How should I copy¬ 
right the lyrics? 
Goodwin Trent 
Anchorage, AL 

You definitely need to get permission 
from the copyright holder (and that may 
very well be the songwriter) . You will 
have to negotiate the division of roy¬ 
alties; shoot for 50 percent of the writer’s 
draw. As far as the publishing of the 
tune, that usually is not available; a 
publisher might be tempted to give you a 
piece of the tune, however, if it’s been 
lying dormant for years and he sees your 
satire as a means of reviving interest in 
the tune. You can copyright your lyrics 
in the meantime by filing form PA with 
the Copyright Office. 

Q&A: Children’s Music 

Thanks for answering so many ques¬ 
tions with your well-rounded magazine. 
Here are two that I haven’t seen asked: 
While I usually write MOR/pop, I 

have sometimes written songs for my 
daughter’s preschool class (the old 
grab-at-the-chance-to-write syndrome). 
The kids seem to love them and I’m 
wondering if I should be doing some¬ 
thing with them. I’d appreciate your 
thoughts on who (if anyone) might be 

SOOŒÜTPS ŒODd] ITOœjùs 
by Alex Granado 

Q&A: Satire Songs 

I have written a satire of an existing 
song. The music is the same; the lyrics 
are changed. In order to record this 
song, must I have permission of the 
music’s author? How would the roy¬ 

interested in them. 
Also, I have written a puppet show 

with songs for the state pro-life group. I 
want to make sure that they will retain 
the rights. Somebody needs to fill a 
form PA, right? Is it me? 
Beth Patton 
Jefferson City, MO 

A comprehensive article on children’s 
music is on our crowded drawing 
boards, and hopefully will be run before 
the end of the year. In the meantime, 
Beth, we recommend you drop a line to 
the Children’s Book and Music Center, 
5373 W. Pico Blvd., Los Angeles, CA 
90019, requesting their catalogue. Speci¬ 
fy the age level you’ve been writing for, 
and enclose $1 to cover postage. Before 
you start submitting to children’s record 
companies and publishers, you should 
investigate what’s being recorded these 
days. 
As far as the puppet show, we think 

it’s fine that you want to donate all 
royalties to the pro-life group. However, 
we think it unwise that you sign over 
your rights to the material. A song¬ 
writer’s goal should always be to retain 
as much of his/her catalogue as possible; 
besides the financial benefits (which 
doesn’t actually figure in here), you have 
the final say on how your material is 
ultimately used - if you were to have a 
falling out with the group, you could do 
with the material what you wanted. An¬ 
other benefit of holding on to the pub¬ 
lishing: your expenses are tax-deduct¬ 
ible. 
What we suggest is that you file for a 

form PA in your name, and then in a 
separate document donate your roy¬ 
alties to the pro-life group. That way you 
do your good deed and protect yourself. 

True or False? 

Don’t ignore the facts! Never has there 
ever been or will there ever be such a 
profession with so many differences of 
opinion. 
Dennis Galliera 
Wappinger Falls, NY 

Please address all questions, state¬ 
ments, good tidings and other Melody 
Lines fodder to Melody Lines, Song¬ 
writer, P.O. 3510, Hollywood, CA 
90028. 



The organ that 
thinks it's an orchestra. 

»♦
 

Yamaha E-70 Electone Organ. Use it 
while you're composing and you'll think it's 
an orchestra, loo. The E 70 offers a 
panorama of instrument voices and 
orchestral effects, plus a limitless variety of 
dynamic organ sounds, thanks to Yamaha's 
revolutionary PASS (Pulse Analog Synthesis 
System). With PASS and (he Yamaha E 70 
you can fully orchestrate demos without 
multiple instruments or tracks. And with the 
output jacks, recording is a breeze. In fact, 
the Yamaha E 70 is so good, you'll want to 
write a song about it. But if you need more 
information, just write us first. Yamaha 
International, Keyboard Division, P.O. Box 
6600, Buena Park, CA 90622 

©YAMAHA 
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DISCOVER THE 
POWER STRINGS... 

GHS BOOMERS 

For the ultimate volume and brilliance 
from your electric guitar or bass, noth¬ 
ing beats GHS Boomers. 
These sensational roundwound strings 
were designed specifically to create the 
sounds of today's rock music. 
Made with highly magnetic "Dynamite 
Alloy” on a specially processed round 
core, Boomers infuse your ax with real 
power and sustain. They play in tune, 
stay in tune, and are long-lasting. 
Join the thousands of concert and re¬ 
cording stars who are discovering GHS 
Strings. Pick up a set of Guitar or Bass 
Boomers from your music dealer soon. 
(If your dealer does not yet stock Boom¬ 
ers, write to us — we’ll tell you how to 
get some.) 

llliS strings 
V The String Specialists 17
Manufactured by GHS Corporation 

2813 Wilber Avenue 
Battle Creek, Michigan 49015 

Barbara and Bernice Gibb with their son’s ¡brothers’ booty, and BMI 
President Ed Cramer 

Some Contest Results ... at Last 

Many moons ago, Songwriter Interna¬ 
tional, Inc. announced its first song 
competition. In ads that appeared in 
Songwriter last year, the Las Vegas¬ 
based company stated it would an¬ 
nounce winners in April, 1979. 

Well, April — and May — came and 
went . . . but no results. Concerned, we 
contacted Songwriter International 
President Milan J. Rezabek for an ex¬ 
planation. He sent us a copy of a letter 
he’d sent out to inquiring contestants. A 
part of it reads: "Due to the unique 
thoroughness of our personalized meth¬ 
od of evaluation, we wish to apologize 
for the unexpected duration of the judg¬ 
ing . . . We do share your anxiety an¬ 
ticipating the final results of the .. . 
contest .. . Winners will be selected and 
announced within the month of June.” 
At press time, 100 semifinalists had 

indeed been announced. In a phone con¬ 
versation, Rezabek assured us he would 
deliver winners’ names in time for in¬ 
clusion in the September issue of Song¬ 
writer. 

BMI Awards Show: A Report 

Barry Manilow, Barry Mann, Me¬ 
lissa Manchester and Al Stewart 
were there, but the focal point of BMI’s 
annual awards dinner bash at L.A.’s 
Beverly Wilshire Hotel honoring the 
100 most performed BMI songs of 1978 
was not a songwriter. Rather it was the 
mother of three pretty fair songwriters, 
Mrs. Barbara Gibb. 
Accompanied to the event by daugh¬ 

ter Bernice, Mrs. Gibb collected the 
Bee Gees’ 24 Citations of Achievement 
(11 for Barry, 7 for Robin, 6 for 
Maurice), not to mention three crystal 
plaques honoring Stayin’ Alive, BMI’s 
most-performed song of 1978. Not sur¬ 
prisingly, Stigwood Music, Inc., the 
Bee Gees’ publisher took home a 

publishers’-high 16 awards. 
The only other writer to score more 

than two citations was Barry Mann, 
who won for Here You Come Again (sec¬ 
ond award), On Broadway (second 
award) and Sometimes When We Touch. 

Here’s a report from Mr. Rumor, our 
man on the scene: "No expense was 
spared. The red carpet was laid out for 
guests who left their cars — mostly 
Mercedes — for the valets to tend to. 
Ron Anton of BMI greeted us at the 
door as we announced ourselves. We 
were given a gold-lined ID card bearing 
our name in script . . . 

"Before table-time it was mingle time 
in the red-carpeted ballroom foyer, 
where two bars were set up to loosen 
the crowd. Tuxes and gowns everywhere 
— though Len Chandler of Alternative 
Chorus/Songwriters Showcase added an 
offbeat touch by arriving with his hair 
braided in bamboo . . . which he does for 
special occasions. 
"At 8, massive drapes were drawn, 

exposing the sparkling Beverly Ball¬ 
room, where 50-linen-covered round ta¬ 
bles and a stage awaited the crowd. To 
find a seat you simply matched your ID 
card with the one at your assigned ta¬ 
ble. The flower bill for the room alone, I 
learned, was $5,000. 
"Before the first course — Caesar 

salad — I had a chance to talk to one of 
my tablemates, Pamela May, program 
director for KWST, an FM rock station 
in these parts. She told me that KWST 
features an unknown artist program 
called ’Seeds,’ aired every Monday at 
11 p.m. KWST, she added, will consider 
unsolicited tapes (reel-to-reel preferred), 
accompanied by bio info and phone 
number from L.A.-area artists. Mail, 
with SASE, to ’Seeds,’ KWST, 6430 
Sunset Blvd., Suite 418, Hollywood, CA 
90028. 
"The awards presentations were han¬ 

dled by BMI Prez Ed Cramer between 
continued on page 10 



You want your audience to hear your 
music clearly. Naturally. And without 
distraction. 
This Bose PA system will do it for you. 
Bose 802 speakers cover your audi¬ 

ence uniformly and smoothly. Which 
means your sound will never be boomy 
or piercing. And the small enclosures 
won't distract the audience from your 
performance. 

Perfect mate to the Model 802 
speakers is the PM-2 Powermixer. 
An all-in-one unit that incorporates a 
low-noise mixer, parametric equalizer, 
and 400-watt professional power 
amplifier. 

Powerful yet compact, the Bose PA 
System fills the room with sound, yet 
fits in the back of your car. 

So many audience-conscious groups 
in countries all over the world let Bose 
deliver their message. 

Ask your Bose Professional Products 
dealer for a demonstration and find 
out why. 

Bose Corporation, Dept. SW 
100 The Mountain Rd. 
Framingham, MA 01701 
Please send me a copy of the Bose 
Professional Products Catalog and 
a complete dealer list. 

Name_ 
Street-
City-
State_ Zip-
Tel. ( )-

When music is your message, 
let Bose deliver it. 
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PROFESSIONAL DEMOS 
Nashville style Pedal Steel Guitar, 

Electric & Flattop Guitar, Bass, Drums. 
Male or Female Vocals 

$50.00 per Song (PACKAGE A) 

Guitar, Drums, Bass, Male Vocal only. 
$30.00 per Song (PACKAGE B) 

ADDITIONAL INSTRUMENTS 
Fiddle, Piano, Dobro 
$20.00 each per song 

BY STUDIO MUSICIANS 
Lead Sheets—$20.00 per Song 

Sample Tape—$3.00 
Additional Demos—$5.00 each 

Melody Co-Writing—no charge 
Specify Reel-to-Reel or Cassette 

Send words and rough tape, check or 
money order to: 

PYASAW MUSIC (BMI) 
Box 1300A 
Garden Grove, CA 92642 
Phone (714) 898-4928 

Calif, residents interested in doing your own vocals call for information. 

If all you’ve heard is 

I “NO” Maybe you need our advice! 

Before you make an expensive demo 
and spend tremendous energy showing 
your songs to the music industry, let us 
help you with a professional evaluation. 

It’s been our jobs for many years as 
Professional Managers of such top 
music publishing companies as Fam¬ 
ous Music, E.H. Morris, Chappell 
Music Corp, and Robbins-Feist-Mil-
ier Music Corp, to listen to and eval¬ 
uate songs, and to know the taste of 
artists and record producers. Simply 
stated, our jobs were to help songwrit¬ 
ers like you get recorded by the top re¬ 
cording artists. We’ve been involved 
with such songs as You’re No Good, 
Somewhere My Love, High Noon, 
Weekend in New England. Wallpaper 
Roses, Hello Dolly, Love is a Many 
Splendored Thing, Three Coins in the 
Fountain, and many more. We’ve 
been associated with such notable writ¬ 
ers as Sammy Cahn, Alan O’Day, 
Jerry Herman, Don Robertson, Di¬ 
mitri Tiomkin, Randy Edelman, 
Johnny Mercer, etc., etc. Maybe we 
can help you get on the right track. 

We promise nothing but an honest, 
personal evaluation of your song. If we 
don’t feel it has commercial merit, 
we’ll tell you . . . but we’ll also tell 
you the good points. Our experience 
tells us that most songwriters simply 
don't know what the industry is look¬ 
ing for. Maybe our guidance and 
suggestions will improve your 
chances of getting published. All you 
need do is send us your complete song 
(both words and music) sung simply 
with piano or guitar, on either a stan¬ 
dard cassette or 716 speed open reel 
tape. And, each song must be accom¬ 
panied by either a lead sheet or lyric 
sheet (typed or neatly printed sheet of 
lyrics). We charge a modest fee of 
$9.95 for the first song, and only 
$6.95 for additional songs in the same 
package. 

For the first song 

Mail your tape and lead (or lyric) sheet along 
with your check or money order to 

Song Evaluation Service 
6269 Selma Ave., Suite 27, Hollywood, CA 90028 

Free Verse from page 8 
courses (which, for the record, included 
prime rib with asparagus, and, for des¬ 
sert, a questionable melting mass on a 
plate christened with frozen straw¬ 
berries). Because the actual certificates 
hadn’t arrived from New York, no one 
physically received a certificate. Win¬ 
ners were promised theirs with their 
next royalty check. 
"Only standing ovations for the night 

were for Georgia On My Mind (Hoagy 
Carmichael and Stuart Gorrell) and 
Wonderful World (Herb Alpert, Lou 
Adler, and Sam Cooke). Both are 
three-time winners.” 

SRS Festival Nears 

Songwriters Resources and Services is 
soliciting tapes for its recently chris¬ 
tened Helen King Festival, renamed in 
memory of SRS’ founder. At press time 
the September date of the festival was 
not firm, but the deadline for entries is 
— August 18. 
"Unlike other festivals,” SRS’ press 

release reads, "the Helen King Festival 
is open to songs of intrinsic value, 
whether they have commercial poten¬ 
tial or not. SRS will choose the top 12 
songwriters from the entries they re¬ 
ceive. Send your two best songs to SRS 
— Festival, 6381 Hollywood Blvd., Suite 
503, Hollywood, CA 90028, along with 
the lyrics written out and a self¬ 
addressed envelope. Cassettes are pre¬ 
ferred, and there’s no entry fee.” For 
further info, call SRS: (213) 463-7178. 

Short Takes 

The New York office of the American 
Guild of Authors & Composers is offer¬ 
ing an eight-week songwriting/evalua-
tion workshop. Cost is $85 for nonmem¬ 
bers, $70 for members. For more details, 
call AGAC: (212) 757-8833 .. . There’s a 
new talent showcase in L.A.’s San Ga¬ 
briel Valley, held every other Wednesday 
at the Paradise Inn, 114 N. Citrus Ave. 
in Covina. The presenter of the show¬ 
case, Angelo Roman Jr., welcomes in¬ 
quiries. His phone number: (213) 464-
1112 ... The Connecticut Songwriters 
Assn, presented its first annual 
"Connecticut Songwriter of the Year” 
award to songwriter Al Anderson, a 
recording veteran (Vanguard, Mercury, 
Kamasutra). By the way, if you want to 
learn more about CSA, self-described as 
"a nonprofit organization incorporated 
to educate, encourage and promote 
songwriters of southern New England,” 
write: CSA, 282 Meredian St., Groton, 
CT 06340. 

Zinger of the Month 

The first myth of record company 
management is that it exists. 



by Pat & Pete Luboff 

NEW YORK 

Bob Cutarella, professional manager 
Chappell Music 
810 Seventh Ave. 
New York, NY 10019 
(212) 399-7373 

Chappell has many affiliated and 
administered publishing companies for 
both ASCAP and BMI. 

Chappell is one of the Polygram 
companies, which include Polydor 
(Deutsche Grammophon and MGM 
Records), Phonogram (Philips and 
Mercury Records), Casablanca 
Records and FilmWorks, RSO and 
Capricorn Records. 

lisch's and Carol Bayer Sager's songs 
from Neil Simon's “They're Playing Our 
Song;” and administers the incredible Bee 
Gees catalog with RSO. 
Bob wants melodic rock and roll tunes a 

la Billy Joel. He will listen to two songs on 
a cassette only with lyric sheets and a 
self-addressed, stamped envelope for the 
return of the material. 
He says, “Be very selective. The songs 

should relate to a large majority of people. 
That's why a love experience is a good 
subject. I look for a release, a catharsis. I 
like a song to build, to go somewhere. It 
should contain a tension factor, so that 
there can be a release. Too much or not 
enough won't work, and it’s that perfect 
blend that’s so hard to get." 

lyric, tell a story. Don't give up, keep writ¬ 
ing." 

Lucinda, former lead singer with the 
Tennessee Tech Troubadors, agrees, 
"Come to the point. Weed out the bad. 
You should be able to hear a song once, 
remember it all day, hum it and repeat the 
lyric to yourself.” 

NASHVILLE 

Bob Cutarella has been performing 
since he was 9. He played drums at 13 for 
the off-Broadway play, Wait A Minum. He 
went on to college, but his interest in 
music got the best of him and in 1974 he 
wrote Foxy Trot. Bob took the song to 350 
studios looking for a production deal. One 
in Brooklyn said yes and the song was re¬ 
leased on an album by CBS and as a 
single by Buddah. Bob opened up BBP 
Productions with two friends and they 
produced Fred Lipsius, formerly of Blood, 
Sweat and Tears. Bob went into the city 
every day to make contacts and played 
drums at night, including a stint with 
Casablanca group Cerratti. The produc¬ 
tion company split up in 1978 and Bob got 
a call from Irwin Schuster (“Who’s Who,” 
April 1978) in February of 1979 asking 
him to join the Chappell staff. 

Chappell Music is one of the oldest and 
largest music publishers in the world. 
Their catalog bulges with great standards 
by the likes of Gershwin, Cole Porter, and 
Rogers and Hammerstein. Current char¬ 
ters in the Chappell catalog are Bugatti 
and Musker's Married Men, recorded by 
Bette Midler and Bonnie Tyler; Anne Mur¬ 
ray’s recording of You Needed Me, 
named Song of the Year by the Academy 
of Country Music; Instant Funk’s I Got My 
Mind Made Up; and John Stewart’s Gold. 

Chappell publishes Make Believe Lov¬ 
ers, the next single from the Anita Ward 
album; and Spoiled By Your Love. Both 
tunes were cowritten by Frederick Knight. 
Chappell also publishes Marvin Ham¬ 

Ann Stuckey, partner 
Greene Pastures Music — BMI 
1022 16th Avenue South 
Nashville, TN 37212 
(615) 255-3500 

When she was a child, Ann Stuckey 
was trained in classical music. But when 
she grew up, she married into country 
music. Her husband, Nat Stuckey, per¬ 
formed on the Louisiana Hayride when 
they lived in Shreveport, was an an¬ 
nouncer of KWKH, recorded on RCA and 
MCA, and writes songs. He started his 
own Stuckey Publishing and when they 
moved to Nashville in 1968, Ann began 
running the company. Stuckey Music pub¬ 
lishes country hits Sweet Thang, Pop-A-
Top, Sun Cornin' Up and Don't You Be¬ 
lieve Her. 

In January 1979, Ann formed Greene 
Pastures with partner Lucinda Greene. 
The office opened up in March. They pub¬ 
lish Success Has Made a Failure Out Of 
Me from the film and soundtrack album of 
“The Disc Jockey,” with Jim Stafford and 
Ray Pillow, scheduled for release this 
summer. 
Ann wants country, disco and rock ma¬ 

terial on reel to reel or cassette tape with 
lyric sheets. Send no more than three 
songs and include a self-addressed, 
stamped envelope if you want your tape 
returned. 
Ann says, “When you’re writing a song, 

keep it concise. Have a very good hook 
line. Say something, have a meaningful 

Mark Altman, general manager 
Morning Music Inc. — ASCAP 
Bathurst Music — BMI 
P. O. Box 120478 
Nashville, TN 37212 
(416) 625-2675 

Home Office: Toronto 
Other Office: Morning Britain and Ire¬ 
land 

Also: MORning Records and Boot 
Records 

Mark Altman was born in Israel and 
moved to Canada in 1968 He graduated 
from the University of Toronto with a de¬ 
gree in music with honors and decided to 
pursue a career in the music business. 
Mark freelanced as a composer, arranger 
and producer. Then, he began to concen¬ 
trate on music publishing. After working 
with a small Canadian company for two 
years. Mark formed Morning Music with 
Jerry Krytiuk and Canada’s top male 
country vocalist for five years running, 
Tom Connors. 

At first, Morning published only Tom 
Connors' songs, but they have expanded 
into all kinds of music and into exploiting 
and licensing songs for foreign countries 
in Canada. Morning represents a hundred 
companies in Canada, including the Welk 
Organization and 30% of the major Nash¬ 
ville publishers. They just reached their 
highest point in percentage of singles on 
the charts, representing nine of the Top 
20 songs, five of them Top 10, including 
worldwide control of Don Williams’ Lay 
Down Beside Me, Crystal Gayle’s When I 
Dream, and Wayion Jennings' Amanda. 
They also have an extensive catalog of 
MOR instrumentals that get a lot of air¬ 
play-

Mark says, “Whether we administer or 
own a copyright, we give it the same at-
continued on next page 
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Who’s Who continued 

tention. Writers who own their own pub¬ 
lishing companies are giving them to us to 
administer because we generate a lot of 
activity for their material. Ian Tyson's 
Speckled Bird Music, with songs such as 
Four Strong Winds and Some Day Soon, 
is administered by Morning. We adminis¬ 
ter so many excellent copyrights, we are 
extremely selective about songs we’ll 
sign. They have to be top, very well-
written songs, for example She Believes 
In Me, the Kenny Rogers hit that we rep¬ 
resent. We can approach top artists in 
Nashville, Canada and Europe, and a 
record can earn three or four times more in 
mechanical royalties in Germany. 

"I will consider one or two songs on 
good quality recording cassettes only, 
with lyric sheets. We must be able to hear 
the vocals clearly. Although our mailing 
address is in Nashville, all tapes will be 
forwarded to Canada for screening, so 
none can be returned. Do not include a 
self-addressed, stamped envelope, but be 
sure to put your name, address and 
phone number on the tape so I can con¬ 
tact you. 

“I suggest that songwriters take 
Billboard or other trade paper hit lists 
from past to current, and analyze those 
hits line by line, word by word, musical 
phrase by musical phrase, to see what 
makes them tick. Why do they move 
people? What works? Use the knowledge 
gained in your own songs. I like poetic 
lyrics that are beautiful and aesthetic and 
that move the listener.” 

TUCSON 

Steve says, “Four years ago, we re¬ 
leased an album on our Bandolier label by 
the Dusty Chaps, called “Honky Tonk 
Music.” That album was quickly bought 
up by Capitol, and two Chaps' albums on 
that label followed. The title cut from the 
album has since been recorded by Jerry 
Jeff Walker, Commander Cody and Hoyt 
Axton. We now have seven artists under 
contract, and have just released Shirley 
Spencer's “Sweet Sad Singer” album on 
Bandolier. Albums by singer/songwriter 
Fred Knipe and fusion group Central Air 
are currently in the works. We are also ac¬ 
tively seeking material for an album by 
Suzy Jacome, who needs very laid-back 
ballads with thoughtful lyrics, e.g. Des¬ 
perado, and medium country rock num¬ 
bers. Other artists in need of material are 
Lloyd Barron, balladeer and rock singer; 
and country rock duo Gasper & Dukes. 
Jim Bastin, who engineered John Klem-
mer's recent best selling jazz L.P., Cry, is 
producing for us. And Jeff Haskell, nom¬ 
inated for an Emmy for L.A.’s “It Show,” is 
writing for us. 
“We are very lyric-oriented. I like un¬ 

usual and well-crafted poetic lyrics. I’m 
not interested in disco or novelty material 
of any kind. I want songs from writers who 
think of themselves as pretty highly 
evolved lyric writers in the tradition of 
Leonard Cohen and Joni Mitchell. You 
may send a two-song maximum on cas¬ 
settes only with lyric sheets and a self¬ 
addressed, stamped envelope for return 
of the material. 
“One of the mistakes that songwriters 

make is to try to catch a trend at its 
height. To us, the poetry within the lyric is 
the most important element in the song. 
For every five songs that we get with ac¬ 
ceptable music, only one has acceptable 
lyrics. You need a feeling for the beauty of 
the words. An interest in poetry, good lit¬ 
erature and ‘art’ songs can build your 
background.” 

Steve Chandler, vice president and 
general manager 

Suncountry Song Co. — ASCAP 
Southwest Words and Music — BMI 
14 East Second St. 
Tucson, AZ 85705 
(602) 792-3194 

12 Also: Suncountry Enterprises — Sun¬ 
country Productions and Bandolier 
Records and Tapes. 

Steve Chandler was a published poet 
when he was majoring in creative writing 
at the University of Arizona. He spent a 
couple of years in journalism with the 
Tucson daily paper and was the editor 
and publisher of South Shore, an interna¬ 
tional arts review. Steve knew Fred Knipe, 
president of Suncountry Ents., for a long 
time and had cowritten Melinda Rain with 
him. A year ago, Fred asked Steve to 
head up the publishing companies. 

Stephen Powers, president 
Mountain Railroad Music — ASCAP 
2103 Pleasant Drive 
Cambridge, Wl 53523 
(608) 423-4358 

Also: Mountain Railroad Records, in¬ 
ternationally distributed by JEM. 

Stephen Powers combined his hobby of 
playing with bands and his college studies 
at MIT in electrical engineering and be¬ 
came a record producer. In 1971 , 

Stephen founded Charlotte’s Web, a 
combination folk music club/coffeehouse 
school of music and repertory theatre in 
Rockford, IL. His record production career 
began when he decided to celebrate the 
first anniversary of Charlotte's Web by re¬ 
cording an album of the night’s music as a 
promotional vehicle for the club. The al¬ 
bum, “Get Folked (Live at Charlotte's 
Web,” is still selling. Stephen produced 
two more albums during his three and one 
half years at Charlotte’s Web, by Dick 
Pinney and Greg Brown, and Ron and 
Ann Holm. 
Stephen sold out his interest in Char¬ 

lotte's Web in the fall of 1975 and began 
Mountain Railroad Records as a man¬ 
agement, booking and record company. 
Stephen also promoted concerts for 18 
months in Madison. Meanwhile, Stephen 
also recorded acts he had met and 
worked with at Charlotte’s Web. Honky 
Tonk Man, an album with Steve Young, 
who had recorded on A&M and Warner-
Reprise, was picked as a top album by all 
three trades and got Mountain Railroad a 
distribution deal with Flying Fish. 
Stephen gradually stopped his man¬ 

agement and booking activities to concen¬ 
trate on record production and promotion 
for his label. Mountain Railroad has re¬ 
leased albums by: Jim Kweskin of the Jug 
Band, “Lives Again”; Bob Gibson and 
Hamilton Camp, “Home Made Music”; 
Snopek’s “Thinking Out Loud,” a Record 
World and Billboard album pick; Dick 
Pinney’s “Devil Take My Shiny Coins”; 
Dave “Snaker” Ray’s “Kid Man”; Jim 
Post’s “I Love My Life” and “Back On The 
Street Again”; and an album by Gamble 
Rogers, progressive country singer/ 
songwriter and comic monologist who is 
guest commentator on National Public 
Radio’s top rated show. “All Things Con¬ 
sidered.” Stephen is recording an album 
with blues rock singer songwriter Betsy 
Kaskey. 
He says, “Betsy is using three songs 

from writers who have never been re¬ 
corded before. Most of my artists use out¬ 
side material. The songs in our catalog 
are also being covered by artists on other 
labels, such as EMI's Michael Johnson 
and Lonnie Knight on Symposium. You 
may submit a maximum of two songs on 
cassettes only with lyric sheets and a 
self-addressed, stamped envelope for the 
return of your tape. 

“I like songs that are of unusual subject 
matter. There are so many topics to write 
about. Try to be original. So many of the 
songs I get have melodies and lyrics I’ve 
heard before. Don't be discouraged. If you 
haven’t written a good song, that doesn’t 
mean you won't. It’s a craft, if you keep 
working at it you get better. The music 
business is a trade. You do it day in and 
day out, just like any other job. If you go 
to work every morning, eventually you 
succeed." «— 



Now ... one of America’s top songwriters 
Thousands have heard Buddy Kaye teach “The 

Complete Songwriter" course as a regular instruc¬ 
tor at UCLA-Extension and as a guest instructor at 
the University of California at Berkeley, University 
of British Columbia, University of Nevada, Univer¬ 
sity of Colorado, University of Utah, and scores of 
other top colleges. 
Now for the first time, this exciting "learn by lis¬ 

tening" course is offered to you in a complete cas¬ 
sette program, with everything you need to know 
from the beginning of songwriting to marketing 
your songs. 
Buddy Kaye is the lyricist of over 400 published 

songs such as "Till the End of Time," "Quiet 
Nights," "A You're Adorable," etc. Additionally 
he's the author of the lyric scores of the last two 
Elvis Presley films, recipient of 13 gold records, a 
Grammy Award Winner, and a year-round teacher 
at UCLA-Extension. 

This professional songwriting course for Pop, 
Top 40, Country, Gospel, Soul, MOR, and New 
Wave writing features The Songwriters' Blueprint, 
31 components of Professional Techniques, Com¬ 

(and college instructors) 
has created a 
complete songwriters 
course on 
cassette! 

mercial Short-cuts, and 
intriguing topics include: 

• 12 Writing Assignments 

• The Impact of Lyrics 

• Finding Titles 

• What to Write About (10 
top categories) 

• Overstating (lines bigger 
than life) 

• Creative Writing 

• How to Personalize Your 
Lyric 

• The 4-Lines-a-Day 
Technique 

• Helpful Books to Read 

• Working with Words 

• Writer's Block 

• Writing for People (not 
for yourself) 

• Mr. Jaws (The Song 
Shark) 

• The Overseas Market 

Success Formulas. Other 

• The Importance of Being 
'Titled' 

• Commanding Attention 
Quickly 

• Working from an Outline 

• Changing Lyrical Scenes 

• Writing for Mind or Body 

• 'Speak' Before You Think 

• Collaboration 

• Music Writing 

• Country Songs (full 
discussion — great 
examples) 

• Crossover Songs (for the 
big money) 

• The Business Side of 
Music 

• Organizations (helpful to 
songwriters) & Song 
Protection 

• The Professional Way to 
Market Your Songs 

P.O. Box 3510 Hollywood, Cal. 90028 

Yes! Rush me Buddy Kaye's The Complete Songwriter of four cas¬ 
settes containing eight 30 minute lessons right away. 

□ I've enclosed my check or money order payable to 
SONGWRITER MAGAZINE in the amount of $39.95 (Califor¬ 
nia residents add 6% sales tax). 

□ Or, please charge my purchase to: 

□ Visa 

Expiration date: 

Cardholder name 

Signature 

□ Master Charge 

Account no. 

Now you too can attend this leading dynamic 
course on songwriting in the convenience of your 
own home, office or automobile. It's. a terrific 
learning experience to be the only student in the 
class. 

College students today are paying up to $75 for 
the same instructional advice being offered to you 
in these four cassettes of eight 30 minute sessions. 
Your price for The Complete Songwriter is only 
$39.95, a mere $5 per lesson. Give your career a 
big boost and send for your The Complete Song¬ 
writer cassette course today. 

(must be signed to be valid.) 

If using Master Charge please indicate 
the four numbers above your name here: 

Name 

Address 

City 

State Zip 

Outside of USA add $2 postage & handling. Allow 2 to 4 weeks for delivery. 
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IO Managers Surveyed ... 

‘Why I Sign an Act’ 

you want out of your career?’ One of the 
most frustrating things for a manager 
to be involved with is an artist who has 
absolutely no sense of where they want 
to go. I remember someone once came to 
me for management and said: 'I dorft 
know what you did for George Benson 
. . . But whatever it was, if you could do 
the same for me, that would be great!’ ” 

Elliot Roberts 

Steve 
Leber 

"I look for the 
combination of a very 

different kind of 
voice and a very exciting 

performer.” 

Jeff Wald 

by Jill Williams 
"Charisma.” "Extraordinary talent.” 

"I have to like them as people." These are 
just a few of the answers some of today’s 
top-notch personal managers gave to the 
first part of this month’s 'Pro Panel’ 
question. 

"I sign someone because they do some¬ 
thing the best that anyone does it,” says 
Shep Gordon, whose client list includes 
such musical "one-of-a-kinders” as Alice 
Cooper and Carole Bayer Sager. 
"When I look to make a commitment 

as a manager, to take on somebody’s ca¬ 
reer, I’ll look for the longevity in build¬ 
ing that person’s career,” states Blood, 
Sweat & Tears’ manager (since 1971) 
Fred Heller. 
Why a manager signs someone is rela¬ 

tively easy to define. What they do once 
the ink has dried on this five-year con¬ 
tract? Now that’s a different story . . . 

"I coordinate everything in their lives,” 
replies Jason Cooper, who coordinates 
the lives of such superstars as Ron Wood 
(of the Rolling Stones) and Dave Mason. 
"I coordinate their agency representa¬ 
tion, their personal lives, their relation¬ 
ship with the record company, accoun¬ 
tants, lawyers, etc. I’m a liaison between 
everybody. It’s a matter of teamwork, re¬ 
ally. You see, I used to be a football 
coach and I approach this (i.e. personal 

management) just like I would a sport, 
like coaching a team.” 

"It’s all done with mirrors,” quips Jeff 
Wald who not only manages but is mar¬ 
ried to Helen Reddy. 

Whether it’s mirrors or football tactics, 
these fellows definitely know what they 
are doing. So for all you undiscovered 
geniuses out there? Read on! 

expect an artist 
Fritz to ask questions.” 

"Why do I sign somebody? I think 
something tells you, you have an in¬ 
stinct that whatever the artist is doing 
— singing, playing an instrument, act¬ 
ing, whatever it happens to be — is 
something that will be a satisfactory 
project for you to be involved in. 
"And while we’re on the subject of 

signing someone, I feel an artist has 
every right to ask me why I want to 
handle them. In fact I expect an artist 
to ask questions. If they don’t ask me 
what my game plan is, then I figure 
they don’t have much of a grasp on 
what managers do in the first place. 
And it works both ways, too. I know I’ll 
always ask an artist who has come to 
me for representation 'Why? What do 

"There’s got to be a certain charisma. 
A certain kind of excitement whether it 
be building the right charismatic songs, 
charismatic appearance on a stage, a 
charismatic voice — meaning a voice 
that is different from any other voice 
that I’ve ever heard. Steve Tyler (of 
Aerosmith) has it. So does Ted Nugent. 
To somebody like Rex Smith who just 
did a movie, he went from never acting 
in his life to starring in a major motion 
picture! Charisma, to me, is the key. If 
an act can deliver on stage 'live,’ then 
there’s no way you can’t eventually get 
’em the right song, the right show, or 
whatever. I look for the combination of 
a very different kind of voice and a very 
exciting performer.” 

Elliot "/ have i0 Uke 
Roberts them as people.” 

"There’s a lot of different reasons why 
you sign an act. Me, I have to like them 
as people. I have to really feel they’re 
special, that they have the potential to 
be somèthing extraordinary. The first 
time I ever saw Joni Mitchell I felt that 
way. Neil Young. A band called Devo. I 
mean you’ve got to remember that you, 
as a manager, are putting in part of 
your life. A tremendous amount of time. 
And the way you live your life, too. I 
have to like their music first. Then, I 
have to feel that I'm going to like them 
as people .. . because I don’t like people 
that call up at 4 o’clock in the morning 
and freak out. No matter how good they 
are!” 

Sandy 
Gallin 

"An extraordinary 
talent.” 

"I sign an act because I see an ex¬ 
traordinary talent. Something that I 
feel I want to expose and develop, create 
something unusual with that will make 
a lot of money. And also, something I 
can have fun with! With Mac (Davis), I 
met him in a backyard at somebody’s 



Photos by Jill Williams 

pool and he played his guitar and sang 
some songs for me — and I knew in¬ 
stantly that he was going to be a major 
star. Dolly Parton was already a major 
country artist and songwriter by the 
time we met . . . 
"And as far as getting their careers 

going? It’s an individual thing, really. I 
do whatever’s necessary. There’s no set 
pattern. Somebody may need a record 
contract and then it’s up to you to find 
the right material, the right producers, 
the right record company, the right per¬ 
sonal appearances, the right television, 
the right concerts, the right combina¬ 
tions ... I mean, it’s endless.” 

Mini "Some ’something’ that 
Halsey sparks inside of me.” 

"I like to have unusual, unique tal¬ 
ents that maybe I feel haven’t been 
brought to the fore or haven’t been 
managed properly . . . and in some 
cases, haven’t been managed at all! Roy 
Clark is the classic example of that be¬ 
cause when I saw him, he was just a 
guitar player in Wanda Jackson’s band. 
That was back in 1960 and I just sort of 
'knew’ he had the stuff to become a big 
star. It’s like some ’something’ that 
sparks inside of me — when I see or 
hear somebody that I feel is an unusual 
talent. 
"So then, you just try to do everything 

that is humanly possible to do. Open up 
every avenue, every idea that you can 
think of to bring that person’s talents in 
front of people. Not only the general 
public, mind you, but people within the 
industry as well. And if you believe in 
certain projects the way I do, then it’s 
not only interesting and fun; but in 
most cases, it’s successful too!” 

ing an outside publicist when it’s neces¬ 
sary to build an image for your artist. 
Believe me, interviews and editorials 
that are written about artists have a lot 
of staying power. They create an inter¬ 
est that, hopefully, makes people want to 
go out and buy the album! Then, there’s 
radio promotion. That’s also very impor¬ 
tant. To me, promotion’s the name of 
the game. That’s why I feel very strong¬ 
ly about doing the right type of tour, 
putting my artists in the right venue 
and the right setting, with the right 
musicians and the right band. ... It all 
adds to the totality of promotion.” 

"It’s not a question 
of how hot they are. 

It’s how long they 
can stay there.” 

the greatest performer living today!’ Or 
you hear Teddy’s voice and you go 
'Wow! It’s magic!’ So my clients are al¬ 
ready polished to a point where I can 
just come in and show them the path.” 

Jason 
Cooper 

"Basically, I’m into 
them as people first." 

Jeff 
Wald 

"I look for intelligent artists. Sylves¬ 
ter Stallone was bright and intelligent. 
He had a sense of himself, a sense of 
trust. And he had a sense of being pa¬ 
tient. With Chicago, it was the same 
kind of a situation. Here are a group of 
guys who are bright enough to have 
stayed together 12 years. That takes in¬ 
telligence right off the bat! And the 
quality of their music has grown over 
that period of time. I look for people 
with minds that can expand to change. 
It’s not a question of how hot they are. 
It’s how long they can stay there. 

"Each act has their own uniqueness, 
and you’ve got to be able to capitalize on 
that uniqueness. You have to put them 
in the kind of environment to show off 
their talent. And also I think, since I’ve 
signed them and I believe in their in¬ 
nate ability and brightness, that part of 
my job is to protect their artistic in¬ 
tegrity — and not let anybody else f— 
with them.” 

"I just don’t sign an act. Basically I’m 
into them as people first. And if I think 
I like them, and I dig their music, then 
we work it out. Take Dave Mason, for 
instance. He and I were friends for ages 
before he asked me to manage him. 
Same thing with Ron Wood. We had 
hung out together and had just been 
friends previously. With both of those 
deals, I mean I didn’t even take money 
when I first started with them. They 
were strictly friends and I was just try¬ 
ing to help them out. Then later on, it 
got into a management situation. Ob¬ 
viously, I don’t do that with everybody. 
But I make it my business to really get 
to know a person before I sign him. . . . 
Then it’s just a matter of coordinating 
everything in their lives. Their agency 
representation, their personal lives. 
Everything.” 

Kenny 
Kragen 

"Someone who’s 
noncompetitive with 
the people I have." 

r reci "An Open dialogue 
Heller with the artist." 

"My management company has a 
staff of seven people and everybody that 
works there has one act that they are 
responsible for. We deal very closely 
with our artists. We don’t take anyone 
on unless we’re going to be personally 
involved with all aspects of their career 
— including the financial aspects as 
well. It’s a process where we all have to 
get to know one another, and feel com¬ 
fortable around each other . . . because 
management is based on a personal 
relationship and an open dialogue with 
the artist. 
"The total aspect of management is 

promotion. There are different areas of 
promotion. Like working with record 
companies in the publicity area. Or hir-

Shep 
Gordon 

"Since Alice (Cooper), 
I’ve never really 

started with anybody at 
an embryonic stage.” 

"I sign someone because they have a 
unique, one-of-a-kind talent and they do 
something — whatever that happens to 
be in any area — the best that anyone 
does it. And my job is to make them and 
the public see very clearly what that 
unique talent is. 

"Since Alice (Cooper), I’ve never real¬ 
ly started with anybody at a embryonic 
stage. It was obvious that Groucho 
(Marx) was. Same with Raquel (Welch). 
Or Teddy (Pendergrass). Or what Ben 
Vereen was. Their talents had already 
been refined to such a point that it was 
obvious. Anyone who went to see a Ben 
Vereen show, for example, said 'There’s 

"As far as I’m concerned, the most 
important criteria for me in signing an 
act is that I’m truly, truly excited about 
them. I don’t care how much money I 
could make off of somebody, how suc¬ 
cessful I think they can be, how much 
they might enhance my prestige or my 
office or anything, I have never taken 
on anybody — running my own com¬ 
pany — where I wasn’t truly excited 
about them as performers or actors or 
talent of some sort. I operate a tre¬ 
mendous amount on enthusiasm. 

"Secondly, I think the other thing I 
look for is someone who’s noncompeti¬ 
tive with the people I have. I like to 
make a kind of a family out of the peo- 15 
pie I manage. For example, Dottie West 
performs with Kenny Rogers . And 
Kenny brought Bill Medley into the of¬ 
fice and he’s helped very significantly in 
Bill’s career. . . . You see, I don’t ever 
like to find myself in a situation where 
one artist is jealous that I’m spending 
too much time on another artist’s career 
and not on his . . .” 

Attention, all you readers in Hattiesburg, 
MS: Jill Williams tells us her musical, 
"Rainbow Jones,” will be performed at Wil¬ 
liam Casey College in August. Why not check 
it out? 



BUY THE 
TIME YOU NEED 

TODO 
IT WRONG. 

Sometimes you 
get exactly the sound 
you want. Other times, it’s 
a bust. That’s why you go 
through the endless hours of 
practice and rehearsal. And 

More than anything 
else, owning a multitrack 
recording rig gives you all 
the time you need. To 

practice. To make mistakes 
and change your mind. 

that means you need the time. To experiment and develop. 



The process 
starts with the 
multichannel 
recorder. 
Specifically, 
our A-3440 
—the new 
standard for four 
tracks on ‘A-inch 
tape with sync. 
Rugged, reliable 
and very fast to 
operate, the 
A-3440 uses one 
button per track 
for Record/Playback status and 
dbx* Encode/Decode switching. It has a 
built-in 4x1 headphone mixer, memory 
rewind for fast tape checks and pitch 
control for added production flexibility 

The key to controlling your sound 
for recording and mixdown is the mixer. 
For the right balance between real 
multichannel recording flexibility and 
low cost, try our Model 2A (shown here 
with optional MB-20 meter bridge and 
sideboards). Six inputs drive four 
separate outputs. Each 
input has switchable 
mic/line mic attenua¬ 
tion (to reduce over¬ 
load distortion), 
bass and treble 
controls 
(±12dBat 
100Hz and 
10kHz), 
color-coded 
channel assign 
buttons, pan (for stereo 
balance) and slide fader 
level control. There’s a master fader 

for overall level control. And 
lots of mixdown flexibility 
with the Model 2A’s patch 
points. You can hook up 
external equalizers (like our 
GE-20), reverb units, any 
signal processors that will help 
you get the results you want. 

If you’re just getting 
started, get our free 16-page 
introduction to multitrack 
recording called “Are You 
Ready For Multitrack?” And if 
you’re already cutting tracks, 
invest $4.95** in “The Multitrack 
Primer,” our 48-page guide to 

setting up and using a multitrack 
studio, with special emphasis on never 
before 
published 
ways to 
conquer 
acoustic 
problems 
typically 
found in 
the home 

studio. 
Just 

write 
us. Or better yet, pick 
them up at your TEAC Multitrack 
dealer. 

Then get your hands on 
the tools that give you all the time 
you need. 
*dbx is a registered trademark of dbx, Inc. The dbx unit is available 
optionally. "Retail prices are determined by individual 
TEAC Multitrack dealers. 

MULTITRACK SERIES 
TEAC Professional Products Group 

©1979 TEAC Corporation of America. 7733 Telegraph Road. Montebello. CA 90640 In Canada. TEAC is distributed by White Electronic Development Corporation (1966) Ltd 
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Nancy Ford & Gretchen Cryer 

How They Got Their 
(Broadway) Act Together 

Nancy Ford (left) and Gretchen Cryer 

The Setting 

Askapro, the weekly rap session with 
top music producers, publishers, writers 
and artists, sponsored by the American 
Guild of Authors and Composers (40 W. 
57th St., New York, NY 10019, 212-
757-8833; and 6430 Sunset Blvd., 
Hollywood, CA 90028, 213-462-1108). 
Sessions are scheduled out of each office; 
phone reservations are required. The fol¬ 
lowing interview took place in AGAC’s 
New York offices. 

ï 8 The Guests 

Composer Nancy Ford and author, 
lyricist and star Gretchen Cryer, whose 
hit musical, "I’m Getting My Act To¬ 
gether and Taking It on the Road,” is 
now nearing its one-year anniversary. It 
is currently playing at the Circle in the 
Square Downtown, 159 Bleecker St. 

The Transcript 

How did you two meet? 

Nancy: We met at DePauw Univer¬ 
sity in Greencastle, IN, where they 
have an annual competition for stu¬ 
dent-written musicals. A friend came to 

"If you're writing a theater 
song, it is within a context. It 
pertains directly to the piece at 
hand." 

us and asked if we would like to work 
with him on a musical; it sounded like a 
good idea so we started in on it. I don’t 
think prior to that time we had thought 
about being writers of musical comedy. 

Gretchen: As a little girl, my brother 
and I used to put on theatrical presenta¬ 
tions in our home in Indiana, during the 
long winters. We always did plays for 
my parents and would charge them a 
nickel apiece. So I sort of had a theatri¬ 
cal bent. 
We wrote two shows while we were at 

DePauw, and then one show in gradu¬ 
ate school before coming to New York 
and having our first show produced in 
1967 

We look back at those first efforts and 
really laugh, because we were writing 
about things that we knew nothing 
about whatsoever. But they were good 
practice. 

Where or how did agents come in? 

Gretchen: Agents have never played a 
large part in our professional careers. 
They have never gotten us one bit of 
work. It has always been a matter of 
first having a producer interested or a 
production afoot and then having an 
agent negotiate the contract for us. So I 
don’t know if it’s true that writers have 
to have an agent before they can get 
anyplace. 

Talk about your move to New York and the 
career steps you took. 

Nancy: We thought that, until we got 
established as writers, we could be in 
Broadway shows as actresses. When we 
came to the city we went right out and 
bought Variety, Backstage and Show 
Business and started auditioning for 
choruses. We did that for a time while 
doing other things, getting secretarial 
jobs . . . 

Nancy: Eventually Gretchen got a job 
in the chorus of "Little Me” and later 
"110 in the Shade” and I got a job play¬ 
ing the piano for "Brecht on Brecht.” I 
was an accompanist for Lotte Lenya, 
and that led eventually to my getting a 
job playing the piano for "The Fan-
tastiks,” where I met the writers, Tom 
Jones and Harvey Schmidt, and the 
producer, Lore Noto. 
Gretchen: They listened to our mate¬ 

rial and thought we had talent, so they 
were very helpful about sending us to 
people. Lore didn’t buy our show; I 
mean, here we’d written this show for 
off-Broadway that had 27 characters in 
it! Needless to say that was econom¬ 
ically unfeasible but we were very 
green at the time. We came to New 
York in 1962 and our first show got on 
in 1967 so there was a five-year period 
during which we were writing our first 
show and trying to get it produced. 
Nancy: There were a number of pro¬ 

ducers and music publishers we went to, 
and most of them didn’t see our show as 
Broadway potential so I guess that was 
when we reduced the number to 12 
characters. Twelve is even too big for 
off-Broadway now! 

Gretchen: And then what happened 
was, we didn’t have any luck finding 
producers who wanted to produce this 
property, so my husband, David Cryer, 
decided to go into partnership with a 
guy named Albert Poland who is now a 
business manager around town. And 
the two of them produced Nancy’s and 
continued on page 22 



^ou ̂ ead¿Music... 
¿Youll ¿Love Our ¿Magazine 

^Qie Only¿Magazine Can ̂lay! 
We call it SHEET MUSIC 
MAGAZINE. And that’s 
exactly what it is! Each and 
every issue is filled with the 
most popular sheet music ever 
published, including Pop, 
Great Standards, Jazz, Show 
Tunes, Folk, Country, Tin Pan 
Alley, Movie Songs, Classics, 
Ragtime, Blues, and more. 

When you sit down at 
your piano, organ, guitar, or 
any musical instrument, we 
want to be your music book! 
And when you want to im¬ 
prove your own musical ability, 
we want our staff of writers 
to show you how. And in every 
issue they do just that! There 
are Keyboard Clinics, Guitar 
Workshops, Composers’ Work¬ 
shops, Sight-reading, Playing 
By Ear, Theory And Harmony, 
Rhythm Workshops, and so 
much, much more. 

A single year’s subscrip¬ 
tion brings you more than 100 
great songs. And when you 
consider the price of sheet 
music these days, about $1.50 
per song, and realize that Sheet 
Music Magazine provides the 
exact same thing for about 
10$ a song, you can under¬ 
stand why it has more sub¬ 

scribers than any other music 
magazine in the world today. 
A one-year subscription for 
$11 brings you over $150 worth 
of music! 

And there is a new Easy 
Edition of Sheet Music Maga¬ 
zine, for you beginners and 
new students, young or adult. 
It contains all the same great 
hits as our standard version, 
but in easy-to-play keyboard 
arrangements. No matter 
which version you choose, 
each has the complete words 
and music, chord names for 
organ, and guitar frames, as 
well as all the same feature 

articles. (If you are undecided 
as to which version would be 
right for you, we suggest you 
try the Easy Edition. You can 
change at any time, at no extra 
charge whatsoever. ) 

Let us send you your first 
issue with these wonderful 
songs. . .As Time Goes By... 
Never My Love... April In 
Paris...Embraceable You... 
The Entertainer... If You Could 
Read My Mind... Dancing In 
The Dark... The Hustle... Love 
Will Keep Us Together... I 
Only Have Eyes For You.. . Tie 
A Yellow Ribbon ...It Had To Be 
You... Bye Bye Blackbird. 

SHEET MUSIC MAGAZINE 352 Evelyn Street, Paramus, N.J. 07652 

Please enter my subscription to Sheet Music Magazine and rush me 
the Introductory Issue with all the songs listed above. I understand 
that I may cancel at any time and receive a complete refund on all 
unmailed issues. No questions asked. 
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□ Easy Edition 
□ Standard Edition 
Name_ 

Address-

City -

□ One Year (9 issues) $11 
□ Two Years ( 18 issues ) $20 

State Zip 

Please also send □ 1 year □ 2 year 
□ Easy Edition □ Standard Edition Gift Subscription to: 

Name_ 
Address 

City_ State Zip 

I I I enclose full payment of $_ . ( Make check payable to Sheet Music Magazine. > 
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V fact: 
1 thePROMASTERsound 
system is not an evolution... 
its a full-blown 

The PRO MASTER modular sound system ushers in 
a new generation of sound system versatility, 
reliability, and quality for today's entertainers, 
musicians, and speakers — for use in settings as 
diverse as intimate clubs, lounges, large auditoriums, 
churches, and schools. Its multitude of 
performance-proven features is the result of 
sophisticated computer design techniques, advanced 
materials, and countless hours of personal 
consultation with performers and sound technicians. 

Revolutionary New Console 
Finally! The best of both worlds. A console so easy to 
use that it won’t overwhelm the beginning group, yet 

with the advanced features and capabilities required by 
experienced professional performers — such as 

pre-fader monitor mixing, effects and/or built-in reverb, 
with their own tone controls, LED clipping indicators 

with attenuators on each input, and full patching 
facilities for every system component. Super power: 

twin 200-watt solid-state power amplifiers! Doubles as a 
stereo recording console for groups that want to "lay 
down a few tracks" without paying for studio time, or 

can be used as an ultra-sophisticated keyboard mixer 
with power. Unitized ARMO-DUR’“ structural foam 

combination case and chassis makes it more durable 

Revolutionary: Variable Dispersion 
than steel. Ultra-light: only 47 pounds. 

Sound System 

Advanced new variable dispersion 
high-frequency horn system 
projects your sound — everywhere 
in the house, giving you a choice of 
60° long-throw, or 120° wide-angle 
dispersion with the twist of a knob. 
Tailors the sound to the room — 
even L-shaped rooms. 

Revolutionary New Loudspeaker 

Every extra ounce — every unnecessary cubic inch — has 
been computer designed OUT of the PRO MASTER 

loudspeaker. Modern materials and molding techniques 
accommodate a high-performance 15-inch woofer and a 

high-frequency horn and compression driver in a startlingly 
small, efficient enclosure. Less than 28 inches high, 23 

inches wide, 16 inches deep. Weighs an easy-to-handle 58 
pounds. Yet, the power handling capacity is a remarkable 

150 watts, and the frequency response is 50 to 15 kHz. 



Replaces All This Equipment... 
And Does More! 
The impressive array at left includes a mixing console, two graphic 
equalizers, a pair of 200-watt power amps, a monitor mixer and an octave 
analyzer. The PRO MASTER gives you all these capabilities — plus features 
that you can’t find in any other console, at any price: Unique FEEDBACK 
FINDER’" circuit, exclusive PATCH BLOCK’“ patch panel, wide-range LED 
peak output and input clipping indicators. Plus pre-fader monitor send 
controls, LED power amp overload, temperature warning and shutdown 
indicators, 0 to 30 dB input attenuators, full stereo features, simultaneous 
effects and reverb on each channel. What's more, you have Hi-Z and Lo-Z 
balanced transformer-coupled mic inputs on all six mic channels, (can 
handle 12 mies simultaneously), plus two additional auxiliary input channels 
for adding synthesizers, tape players, tuners, sub mixers or any other 
high level output components. And each Lo-Z input features built-in simplex 
powering for condenser microphones. 

Revolutionary: LED Status Indicators 
Alerts you to developing trouble before it gets serious! You 
have time to correct the problem before it interrupts the 
performance. Temperature warning LED warns you if amplifier 
is overheating. Shutdown LED indicates power amplifier and 
speaker protection system activation. Only the power 
amplifiers are shut down until the internal cooling fan lowers the 
temperature. 

Revolutionary: FEEDBACK FINDER/ 
Equalizer 

LED peak indicators virtually obsolete VU meters. They 
respond to short transients that wouldn't budge a needle, and 
cover 42 dB without range switching. PA overload LEDs light 
at full power and also warn you of distortion-causing problems 
such as bad speaker cables or too many speakers. 

Controls feedback — the number one enemy of a successful 
performance. FEEDBACK FINDER visually indicates the troublesome 

frequencies for precise adjustment of the twin 10-band equalizers. 
Enables you to equalize for maximum gain on the house and/or 

monitor system. Nothing else like it! 

Revolutionary: PATCH BLOCK ™ Patch Panel 

The back panel is a unique combination block diagram and patch 
panel with 12 patching jacks located at appropriate points on the 
block diagram. For the beginner who is taking his act on the road 
for the first time, the PRO MASTER works "as is," with no special 
connections. But with the PATCH BLOCK, the professional can 

create a wide variety of setups and add auxiliary equipment 
without makeshift connections. And you can change setups at a 
moment's notice without confusion. Simplicity and versatility, the 

PRO MASTER has them both! 

Hear the Revolutionary New Sound! Ask for 
Brochure 
AL581A 

PRO MASTER" sound system 
Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL 60204. In Canada: A.C. Simmonds & Sons Limited 

Manufacturers of high fidelity components, microphones, sound systems and related circuitry. 



AGAC from page 18 
my first show, "Now is the Time For All 
Good Men.” We eventually raised 
$40,000 from 52 individual backers. 

Wasn’t that show recorded? 
Napcy: Yes, by Columbia. That was 

kind of a strange situation. Among the 
many music publishers we had seen, 
one of them was Barbara Streisand’s 
company who had a little different offer; 
he promised us that if the show ran 21 
performances that he’d get us a Colum¬ 
bia cast album. And the show ran three 
months. So we had that. And Barbara 
Streisand recorded one song (Our Cor¬ 
ner Of The Night), which nothing hap¬ 
pened with. It was on the B side of a 
single. It never got in an album. Every 
now and then we get a royalty check for 
about $7.42. 
Gretchen: It’s not a matter of life and 

death to Nancy and me whether or not 
we get our stuff recorded. Our main in¬ 
terest is as theatrical writers. We did do 
two albums for RCA over the past three 
or four years in which we sang our own 
material, and the songs were pop-or¬ 
iented songs, very much like the songs 
in the show. But we don’t blatently write 
Top-40-type material. 

weren’t commercial and that we had to 
have the sound that they’re playing on 
the radio. That sounded logical but it’s 
possible that you can’t take material 
like ours and commercialize it because 
we don’t really fit that mold to start 
with. When we would just go out and 
perform ourselves without a big rock 
band behind us we got across a lot bet¬ 
ter to the audience. 

/ know you hold audience rap sessions each 
Wednesday after "I’m Getting My Act To¬ 
gether.” I’m curious about how they have 
affected the show and your present writing. 

Gretchen: The sessions, at first, were 
very helpful to us as actors, because 
people would tell us what they got out 
of the show and the way they saw the 
characters come across; and it may or 
may not have been what we intended. 
We’ve been playing it almost a year 
now so we’ve gotten our performances 
pretty well-honed but in the formative 
stages it really did help to know 
whether or not our intentions were get¬ 
ting across to the audience the way that 
we meant them to. 
The reason behind the sessions was 

two-fold. When we opened, we got bad 

How do you set about getting your work 
produced? 

Gretchen: From "Now is thg Time . . 
on, we did not have any trouble 
getting producers. The first people that 
we auditioned "The Last Sweet Days of 
Isaac” for were Haila Stoddard and 
Mark Wright, and they immediately 
said yes. With our third show, "Shel¬ 
ter,” we didn’t shop around either; we 
went with a young producer named 
Richard Fields. 
Nancy and I had kind of a disillu¬ 

sionment about the whole collaborative 
process; collaboration with all the peo¬ 
ple involved in getting a show on — the 
directors, the actors, the scene de¬ 
signers. "Shelter” ended up being such a 
stew of casting viewpoints, of produc¬ 
tion and scenic viewpoints that it lost 
its original viewpoint. That’s why we 
decided to do something we had more 
control over. 

22 Nancy: But it turned out that in mak¬ 
ing our two albums we had even less 
control in the recording business! We 
could make suggestions, but the final 
position of power was with the producer. 

Gretchen: We found out that there’s a 
certain kind of mass-produced quality to 
the recording industry. There are cer¬ 
tain studio musicians who go in on a lot 
of sessions and do their thing. And 
there are certain arrangers that are al¬ 
ways hired. And we felt almost like we 
were on a treadmill once the thing got 
started. 
Nancy: A lot of people said that we 

"There's a growing trend for 
film companies to back shows 
.. . What we all have to watch 
out for is that they do not 
encroach on artistic integrity." 

reviews from the major critics. We were 
trying to find an audience. It seemed to 
be a show that got a lot of personal re¬ 
sponse. People would come backstage 
and want to talk, and I was getting a lot 
of mail of a very personal nature—people 
saying that they were going through 
very similar things. So we decided, well, 
maybe people want to talk about it, and 
if they got involved in the show, maybe 
they will tell their friends to come and 
see it. We began to have full houses on 
Wednesday nights, which meant that 
people were coming so that they could 
talk afterwards. 

Could you talk a bit about the collaboration 
process? 

Nancy: Well, generally, the collabora¬ 
tion begins with Gretchen writing 
something — words, script or lyrics, and 
she gives it to me, and I start to do 
music for it. And if there comes a place 
where I want to do something different 
musically from the direction the lyrics 
are going, I talk to her about it, and she 

agrees or not. And then we get together 
and listen to what I have, and I may 
change the music or she may change 
some of the lyrics, or we may make sug¬ 
gestions to each other. And that’s basi¬ 
cally it. 

Gretchen: But Nancy and I have 
worked together so long that we really 
almost feel things the same. When I 
write a lyric, nearly always, Nancy 
writes a piece of music that, had I been 
a musician, I would have written for 
that. It’s absolutely surprising. In our 
current show there is a song, "Smile.” I 
gave Nancy that lyric, and she turned it 
into something like a little nostalgic 
calliope waltz. And that was before I 
had told Nancy that’s what I wanted. 
Nancy: Gretchen’s lyrics are, I think, 

so specific, that there’s almost only one 
way to do it. They are very descriptive 
and rhythmic so they almost sing them¬ 
selves. 

Can you talk about the different approaches 
that you take both musically and lyrically 
when you 're writing a theatre song as op¬ 
posed to a commercial song? 

Gretchen: If you’re writing a theater 
song, it is within a context. It pertains 
directly to the piece at hand, whereas if 
you’re just writing a song, it can be any¬ 
thing at all, just getting an idea. 
Nancy: Musically, what I always try 

to do is just find an emotional setting 
that seems right for the character. Find 
the right musical atmosphere for the 
lyric. And so that’s probably why I can’t 
write commercially very well. 

Do either of you have blocks when you can’t 
get started and feel you have nothing to say? 

Gretchen: Nancy came over in the 
middle of writing the score for "Shelter” 
and announced to me that there was no 
way that she could write anything else, 
ever. And she even brought over a tape 
recording of a friend’s work and said, 
"Now I think that you should have him 
finish the score,” and she played this 
little recording. And I simply didn’t 
accept it. 

Nancy, how did you feel that you had writ¬ 
ten yourself out? I can understand it with 
lyrics, but tunes are always popping up. 
Nancy: They didn’t pop up. Either 

that or I was just generally down on 
myself at the time and I didn’t like any¬ 
thing I wrote. 

How did you get over it? 

With "Shelter,” I rented an RMI 
piano and harpsichord, just to get a dif¬ 
ferent sound, and that helped. And then 
the other time I just eventually worked 
through it. 

How do you structure the idea for a show? 

Gretchen: Our current one came from 



the idea of the title. The phrase "I’m 
getting my act together and taking it on 
the road” just flipped into my head, but 
it had been on our minds for a few years 
to write something about the transition 
that women have been going through. 
When I got the idea for that title, it 
suddenly all came together that it 
would be about a woman who was get¬ 
ting her life together, but her life was 
expressed in her "act.” So the "act” be¬ 
came a metaphor for what was going on 
in her life. As soon as that idea came, 
the show just wrote itself. 

Where are you in terms of getting your new 
show produced? 

Gretchen: We’re in the process of get¬ 
ting money for it. We’re going first to 
the big sources of money like Columbia 
Pictures, the Shuberts, and we seem to 
be getting positive responses. 

There’s a growing trend for film com¬ 
panies to back shows. They have money 
to put in, and they are theatrical ven¬ 
tures — partly because, for a relatively 
small amount of money, they can secure 
film rights, or at least a right to first 
refusal. Broadway is small potatoes 
compared to the amount of money need¬ 
ed to do a film. 
One thing that we all have to watch 

for, though, is that they do not encroach 
on artistic integrity. They are trying to 
break the strength of the Dramatists 
Guild contract right now and secure the 
right of artistic control over our written 
material. If we give it to them we have 
sold out. As you know, a film writer 
does not have artistic control of his 
material, unfortunately. They can fire 
you off your own project and bring in 
other writers. In filmland, they own the 
copyright. In theater, the writers still 
own the copyright to their own mate¬ 
rial. Well, we’re having a problem now, 
in that film companies who are begin¬ 
ning to invest in theater properties 
want the same artistic rights that they 
have had with films. This is something 
that writers have to guard against with 
the signing of contracts now, to make 
sure that they still have a Dramatists 
Guild contract. 

What’s your advice to beginning show 
writers or musical comedy writers? 
Nancy: Meet some people and open 

some doors, I guess. 
Gretchen: And you have to have a 

product in hand, of course. 
Nancy: We were lucky that Tom 

Jones and Harvey Schmidt were our 
mentors. They really helped us. 

Gretchen: Although no person that 
they called directly did our show, they 
really did start opening up things for 
us. It’s very hard to go out anonymously 
knocking on doors. And we need all the 
help we can get. — 
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Elektra-Asylum 
Chairman 
Joe Smith: 

Engaging Rap with an Ex- DJ 
Elektra!Asylum Records' Chairman of 

the Board Joe Smith began his music 
biz education upon graduation from 
Yale, working as a radio announcer in 
Virginia, Pennsylvania and Boston, 
where he became a top-rated deejay at 
powerful WMEX in the late '50 s. But 
with the coming of tight playlists and 
the resulting deemphasis of jocks, Smith 
quit radio and moved to California in 
1960, to enter the promotion end of the 
record business. 

After working as a promotion man for 
a distributor, Smith became national 
promotion manager for Warner Bros. 
Records - then a small new offshoot of 
the Warner Bros, film studios. His work 
again earned raves; the Bill Gavin Poll 
named him Promotion Man of the Year 
for 1963, 1964 and 1965. In 1970, he be¬ 
came executive vice president and gen¬ 
eral manager of Warner BrosJReprise, a 
combination of the original WB label 
and Frank Sinatra’s Reprise Records. 
Smith was named president in 1972. 
Then, in 1975, he accepted the chair¬ 
manship of Elektra!Asylum Records. 
Smith was the guest of Los Angeles' 

Alternative Chorus/Songwriters Show¬ 
case, at the group’s weekly rap session 
and singeri songwriter showcase. AC/SS' 
Len Chandler moderated the discussion, 
an edited transcript of which follows. 

Len Chandler: I want to mention some of 
the people Joe Smith is responsible for sign¬ 
ing and creating the marketing strategies 
for: Rod Stewart, the Grateful Dead, Van 
Morrison, Leo Sayer, Manfred Mann, 

With Patrice Rushen 

Doobie Brothers, Curtis Mayfield, George 
Benson and the Staple Singers. 1 think the 
man knows what talent is about. 
Would you like to hear about some of 

the losers? 

Chandler: Speaking of losers, have you ever 
passed on people who have become stars? 

Never. Laughter. 
Over the years you make some hor¬ 

rendous mistakes. You may pass on 
somebody as they were at that moment 
and then they change their person¬ 
nel .... 
Jim Brown, the ex-football player and 

actor, told me about an act. I auditioned 

them, went crazy over them, signed 
them. But the act had enormous prob¬ 
lems; there were 11 members and they 
constantly changed personnel. They 
fired Jim Brown. We were in about 
$140,000 when it came time to renew 
another option at Warner Bros. We had 
a committee vote and the committee 
voted thumbs down. So we sold their 
contract. 
The group was Earth, Wind and Fire. 

They went to CBS Records, and nothing 
has been heard from them since. 

Writer: Can you talk about the economics of 
putting out a record and supporting a new 
act? 
The fact is you don’t make a record 

album these days for less than $75,000 
or $80,000. If you’re dealing with a 
major producer, it’s at least $100,000. 
You have 24-track, 32-track, which just 
gives people more opportunity to jerk 
around in the studio. It used to take the 
Grateful Dead about $18,000 just to get 
the drum sound. 
Thlking about space city ... one day 

the Dead came down to L.A. They said, 
"Man, we’d like to record about 30 min¬ 
utes of heavy air on a smoggy day in 
L.A. and then we’d like to go to the des¬ 
ert and do about 30 minutes of clear air. 
We’ll mix it, and then we’ll play over 
it.” They were so off the planet back in 
the ’60s that they really saw me out 
there with engineers recording air. The 
only answer I had for them was that the 
American Federation of Musicians 
would object, continued on next page 



Joe Smith from page 25 
Then, after they recorded this great 

double album, we were all sitting 
around, the 50 of us — they never tra¬ 
veled with less than 50 people. After I 
took care of the air problem, they told 
me that they had a title for the album: 
"Skull F—.” To them this was a "great” 
title, and the one thing they were afraid 
of was that the Jefferson Airplane was 
going to use it before them. 
From the conference room I placed 

phone calls to district attorneys around 
the country. I finally got one in New 
York and asked him what he would do if 
he found an album titled "Scull F—” at 
the local Sears store. Oh, he said, he 
would confiscate it, arrest people. Then 
I called Montgomery Ward, Sears and 

"We're conditioned to make 
judgments on songs, whether 
they have a great production or 
not." 

With Linda Ronstadt, E!A President Steve Wax and Peter Asher 

J.C. Penney: imagine their responses 
when I asked them if they would stock 
such a record. 

Finally I told the group, "Look, you 
worked a year and a half on this album, 
and if we sell it with 'Skull F—’ about 
eight headshops will stock it and kids 
will bootleg it — and we’ll sell about 
15,000 copies. Otherwise, we could sell a 
lot of copies.” So they gave up. We called 

With jazz artist Lenny White 

the album "The Grateful Dead” and it 
was a very big hit. 
Now why did I get into all that? 

Writer: Should I rephrase my question? 

The economics, the economics. It costs 
us about 100 grand to make a record. 
We’ve got to keep that artist or band 
alive while they’re recording. They have 
no other source of income. Usually they 
owe about seven months’ rent and they 
need equipment. So we’re in another 
$30,000 to $50,000. 
Once the album comes out, we think 

the best way to recoup our investment 
is to get them out on the road. You can 
imagine what some of those generous 
club owners pay — zip — and so our 
"tour support” runs $50,000 to $60,000. 
Plus we have "tabs” for writers and disc 
jockeys . . . So, all in all, we’re in 
$250,000 to $300,000 for a new act. 
Hence, a certain reluctance to sign a lot 
of new acts. 

If we’ve got to make a decision, "A” is 
the material. It’s "B” and "C” too. "D” is 
the style of the thing — the vocal, what 
is sounds like on record. Of course those 
priorities aren’t the same if it’s a David 
Bowie, whose performance has a certain 
uniqueness that will make good mate¬ 
rial seem great. Or if it’s a great voice, 
like Linda Ronstadt. Or if there’s a 
great producer or an Irving Azoff 
(manager of the Eagles, Jimmy Buffett, 
Steely Dan) who doesn’t need a new act 
but is excited about this one. And then 
it’s a hard decision to make. 

We’re a good record company. With 
Jackson Browne and Joni Mitchell, we 
have the king and queen of FM radio — 
they set a certain standard for writers. 
It’s not surprising that a lot of song¬ 
writers want to be on the label. 

Writer: Speaking of singerisongwriters, 1 
feel that as a songwriter I'm living in an age 
that's not for me because of all the singeri 
songwriters. What to do about it? 
Learn to sing! 

Writer: As an artist, how important is it to 
be a songwriter? 

Well, it’s a double-edged sword. On 
one hand it’s an enormous advantage; 
you don’t go into the catatonia that 
Linda Ronstadt goes into when she has 
to find songs. But on the other hand ... 
take the Eagles. They have not made a 
record for more than two years. They 
have all their tracks cut, but Glenn 
Frey cannot write lyrics — he just can’t 
find the damn lyrics. I’ve sent him 
rhyming dictionaries, I’m having (Joe) 
Walsh work with him, because I need 
an Eagles album. They’re just nervous, 
their last album was so successful, and 
they feel a certain insecurity about this 
one. But they feel they have to be the 
source for the songs they record. 

Writer: I write only lyrics. What are the 
chances of getting a lyric to a Linda Ron¬ 
stadt? 

The problem for you or anyone who 
writes just music or just lyrics is that 
Linda Ronstadt wants a complete song. 
Unless the lyric is so spectacular, she 
doesn’t want to get a lyric and then 
have to hunt down a melody. 
Anyway, if you had a completed song 

it would be very hard for you to get 
through to an artist. You’ve got to go 
through a music publisher, who knows 
when Linda Ronstadt is ready to record. 
Or Frank Sinatra for that matter. And 
publishers want completed songs, too. 

Writer: When approaching a record com-



patty as either a singer, songwriter or both, 
with a demonstration tape, how important 
are the production values? 

Practically zero. We’ve got to be able 
to hear it but we know we’ve got to 
make the record. Jackson Browne is not 
one of your great singers, but if heard a 
Jackson Browne demo tape with just his 
singing and a guitar or piano, you’d say, 
"Powerful songs.” So we’re conditioned 
— we’re not dummies — to make judg¬ 
ments on songs, whether they have a 
great production or not. 

Writer: I'm looking for a job in the music 
business. I think I’d be great at picking out 
material for someone like Linda Ronstadt. 
Do you have any suggestions? 
What you’re talking about is the A&R 

role at a record company. But that role 
is changing. It used to be that an A&R 
man selected 12 songs for Rosemary 
Clooney or Perry Como and the pro¬ 
ducer and artist went in and did them. 
Today Linda and her manager/producer 
Peter Asher, for example, make the de¬ 
cisions themselves. Maybe the band will 
bring in a song, or she’ll hit on (Warren) 
Zevon or Karla Bonoff to write a song 
for her. So our A&R people are looking 
for artists. There is nobody, really, look¬ 
ing for songs except publishers. So 
that’s where you should make your con¬ 
nection. 

Len Chandler: I want to change the subject 
for a minute. You were extremely active in 
lobbying for new copyright legislation, 
which is kind of strange coming from an 
executive of a record company. Since it’s a 
fact that, from 1909 until last year, song¬ 
writers suffered through the two-cent me¬ 
chanical royalty rate, it didn't really make 

"I think the songwriter de¬ 
serves the mechanical rate in¬ 
crease. I think there will be 
another down the line." 

me rejoice to get another three-fourths of a 
penny, considering the way everything else 
has skyrocketed. 

It’s really not as simplistic as that; 
it’s rather complex. First, because rec¬ 
ords are selling enormously well, the 
amount of money available to writers 
today is much more considerable, even 
at the two-cent rate. Second, radio play 
has become an enormous consideration; 
there is now a performance royalty. 

Sure, things have skyrocketed — 
including what an artist asks for. At 
one time it was a 5 percent royalty. To¬ 

day, Paul Simon, off of Columbia and on 
Warner Bros., is probably earning 19 
percent. Enormous. James Taylor is up 
to maybe 18 percent. So our profits have 
not really ballooned. 

Still, I think the songwriter deserves 
the mechanical rate increase. I think 
there will be another increase down the 
line; I think this is the first step. 

Writer: Do you feel the songwriter is the 
most important talent in the business? 

If you’ve got to give a priority, I 
would have to say, yes, it is songwriters. 

Elektra-Asylum, in the words of National 
Coordinator of A&R Laura Plotkin, "has al¬ 
ways maintained a policy of openness” re¬ 
garding the listening to of unsolicited tapes. 
Here are her submission guidelines: four-
song maximum, cassette or quarter-inch reel-
to-reel tapes OK, lead or lyric sheets manda¬ 
tory. We asked her if she is looking for any¬ 
thing special. "Just wonderful songs," she re¬ 
plied, "the kind anyone would want to sing.” 
Mail your tape, with a stamped self-addressed 
return envelope (if you want the tape back) to 
A&R Department, Elektra-Asylum Records, 
962 N. La Ciénega, Los Angeles, CA 90069. 
Information on the Alternative Chorus/ 

Songwriters Showcase and its weekly rap ses-
sion/song showcase can be had by contacting 
AC/SS. Its address and phone number: 943 
Palm Ave., Los Angeles 90069; (213) 655-
780. 
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by Rob Sanford 
Driving up through the Bel Air can¬ 

yons to Stephen Stills’ brick estate, I 
wondered what type of man lived behind 
the wrought-iron gates initialed "SS.” I 
flashed back on a man who along with 
Neil Young, Richie Furay, Jim Messina, 
Dewey Martin, and Bruce Palmer, col¬ 
lectively known a&the Buffalo Spring-
field, spearheaded the move to playing 
folk music with electric guitars in the 
60s. Stills kicked the doors wide open to 
what was later called "the California 
country rock sound” when he penned For 
What It’s Worth, which appeared on 
"Buffalo Springfield,’’ the group’s 1967 
debut album. He went on to write such 
Springfield tunes as Bluebird and 
Everydays (also covered by Joe Walsh 
and Yes, respectively). 
As Springfield members went their 

separate ways after their third and final 

LP, several historic groups were soon 
spawned: Poco (with Jim Messina and 
Richie Furay); Crosby, Stills, and Nash 
(and later Young); Souther-Hillman-
Furay Band; and Loggins and Messina. 
In 1969 between bands, Stills ap¬ 

peared on the "Super Session” LP with 
Michael Bloomfield and Blood, Sweat, 
and Tears veteran Al Kooper. The 
album sold over a million copies, sur¬ 
prising everybody. 
The idea of a super session soon grew 

into the idea of a super group, and in 
1969, with the help of producers Ahmet 
Ertegun and David Geffen in obtaining 
releases from the appropriate record 
companies, Stills, David Crosby of the 
Byrds, and Graham Nash of the Hollies 
recorded what was to become a land¬ 
mark LP, "Crosby, Stills & Nash.” 
Crosby’s recollection (as told to Cameron 

Crowe in Crawdaddyl of a special eve¬ 
ning at Joni Mitchell’s is worth repeat¬ 
ing: "Stephen and I were singing Help¬ 
lessly Hoping and all of a sudden this 
third voice is joining in with us. It was 
Graham ... It wasn’t more than 30 sec¬ 
onds before we knew exactly what we’d 
be doing from then on.” One thing they 
did was to sell albums: "Crosby, Stills 
and Nash,” which included Stills’ Suite: 
Judy Blue Eyes, sold over two million 
copies the first year alone. 
Later that year with Neil Young in 

tow the group appeared at the Wood-
stock Festival. Their followup LP, "Deja 
Vu,” was released in 1970; it became 
Billboard’s No. 1 album of the year. 
However, by January of the same year 
they were all disbanded. 

Stills then went to England and re¬ 
corded his first solo album, "Stephen 

Straight Talk From 

I 



Stills,” with such backing artists as Eric 
Clapton, Ringo Starr, and Jimi Hen¬ 
drix. Speaking of Hendrix, Stills later 
recounted to me: "We came down to my 
house in Malibu after the Monterey Pop 
Festival and played for 14 hours on the 
beach. Basically, Jimi kicked me in the 
behind and told me to play lead guitar. 
We also traded guitars. I had a real nice 
old right-handed Stratocaster and he 
had a real nice old left-handed Strat and 
he said that really they play a lot better 
upside down. Only in the last couple of 
weeks have I been able to get it together 
enough to start buffing it out 'cause I 
just kind of stuck it in back after he 
died. I really didn't want to see it. Seems 
kind of silly, but I just couldn’t play it. I 
just put on new strings and it looks great 
and feels great.” 

"Stills” featured the million-selling 

single Love The One You’re With, with 
a backing chorus of Rita Coolidge, Pris¬ 
cilla Jones, John Sebastian, David 
Crosby, and Graham Nash. "Stephen 
Stills 2” followed in 1971. Stills then 
formed the band Manassas with whom 
he released 2 LPs, "Stephen Stills 
Manassas” and "Down The Road.” By 
1973 Manassas, too, had disbanded. 

Beginning in 1974 the solo LPs 
"Stephen Stills Live,” "Stills,” and "Il¬ 
legal Stills” followed, as well as the 
Stills-Young effort, "Long May You 
Run.” By 1977 CSN were back together 
again for a reunion LP and a concert 
tour. However, Stills released yet an¬ 
other solo LP, "Thoroughfare Gap,” in 
fall, 1978. 1 was to learn later that "Gap” 
represented a transition for Stills. When 
I asked Stephen what he was leaving be¬ 
hind and where he was headed, he said, 

Photos by Scott Windus 

"The best answer I can give to that is 
this.” He immediately sprung out of his 
chair and plugged in a red, white, and 
blue neon light placed over the mantle of 
the downstairs fireplace. The sign 
glowed: "Rock n Roll.” 
A quick call over the telephone inter¬ 

com from the locked gate allows me en¬ 
trance onto the grounds of this rock 'n 
roller’s residence. As I eye a Mercedes in 
the garage and an RV parked along the 
fence, Anthony Fawcett, Stephen Stills’ 
personal manager and author of "Cali¬ 
fornia Rock ¡California Sound” drives up 
- also in a Mercedes - and ushers me 
into the spacious dwelling. 

It’s 5 p.m. and Stills is still asleep, to¬ 
tally exhausted from just finishing the 
recording and mixing of his newest, as 
yet unnamed LP and performing a 
warmup show the night before in Fres-

Stephen Stills 
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no. In just four days he would be kicking 
off his formal summer tour with a 
three-night engagement at L.A.’s Greek 
Theatre. 

I wondered how an artist could suc¬ 
cessfully maintain Stills’ gruelling pace 
until I learned how he was initiated into 
the music biz: "I finished high school in 
Central America, came back here, 
walked into the first place in New Or¬ 
leans that I got to, and got a job bartend¬ 
ing and playing folk music from 7 at 
night to 7 in the morning, nine sets a 
night for six months” (to save you the 
trouble, my calculator figures a total of 
1,512 sets). 
As Anthony and I wait for Stephen to 

"come to,” we retreat to the basement 
Stills’ pub (as it is known), where all the 
elegance of the Bel Air estate instantly 
disappears and the gut-level reality of 
rock 'n’ roll dwells. I gaze upon un-

"Do not be trite. Do not be 
redundant. Do not be afraid to 
be adventurous. And don't for¬ 
get the art part." 

jacketed records haphazardly stacked 
about, overflowing ashtrays, abandoned 
drinks, a pool table at one end of the 
room, a bar at the other, stereo speakers, 
tons of musical instruments and record¬ 
ing gear, road cases, cords covering the 
rug like entwined spaghetti, spilt drum¬ 
sticks, chipped picks - even a back issue 
of Songwriter. No wonder David Crosby 
christened Stills "Captain Manyhands.” 
Stephen later explained why: "Well, I 
play all these things in here, although 
most of them are on the road now. I 
played most everything on the tracks of 
the 1st CSN album except the drums 
and one rhythm guitar. So I was playing 
percussion, bass, rhythm, lead, and 
acoustic guitars and setting balances on 
the board and so on. That’s where I got 
my first taste of engineering.” During 
the course of the interview, I learn that 
Stephen Stills does indeed "play all 
these things in here” as he serenades my 
questions with mandolin, vibes, and 
guitars. 

The pub does contain two major dif¬ 
ferences from your typical rock 'n’ roll 
practice den. First, there is a glass en¬ 
cased multiguitar showcase displaying 
about $20,000 worth of Stills’ rare gui¬ 
tar collection. Stephen paid $8,000 alone 
for a 1942 Martin D-45: "They only 
made 120 of them. About half of them 
are lost. Out of what’s left, there’s only 
about 25 that can play and that really 
sound good and I happened to cop two of 

them. At that time I really didn’t care 
about money.” 
The other difference explains why he 

didn’t care about the money. These walls 
are literally lined with gold and plat¬ 
inum records. If Stephen Stills receives 
any more gold ¡platinum albums, he’s 
simply going to have to move to a estate 
with a larger pub. 
Finally, at 6 p.m. I’m greeted by a still 

sleepy, but willing - and intense - 34-
year old Stephen Stills, dressed in a No. 
2 football jersey, jeans and slippers. 
After he mixes himself a Tequila Sun¬ 
rise in a glass chalice that looks more 
like a goldfish bowl than a drinking 
glass, we begin our talk. 

At what point did you feel you were actually 
a songwriter? 

I just played the cards. It just evolved. 
I’ve written good songs, bad songs, 
mediocre songs, great songs. I suppose 
Ralph Gleason (highly regarded music 
critic, now deceased) was the first one to 
tell me that I was a great songwriter. 
Before that I never really paid any at¬ 
tention to my press. And then I imme¬ 
diately forgot it. Ralph Gleason is no 
one to sneeze at, but when you start be¬ 
lieving your own press, you’re in trou¬ 
ble. But he said it in all honesty — to 
me personally and in the paper. It all 
had to do with Suite: Judy Blue Eyes. 

Is that the best song you've written? If not, 
which one is? 

Now that’s a question that I wouldn’t 
touch with a 10-foot pole. But I thought 

Thoroughfare Gap was really a nice 
song. 

By the way, what is the “7th mountain” 
that you mention in that song? 

Just an image, the next barrier. And 
there’s one after that and one after that. 

Generally speaking, what makes a great 
song? 
The juxtaposition of a fine poem with 

a good arrangement and good musician¬ 
ship with a good mood — a good para¬ 
doxical mood, like a blues to a very 
happy track. That makes a good record. 

So, part of a great song for you is the pro¬ 
duction? 
Yes and no. The song’s got to be there 

in the first place. A great song can 
either be enhanced or destroyed by the 
production. 

Do you have any production dos and don'ts? 

Yeah. I’ve done most of my "don’ts” 
already: overproduced, letting mediocre 
vocals get by. Now, I try to get the band 
to learn the track without me having to 
sing too much. Then when everyone is 
ready, I uncork one and get my lead 
guitar solo and my lead vocal track 
down on the same take. 

If I miss, I’ll pick it up grudgingly or 
I’ll try to go to another take, seeing as 
how I’ll try to do only three takes with 
the same intensity. But very seldom 
will I stop in the middle of a take. I’ve 
been known to go into conniptions if 
somebody stops me and I’m "in there.” 
Because everything can be "fixed” ex-

Stills and band tune up backstage at L.A.’s Greek Theater 



cept if you got that special "vibe” going 
on a take. 

Will you let the production slide, then, if the 
vocals are great or vice versa? 
No. I’m better than that, not to be 

vain. It’s just making up your mind "By 
God, get it together.” And if I screw up, 
I just keep going and try it again and 
see if I can concentrate on getting that 
same part so that we can slip it in to the 
other take. And if I’m trapped, I’ll slip 
in a line — but only if it’s just a line or 
a half line. 

I insist the band have it together, so 
that I don’t have to think about them. I 
try not to play anything on rhythm too 
difficult, so as not to interfere with my 
singing. However, some of the rhythm 
guitar parts are rather difficult and I 
have to just be on my toes. I gotta be 
sharp. And that kind of energy, that 
kind of intensity, I can’t muster more 
than three or four times. 

How do you know when you're finally ready 
to go for a take in the studio? 

There’s a lot of preparation to make 
sure that everybody is in tune, under¬ 
stands the song, can sing it to them¬ 
selves in their heads, and not miss. In 
effect, I create a pressure situation. 

What producers do you admire? 
There are several, but I just can’t rat¬ 

tle them off. Of all people, I really, 
really enjoy Barry Gibb. I think Barry 
Gibb is a hell of a record maker. And, 
by God, he has written some damn fine 
songs. 

What advice would you give to a would-be 
producer? 

Don’t mess with your artist. Don’t let 
him get away with murder, but give 
him a good resounding slap on the back 
when he uncorks one. And don’t, for 
Godsakes, erase a master vocal even 
though he is absolutely sure that he can 
do it better. 

Why do you produce yourself? 
I don’t as far as performance goes. I 

just set everything up so there is a con¬ 
sistency of sound. And then I edit and 
mix it down. I’m really making a su¬ 
preme effort at using what’s needed or 
what I like. It’s my name, my sculpture. 
If I want to chip off the guy’s nose, I do 
it. 
Could you explain, briefly, the digital re¬ 
cording process used to record the new LP? 
There is an infinite quality to a sound 

wave and to the magnetic tape and the 
rearrangement of the molecular struc¬ 
ture which takes place on the tape. Di¬ 
gital recording is encoded, printed, and 
decoded. It, however, has a finite qual¬ 
ity to it in that it is in the realm of 
increments. Digital is not based on a 

logarhythmic scale; it is totally arith¬ 
metic. Therefore, there are certain 
transients that are lost that one must 
recreate electronically by the equaliza¬ 
tion that you use on the echo, etc. 

Is there a noticeable or appreciable differ¬ 
ence in sound quality? 
Oh, once you’ve gone to digital, there 

is no degeneration whatsoever. Tape 
noise is much less. However, the sound 
gets bigger and wider and has more air 
in it. 

So you have to compensate for that on the 
board? 

Yep. 

Ah, we’ve strayed a bit from songwriting. 
Are you happy with your songwriting cur¬ 
rently? 
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Yes. Everyone is saying "turn down 
the meaning” or "you gotta play disco” 
or "play disco with far-out words.” I 
tried that with Can’t Get No Booty (off 
"Thoroughfare Gap”) and everyone 
missed the point. It’s one of the funniest 31 
tunes I’ve ever written. I wrote it with 
my tongue as firmly planted in cheek as 
possible. 

Do you write in bursts or do you try to write 
a little every day? 

I sit down and start playing the gui¬ 
tar. If nothing comes, I put it down. If 
something comes, I pursue it until I get 
bored. I know better than to force it. 

Do you keep a journal? 
Yes, for years. 

continued on next page 



Stephen Stills from page 31 
Do you still have all your songs and would 
you ever consider publishing them? 

Yes. Nope. 

Do you ever have “songwriter’s block?” 
Of course! Any songwriter worth his 

salt does. 

How do you deal with it? 
Take a vacation. Go diving. But don’t 

forget your guitar. 

How long does it take you to write a song? 
Anywhere from three to five minutes 

to a year. 

Do you have any special dos and don 'ts in 
your lyric writing? 
Do not be afraid to be adventurous. 

Do not be afraid to look things up in a 
dictionary. Do not be afraid to use 
words that may be beyond the scope of 
anyone but college Lit majors. Do not be 
afraid to use "er,” "urn,” "uh.” Be an 
artist. Don’t forget the art part. Do not 
force yourself, but be fearless. And try 
not to be too offensive. 

Also, do rewrite, rewrite, rewrite. Al¬ 
bert Camus said any author that won’t 

naturally and I don’t mess with it. 
Sometimes I’ll do something clever, but 
I try not to be clever just to be clever — 
that would be contrived. 

Are your melodies written on the same 
basis? 

Yes, but sometimes I’ll throw in a real 
tongue-twister — something that takes 
an enormous amount of breath. And it 
drives the people who sing harmony 
with me nuts. When we’re doing the 
vocals we have to stop at one point, take 

rewrite is not doing his job. Talent 
without discipline is worthless. 

32 Do you follow any guidelines in your music 
writing? 

I try not to have so many changes 
that nobody can figure them out. A lot 
of people write very insipid songs that 
turn out to be enormous hits. I try to 
communicate with my audience without 
being insipid or trite or contrived. I’m 
speaking of craftsmanship here. Do not 
talk down to your audience. 

Do you have any guidelines you follow for 
composing your guitar lines? Do you im¬ 
provise? 
The feel is first. My phraseology comes 

a deep breath and get all the way 
through the end of the line, because 
there’s no place to breathe in between. 

What comes first: words, rhythm track, 
melody? 

All of the above. Sometimes a guitar 
lick will set up a song; a line will set up 
a song; a chorus will set up a song; an 
idea will set up a song. I’m not a for¬ 
mula writer. I’ll find myself doing an 
ABAB just for the symmetry of it. 

Do you spend more time on one of these 
elements than another? 
Sometimes I get stuck, stuck, stuck. 

Sometimes I’ll have a song that’s got a 
great verse, a great chorus, no hook, 
and no third verse and I’ll go into the 
studio and cut the thing and say "OK, 
everybody, take a few.” And then I’ll 
rewrite it in the studio. If I’ve got too 
many verses, I’ll cut out two verses and 
then take the meaning of the song and 
condense it. 

Are you a wordsmith? Do you fool with 
crossword puzzles, rhyming dictionaries and 
the like? 

I’m a hellacious Scrabble player and I 
read incessantly. But crossword puzzles 
bore me to tears. 

Is it hard for you to collaborate? 
No, not at all. 

Do you have any groundrules for collab¬ 
orating? 

I damn well try to make my collab¬ 
orator happy. I’m wide open for what¬ 
ever I get hit with from him, but in case 
of a tie, the final analysis is mine. 

Can you compare writing for Stephen Stills 
to writing for CSN? 
When writing with David and/or 

Graham, I never know what they’re 
after at any given time. So I just write. I 
don’t write for them. And if they’re not 
enthralled with what I have to give, 
then there’s not much for me to say. 
Now, I’ve written some real turkeys, 
you know. But my real turkeys are not 
as bad as some other people’s great 
songs, I think. 

What constitutes a “real turkey” song? 
Oh, I don’t know. I find an interesting 

little predicament that happens within 
the industry and I’m not exactly sure 
what’s at the bottom of it. A guy like me 
goes on for 10 years and tries different 
things and sometimes just gets 
lambasted by critics for songs he ac¬ 
tually thought were good going into and 
coming out of the studio. And the next 
thing I know, it’s on record and people 
are saying "God, what an awful song. 
Stills, what’s happened to you?” or 
"Well, Stephen Stills is dying” or some¬ 
thing. And so, it used to be "Take a deep 
breath” and "It’s back to the drawing 
board,” but it’s happened in so many 
weird ways that I don’t even give a shit 
anymore. And this same exact thing 
happens to Neil, you know. 

So do you think once the industry has an 
artist established, they are reluctant to have 
that artist change? 

Oh, absolutely. And there is this 



erroneous assumption that I am a folk 
balladier. And I am not!!! I get off play¬ 
ing rock and roll guitar. And I want to 
do it while I’ve still got the energy. I’m 
getting better and better at my instru¬ 
ment and I’m writing songs for that. 

What is the status of CSN at this time? 
Ask Graham. 

"What is wrong with using 
elements of disco? Disco hap¬ 
pens to be a beat, simply a 
beat." 

Why? 
You’ll know when you talk to him. 

Granted “4 + 20” was written 10 years 
ago, but are you still wondering if your 
“time will soon end?” 

I was just in a mood. It was a very, 
very, very healthy way to exorcise that 
particular demon. The idea of suicide 
occurred to me once, has always been 
totally repugnant, and that song was a 

very clever way, and moving way, ob¬ 
viously, to exorcise that demon. 

Were you, in other words, telling Mr. Sui¬ 
cide that Mr. Stills was not interested? 

No. It’s embracing the idea and then 
it’s over with. It’s almost the same as 
doing it. 

In Lowdown on “Thoroughfare Gap” you 
say, “Sadness and anger!All that keeps me 
goin'.” Is that your philosophy? 

No. At that time that was all that 
was keeping me going, mostly the anger 
part. 

Did that anger inspire new songs? 
Yeah. And Dave Mason crawled my 

behind about it too. He said, "Stephen, 
you’ve got to write some more up 
songs.” 

Are you pleased with your new album? 
Yeah, for the most part. I’ve got some 

time, so I’m going to let the dust settle a 
little bit and then go take another look 
at it. 

You Can't Dance Alone, off “Gap,” has a 
disco feel to it and Andy Gibb appears on 
the tune. Are there elements of disco on 
your new LP as well? 

I say, what the gell is wrong with 

using elements of disco? Disco happens 
to be a beat, simply a beat. And I’ll use 
it, but that doesn’t mean that I’m 
particularly making disco records. 

If you were in my boots, what would you 
most want to know about Stephen Stills? 

Well, I’m going to turn that around. 
Being Stephen Stills, what I have to ask 
the press is — although Songwriter has 
been very nice and not touched on it 
that much — can you not answer for 
yourselves the difference between 
Stephen Stills and Crosby, Stills, and 
Nash and can you not define his role in 
CSN and CSN&Y by simply listening to 
the records and, in that regard, why all 
the boring CSN questions? 

Do you have any underlying or guiding 
principle that gives your life direction? In 
other words, what is you “code that you can 
live by?” 

Don’t forget the art part. You can 
play the chess game, but don’t forget 
the art part. 

WTiaf can I learn from Stephen Stills that 
will help me be a better songwriter? 

Listen and listen carefully. Don’t be¬ 
lieve everything you hear or read. But 
listen to the songs. Listen to the music. 
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* SONGWRITER DEMOS 
YOUR SONGS arranged and produced by * 

* experienced, award-winning professionals * 
* Producer: TOM HOLBROOK * 
* _ Arranger: JOHN FELTEN_ * 
* 1. ECONOMY PACK $35 Per Song * 
* _ Male Vocal with Guitar and Bass_ * 
* 2. PRO PACK $55 Per Song * 
* Pro Quality Demo (Our Most Popular) ♦ 
¥ _ Five Pieces: Piano, Guitar, Bass, Drums, Male Vocal * 
* 3. * SUPER PRO PACK! $90 Per Song ¥ 
¥ Guitar, Bass, Drums, Piano, Organ, Strings, * 
* Horn Section, Male Vocal. 
M THE MOST FOR THE MONEY 
_ FOR THOSE SPECIAL SONGS * 

* SPECIAL OPTION: Full Pro Vocal Group * 
_ (Send for free brochure with more details)_ * 

Lead Sheets $20 * 
Melody Co-Writing, NO EXTRA CHARGE! * 

* Sample Tape of Our Work $5 R-R or Cassette * 
SEND US: Lead Sheet and/or Rough Tape * 

* Specify: Reel to Reel Tape or Cassette * 
¥ (Extra copies $5 per song) * 
* Check or Money Order with order to: * 
¥ TOM HOLBROOK * 
* P.O. BOX 157 / OJAI, CALIFORNIA 93023 -
* PHONE: (805) 646-5067 PROMPT SERVICE 

¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥ 

DO PUBLISHERS 
TURN YOUR 
SONGS DOWN? 
WHY? What’s wrong with your songs? What’s 
right? All this explained and evaluated by: 

• A hit songwriter with over 100 songs 
recorded (2 in movies). 

• A former manager of a famous 
independent publishing company. 

• A former manager of a major record 
company’s publishing division. 

WRITING A HIT SONG ISN’T EASY, BUT WITH 
A LITTLE HELP IT COULD HAPPEN .... 

Just send a cassette or reel tape of 
your songs plus lyric or lead sheet 
and your check or money order for: 

$1 0.00 for the first song 
$ 5.00 each additional song in the same 

mailing 
S 7.00 each “lyric only” song (no tape) 

Send to: SONG DOCTOR 
9229 Sunset Blvd. Suite #311 
Los Angeles, Ca. 90069 
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John McKuen (Nitty Gritty Dirt Band), 
Vassar Clements and Roy Acuff, record¬ 
ing the Dirt Band’s "Will The Circle Be 
Unbroken” in 1971. 

A Campaign for Fred Rose 

New Writers Blooms 
by Kelly Delaney 
When Roy Acuff and Fred Rose 

formed Acuff-Rose Publications, Inc. in 
1943 they were, in Roy’s words, "like 
blind pigs searching for an acorn.” 

Well, as Nashville's first publishing 
company, they found their acorn. They 
also found a few pretty good songs, like I 
Can’t Stop Loving You, Your Cheatin’ 
Heart, I’m So Lonesome I Could Cry, 
When Will I Be Loved, Blue Eyes Cry¬ 
ing In The Rain and Then You Can Tell 
Me Goodbye; they also first published 
such Boudleaux and Felice Bryant stan¬ 
dards as Bye Bye Love and All I Have 
To Do Is Dream. In the process, Acuff-
Rose helped put Nashville — and coun¬ 
try music — on the map. 
Among Nashville publishers, Acuff-

Rose was the first to have its own record¬ 
ing studio, its own promotion staff, a 
worldwide publishing operation, and an 
educational publishing division. Also, it 
helped found the Country Music Assn., 

and was the first Nashville publisher 
represented on the boards of ASCAP 
and the National Music Publishers 
Assn. 
Through its parade of firsts over the 

years, the publishing firm has 
developed a reputation as a "catalog only” 
company. Presently Acuff-Rose is trying 
to shed that image. Its professional staff 
has been boosted to seven, its 24-track 
studio has been remodeled, and four new 
writer rooms are under construction on 
the second floor of the firm’s headquar¬ 
ters at 2510 Franklin Rd. The best news 
of all: Acuff-Rose is scouting for new 
writers to augment its present roster of 
52. 

"There is now more opportunity for 
writers in Nashville than years ago,” 
says Wesley Rose, son of Fred Rose, who 
died in 1954. "We hope to have a good 
year and get some new writers.” Among 
their recent signees: A.L. "Doodle” 

Owens and Sanger D. Shafer, who’ve al¬ 
ready established themselves as two of 
Nashville’s top new writers. Others in¬ 
clude Van Givens, Lorrie Morgan, who 
also records for Hickory Records 
(formed by Fred Rose in 1952), and Carl 
Belew. 
Two of the surgeons behind the facelift 

of Acuff-Rose are new Director of Profes¬ 
sional Services Ronnie Gant and Bob 
Jennings, public relations director and 
professional department staffer. They 
were eager to share their opinions and 
observations on the changes at Acuff-
Rose and the state of Nashville songwrit¬ 
ing and songplugging today. 

Ronnie Gant: We’re trying to let peo¬ 
ple know that we are looking for new 
writers and getting into new material. 
We’re sort of trying to create some ex¬ 
citement. 
Bob «Jennings: And not just country 



Johnny Rodriguez, Wesley Rose and Mickey Newbury 

at Acuff-Rose 
songs. I hear it all the time: People refer 
to Acuff-Rose as a country publisher 
with a fantastic country catalog. But 
the fact of the matter is that Acuff-Rose 
has had more pop hits than any pub¬ 
lisher in town. 

Why did Acuff-Rose get the image of being a 
catalog only company? 

Gant: It’s because we’ve got so many 
great catalogs, I suppose, with Hank 
Williams, John D. Loudermilk, Fred 
Rose, Leon Payne, Felice and Boud-
leaux Bryant, Don Gibson, Mickey 
Newbury. 
But we’ve also got a lot of good new 

writers like Eddie Raven and Whitey 
Shafer. They’re not really unknown, but 
they’re still current. They’re still turn¬ 
ing out tunes. 

What is the procedure for getting material 
reviewed by you? 

Gant: If people send us a tape, we’ll 
listen to it and get back to them as soon 
as possible. If we hear something good, 
we usually call the writer and see what 
we can get done. 

Do you discourage off-the-street traffic? 
Gant: We prefer they have appoint¬ 

ments. Every now and then we’ll have 
somebody walk through the front door 
wanting someone to listen to songs. If 
there is somebody here who can listen 
and who isn’t tied up at the moment, 
he’ll listen. 

What do you look for in songs submitted to 
you? 

Gant: I look for good hooks — simple 
tunes with good hooks that say what 
they need to say without beating 
around the bush. 
Jennings: I think the main thing in 

songs is originality — melody and lyric. 

It’s hard to say what you’re really look¬ 
ing for, because if you knew, you’d sit 
down and write it. It’s that something 
which tells you it’s a hit, whatever that 
is. 

Are lyrics and melody of equal import? 
Jennings: It’s one hand washing the 

other one. 
Gant: I think the lyrics are more im¬ 

portant. The melody has got to fit the 
lyric. 

What are some of the most common mis¬ 
takes you see writers making? 

Jennings: I think a lot of young writ¬ 
ers try to write too much. I’d rather 
have one hit than 100 songs. 
Gant: It’s hard to say that somebody 

is making mistakes, because somebody 
else might take it and make a million 
seller out of it. Sometimes you listen to 
tapes and you feel like it’s really close 
but it’s just not quite there. It just 
doesn’t hit you — but it’s hard to call 
that a mistake. 

Is it necessary for a professional writer to 
write every day? 
Jennings: A lot of them are writing 

when they don’t realize it. They’re lis¬ 
tening for ideas or looking for some¬ 
thing that will give them an idea. I 
heard a writer say not long ago that he 
did as much writing on a creek bank as 
he did behind a desk. 

Once you sign a writer, what process do you 
initiate in order to get the songs recorded? 

Gant: You get out in the street and 
listen carefully for who is cutting. Plus 
we contact artists and producers all the 
time. We keep up with it in several 
ways. 
Jennings: A lot of times new tunes 

come in and somebody will have an idea 
that it is good for a particular artist. 
Then, whoever has a little rapport with 
that person, whether it be artist or pro¬ 
ducer, will try to get it to them. Sooner 
or later that artist will be coming up to 
record. 

You've got some great singer-songwriters on 
your roster. Are there opportunities here for 
people with this dual talent? 

Gant: There is always that opportuni¬ 
ty. It’s wide-open all over town. That’s 35 
what most people are looking for — 
somebody who can supply their own 
material. It makes it a whole lot easier 
to cut an act if they write their own 
songs. We have several production deals 
here besides Hickory Records, so we do 
have some outlets for the writer/artist. 

How does your promotion staff function? 
Gant: Anytime somebody cuts one of 

our tunes, they’ve got our staff of five 
fulltime promotion men working the 
record, in addition to the record compa¬ 
ny’s promotion staff. That gives them 
continued on next page 
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Acuff-Rose from page 35 
extra people working the record and 
helping to promote it. 

How many records would you estimate you 
promote at any one time? 

Jennings: I’ve been here four years 
and since I’ve been here, we’ve had 
songs in 22 different chart positions at 
one time. Then at other times, we’ll 
have three. 

Do you think a larger or smaller company is 
better for the writer? 

Gant: I feel like the larger companies 
definitely have an advantage to offer 

the writer because of such things as for¬ 
eign publishing. Our writers make a ton 
of money on foreign publishing, where¬ 
as if they were writing for a smaller 
company, they wouldn’t be getting those 
foreign cuts and would be missing out 
on a lot of money. 

How do you view the writer who publishes 
himself? 

Gant: A number of writers have 
started their own publishing companies; 
many have come back to publishers. It’s 
hard for a person to be creative and get 
out and pitch songs too. It’s got to eat up 

Sisma. 
Awkie choice of 

quality 
and price 

In the low priced end, 
we have the DM-3. our most 

popular instrument. It’s Dreadnought style 
body has mahogany sides and back. Laminated 

spruce top and adjustable neck and bridge. 
While the DM-3 and the other 8 models 

in the low priced Sigma line do not have the 
finer details typical of a Martin or even the 

higher priced Sigmas— 
check out it’s price at your 

favorite music store. 

Our top quality 
models are the 
DM- 18. DR-28 and the 

DR-28 Herringbone. 
These instruments are more 
expensive than the DM-3. 
but then they should be 

with their solid spruce tops 
and Martin Strings. 
Construction details and tone 
similar to Martin 

Dreadnoughts. 
For more information 
on the entire Sigma 
line of instruments 
write: 

Sigma 
CF Martin & Company 
Box 329 
Nazareth, Pennsylvania 
18064 

Martin & Sigma Guitars 
are the Official Guitars 
of Opryland U.S.A. 

a certain amount of creativity to get out 
there beating on doors trying to get 
your songs cut. 

Where do your writers live? 
Gant: They’re spread out all over: 

California, Oregon, Texas, Louisiana, 
Florida. 

So it's not necessary for a writer to live in 
the same location as his publisher? 

Gant: Once a writer gets rolling it 
probably helps to be around the music 
scene because it helps to keep in touch 
with what’s happening. But I don’t rec¬ 
ommend that anyone just pull up stakes 
and move here, unless they’ve got a 
couple of chart records already. 
Jennings: It’s a good place to make a 

lot of money and it’s a good place to 
starve to death too. 
Gant: Mickey Newbury slept in his 

car for about four years. Sometimes it 
takes time. If you’ve got no family, 
that’s one thing, but I’ve seen people 
move down here who did have families 
and it’s a bad thing, because when you 
get into financial difficulties it eats up 
your creative mind. 

What is the first step to a songwriting 
career? 

Gant: Getting the songs listened to 
and finding a publisher who believes in 
them. 
Jennings: Either that, or some profes¬ 

sional person, maybe an entertainer. A 
mistake some people make is they play 
them for family and close friends; and 
naturally they’re going to compliment 
them. 

It shouldn't cost anything either, should it? 
Gant: No one should have to spend 

money to get a publisher to listen to 
their songs — with the exception of foot¬ 
ing mailing and tape costs. 
Jennings: Some of these writers don’t 

know the business. They don’t know 
what is actually involved with getting a 
song published. They call in here and 
want to know what it costs to get a song 
published. 

Ronnie Gant 



How do you think the publishing business 
has changed in Nashville? 

Jennings: It’s gotten much more com¬ 
petitive. There is a lot more happening 
here, a lot more business being done. 

Of course that's good for the writer. 
Jennings: It’s got to be. Years ago 

Acuff-Rose used to mail lead sheets of 
its songs to artists and producers. Now, 
since we have our own studios, we bring 
the writers in, do demo sessions, and go 
see the artists and producers in person. 
We do a little arrangement on the 
songs, dress them up a little bit, and 
make them more presentable. Frequent¬ 
ly our demos will give the producers 
ideas. 
Gant: With writers like Whitey Sha¬ 

fer, we’ll do voices and have up to 10 
people. On most all of them we’ll have 
six pieces. 

That can get expensive. 
Jennings: It didn’t used to be that 

way. You could show your songs with 
just voice and guitar or piano. But when 
you go in to see a producer and the per¬ 
son that was just there from some other 
company had a band and voices and you 
come in with just a voice and guitar, it’s 

a noticeable difference. So we think it 
pays off. Besides, the writers love to cut 
demos! 

You now have over 50 writers on your staff. 
How many writers can a publishing com¬ 
pany actively work with? 

Gant: I don’t think there is a limit. It 
really gets to be a contest between the 
writers. If you’re looking for material 
for a given artist, you’ve got to look 
through everyone’s songs. The best song 
is what you’re going to pick, so it would 

“The publishing business has 
gotten much more competitive. 
There's a lot more happening 
here.” 

be hard to set a limit on how many is 
too many. As long as they’re good writ¬ 
ers, I don’t think you can have too 
many. 

Do you think there is more opportunity for 
writers today in Nashville than there was 
years ago? 
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Jennings: Definitely. When this com¬ 
pany was founded it was the only place 
in Nashville where you could take a 
song and get it heard. There was only 
one person who listened in those days, 
now we have seven people in this com¬ 
pany alone who listen. Instead of only 
one company in Nashville, there must 
be 400 publishers in town now. 

Final question: What are you going to do 
when you get a stack of tapes in the mail as 
a result of this article? 

Gant: We’re going to listen to them. 
It’s not hard to do if you keep up with it 
daily, with the number of people we 
have here listening to material. We’ll 
listen because you never know where 
the next hit song is going to come from. 

Songwriters Isongpluggers, mail you tapes 
(accompanied by lyric sheets) to Professional 
Services Department, Acuff-Rose Publica¬ 
tions, Inc., 2510 Franklin Rd., Nashville, TN 
37204. There is a three-song maximum, and 
only country and pop songs will be considered 
(no gospel). Enclose a stamped, self-ad-
dressed envelope if you want your tape re¬ 
turned. 
Kelly Delaney is a songwriter freelance 

writer who helps cover Music Row for 
Songwriter. 

Bob Dylan supports 
AGAC 

American Guild of Authors & Composers 
40 West 57th St.. N YC. 10019 

6430 Sunset Blvd.. Hollywood, Cal. 90028 

Please send Name ' 

information_ 
about AGAC. Aad,ess

City State Zip 
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Self-Promotion 
How Hype Can 
Make You ‘Happen’ 

Publicist Jan Brown and April /Blackwood’s Irwin Mazur 

SRS’ Lois Arkin, Billboard’s Jean 
Williams and Motown s Denny Davis 

by Kathy Gronau 
"Talent is not enough. If you feel the 

world is going to discover you, your 
chances are slim. You have to go out and 
sell yourself, tell someone why they 
should pay attention to you instead of 28 
other people,” declared publicist Jan 
Brown at a recent Songwriters Re¬ 
sources and Services Forum on "The Art 
of Promoting Yourself.” 
Promotion is a mystery to many 

people, but it is a job like any other with 
rules, routines and a hierarchy. Nowa¬ 
days, it is difficult to succeed without it. 
Singers or songwriters have to project an 
image to sell themselves to a publisher, a 
manager and the public. The publisher 
sells a look, an attitude in a song to a 
record company. The record company 
has to keep up an image to promote the 
records to the radio stations and the rec¬ 
ord stores. The trades inform people of 
all these projections, and that’s what 
sells records - and keeps people in their 
jobs. 

Lois Arkin of SRS moderated the 
four-person panel; she began by asking 
each to introduce himself/herself Their 
responses: 

Danny Davis: I am vice president and 
assistant to the president at Motown 

Records. I oversee the daily activities of 
19 field people and 10 independent peo¬ 
ple. My main effort is in making Mo¬ 
town visible at the radio level. Motown 
is endeavoring to get its piece of the pop 
music pie and to make a more indelible 
mark in the R&B field. 
Jean Williams: I am talent editor at 

Billboard and am responsible for any¬ 
one remotely related to live talent: the 
promoter, the artist, the artist’s man¬ 
ager, the publicity department at the 
record company. 
In our "Talent in Action” section, acts 

are reviewed. If you’re appearing at a 
nightclub, you call our department and 
we’ll get a reporter there if we feel the 
act warrants it. There is a segment 
called "Signings” which lists any act 
that’s signed to a record company, a 
manager, etc. 

Irwin Mazur: As director of West 
Coast operations for April/Blackwood 
Music, I coordinate our professional 
managers — the people who take the 
songs we represent and get other artists 
to record those songs. 

I also work creatively with songwrit¬ 
ers who are signed to our company. I co¬ 

ordinate our artist/writers; sometimes 
they have songs stashed away in their 
drawers they didn’t bother to take out 
because they didn’t use them on their 
album. I’m involved in promoting songs 
we have out on the marketplace. 

Occasionally, April/Blackwood has a 
songwriter who might be developed as 
an artist; we’ll spend a little extra time 
in the studio on his/her demos. 

Jan Brown: I am a publicist; I try to 
avoid the word "hype,” although I 
create the hype that Jean Williams and 
others get. I function as a communica¬ 
tion pipeline between the team and the 
media which gets the word to the con¬ 
sumers. The team might be composed of 
an artist, agent, manager — all putting 
together a concept which they want the 
consumer to find out about. 

Most press people and promoters like 
to be approached with something in 
writing. Especially if they don’t know 
who you are; it gives them some idea of 
where the conversation is going to lead. 

If I am working with an artist who al¬ 
ready has a record deal, I augment what 
a label’s publicity department will do. I 
pick up the pieces they don’t have time 
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for — for example, servicing live dates 
on the road and building a press pack of 
reviews that can be crucial in building 
an artist’s career. 

If I’m working with someone who 
doesn’t have a deal, I try to create an 
image for that person that conveys: 
"Yes, I do have my act together, I do 
have an idea of what I want to say 
about myself,” and not: "Gee, I don’t 
know how I would describe myself.” I 
work with them putting together 
graphics, flyers, showcases, that sort of 
thing. 

Can you give an example of an artist whose 
career was built by your team? 
Danny: Rick James. When his album 

was first released, it was given a very 
minor chance for success. But there was 
some spark at the distributors and some 
talk in the street when we previewed 
the album. It got the team motivated. 
Just because a product comes out on a 

label, that doesn’t ensure it will be 
promoted. Many things that come out 
are thrown against the wall; success can 
only be hoped for. But if we see a spark, 
we put the team into action. 
At labels, records are given priorities 

for different reasons. It may be political 
— someone’s brother may be involved in 
the group. Maybe it will aid the bottom 
line in building dollars. Maybe it’s be¬ 
cause the label believes in someone. 

How do songwriteriartists promote them¬ 
selves to managers, publishers, etc.? 
Jan: When it is just you, the artist, 

trying to sell yourself, it is uncomfort¬ 
able to say, "I am the most incredible 
thing . . It is easier to put yourself in 
the third person and say, "You’ve got to 
see this person . . If you can get into 
that role and are a natural actor, you 
can get some interesting feedback that 
you otherwise wouldn’t hear from some¬ 
one who thinks they’re dealing with the 
artist. You start hearing: "Oh, another 
one of those acts; I’ve seen 85 of those.” 

I believe in the power of the press; in 
this case, in the power of Postal Instant 
Press. Learn about transfer type, where 
your local instant printer is, get fa¬ 
miliar with what he can do for you. 

If you’re working the club circuit, 
start your own file, your own press list. 
Assemble that list. Cut out all of those 
calendar-type newspaper listings and 
paste them on file cards. When you do a 
listing, type it out in the newspaper 
wants. Get familiar with deadlines. 
Jean: In terms of press releases, we 

are racing on deadlines. We don’t have 
time to read four pages on any artist. If 
it’s an unknown, I’ve got to know in the 
first three paragraphs who that artist 
continued on next page 

The Thompson Vocal Eliminator can actually remove most or virtually all 
of a solo vocalist from a standard stereo record and yet leave the back¬ 
ground music virtually untouched! Not an equalizer! We can prove it 
works over the phone. Add a new vocal or study the arrangement with 
greater detail. Write for a brochure and demo record. COST: $195.00 

LmVm*1 IVX We do it BETTER for LESS 

One of the most basic ingredients to quality recording is high quality 
ambience system. We manufacture the best system for under $1,500.00 and 
it sells for only $550.00! It is called the TAD-4 and it provides two chan¬ 
nels of ECHO and REVERBERATION with more bandwidth to delay ratio 
than any single channel electronic delay selling for under $1,000. Studio 
quality throughout, this unit has continuously variable controls for delay 
time (20-240 milliseconds), echo repeat, echo eq, reverb eq, and level controls. 
Capabilities include doubling, slap echo, echo, and reverberation. 

This is just a partial brief, but if our specifications and price don't sell 
you, our demonstration record will! 
Send $1 to cover the cost of a 20 page brochure and two sided 20 minute 

demonstration record on the above items and our full product line which 
includes: NOISE REDUCTION UNITS, PARAMETRIC EQUALIZERS, MIXERS, 
COMPRESSOR /LIMITER /NOISE CATE, REVERB UNITS, and PATCH BAYS. 

Write to: LT Sound, Dept D P.O. Box 1061, 
_ Decatur, GA 30031, Phone: (404) 284-5155 . 

Now...Direct from the manufacturer... 
THE .skottitffx. DIGITAL TONER 

is available at new low price. 
Never before has the Acoustyx’“ Tuner been available at such an affordable 
price.. .and so many reasons why you should buy. 

• Instant readout at accuracy exceeding + 
.3Hz. 
• No dials or switches; 
tuner is activated simply 
by inserting jack. 
• Tunes anything within 
frequency range of 35Hzto 
700 Hz — including guitar, 
bass, banjo, keyboards, 
synthesizers. 
• Has quick reference full 
range musical note 
frequency chart; numbers for 
guitar and bass are printed right on 
tuner. 
• Operates on 6 “C” cell batteries; 
AC adaptor is optional. 
Tune in on the numbers. Order 
your Acoustyx'“ Digital Tuner from 
Highland today. 

- xlcoubtyx-
HIGHLAND CORPORATION 
Box 245. North Springfield. VT 05 1 50 
(802) 886 2892 

Here’s why: 

This fast, accurate tuner 
gives instant, 
perfect pitch. 

• Now only 

$144.00 ppd. 
AC Adaptor 

$6.00 ppd. 

(Offer good only in (ISA.) 

10 day money back guarantee 

Please send Bank Check, 
Money Order, VISA or Mastercharge No. 

Highland Corp., 
Box 245. North Springfield. VT 05150 

□ DIGITAL TGNER $ 144.00 ppd. 
□ AC ADAPTOR $ 6.00 ppd. 

Ship to_ Date_ 

Street _ 

City or Town _ 

State _ 
Be sure to put street address for United Parcel 
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BLANK 
CASSETTES 
AND 8 TRACKS 

Direct from Manufacturer 

Below Wholesale Prices!! 

• CHROMIUM • 
GAMMA FERRIC OXIDE 

• HIGH OUTPUT • 
• LOW NOISE • 

• VOICE APPLICATION • 

Time Length Customized 

Lifetime Guarantee 

ANDOL AUDIO PRODUCTS, INC. 
4212 14th Avenue 
Brooklyn, NY 11219 

Call us at (212) 435-7322 

ATTENTION 
SONGWRITERS & PUBLISHERS! 

Our top professional singers, musi¬ 
cians and arrangers will get your HIT 
across with EXPRESSION. 

Contemp . . . Gospel . . . Pop 
Country . . . Disco . . . Funk 

• Top 10 arrangement (guitar, bass, 
piano, drums, strings; male or fe¬ 
male vocal) . . . $50 per song; 2 
songs: $90 

• Guitar & Piano arrangement with 
vocal... $35 per song; 2 songs: $60 

• Singers! Instrumental track avail¬ 
able without vocalist (specify key) 

• Lead Sheets: $18 

• Xtra Copies: $3.50 

• Sample Tape (specify style): $3.50 

Free appraisal — Prompt service 
Co-writing available 

Send song, details, check 
or money order to: 

EXPRESSION MUSIC COMPANY 
13930 Northwest Passage #303 

Marina Del Rey, CA 90291 
(213) 822-8616 

OKO from page 39 

is, what that artist does, or I’m not 
going to know. I file it in the waste¬ 
basket. If it’s not something that grabs, 
where are you going to file it? 

If it’s a bio, make sure that it’s no 
more than one page. I don’t read bios for 
my own pleasure — I pick up books. 
When I read something for my job, it 
had better be short. 

Billboard reviews only acts that are signed, 
is that true? 
Jean: That’s the rule, but there are 

occasional exceptions. For example, Al 
Jarreau. My managing editor was eat¬ 
ing dinner in the Valley; he was there 
to review another act which Al was 
opening for. But he was so impressed 
with this unknown opening artist, he 
said: "What’s your name, I’m going to 
do a review on you.” 

You said when a songwriter comes to you, 
you don't want him or her to say: “There 
should be horns here." For songwriters, it's 
very difficult because we're not producers. 

Irwin: Don’t cop out. If the music on 
the tape doesn’t sell itself . . . Dan can 

Tina Marie, who we’re promoting 
now, is a white artist. I don’t want the 
R&B community to think we duped 
them. It says a lot for the R&B com¬ 
munity, that they were the first to re¬ 
spond to her. 
How does someone who just writes songs 
promote him or herself? 

Irwin: Get someone who has political 
pull excited about you. Most deals at 
record companies are made by attorneys 

"Just because a product comes 
out on a label, that doesn't 
ensure it will be promoted." 

"I try to create an image that 
conveys ... 'Yes, I do have my 

act together .. " 

hear a piano vocal and be knocked out 
by it. Don’t make excuses for it. 

In regard to promoting yourself, the 
flair with which you do it is important. 
Jan: A group pursuing management 

was working out of someone’s garage. 
They hand-delivered oil cans and an in¬ 
vitation to come to their garage to see 
them. Out of the five managers the 
group was after, four of them got down 
to the garage. 
Jean: Motown has a new LP called 

"Dr. Strut.” Today, Lee Young, an exec¬ 
utive, came into my office to hand de¬ 
liver the record to me, with Bonnie, the 
promotion woman. He was in a doctor’s 
uniform and she was in a nurse’s. 1 was 
hysterical. Naturally they had their 
photographer there. I’m going to listen 
to that record. 

What about a white writer who wants to go 
to Motown? Motown is viewed by most 
people as one dimensional. 
Danny: We’re dedicated to changing 

our image. My own entrance into 
Motown was viewed as an imagg 
change. I don’t have R&B promotion 
people and pop promotion people — I 
have a promotion team and they all run 
the same direction. 

who somehow represent someone on the 
label who is making money for that 
company. The record company will do 
that attorney or manager a favor and 
sign that baby act. 
When you walk into the room, you’ve 

got to look like a star. There’s got to be 
something special about you, a belief in 
yourself — not arrogance. The meek 
don’t make it. 
Jan: If you don’t convincingly believe 

in yourself, why should anyone else put 
money on you? Putting money on 
human beings is the worst risk — hu¬ 
mans get cocky, can trip out on drugs, 
get hit by trucks. You’ve got to create 
the impression that the money’s safe 
riding on you. 

Getting a manager seems to be a Catch 22 
situation. If you want to get signed, you 
have to have a manager, and it's hard to get 
a manager when you're not signed. 
Irwin: Rickie Lee Jones did a hoot 

night at the Troubadour. She was un¬ 
known. I was auditioning bands at a 
nightclub when Billy Joel walked in; he 
was 16. It’s like Las Vegas. If you have 
the talent, you gotta keep on throwing 
the dice. 
A word of advice: be honest with your¬ 

self. I’ve seen people ruin their whole 
lives in the sad state of nonsuccess. Are 
you talented enough and do you have a 
conviction to stick with it? If you get 
depressed and bummed out, maybe the 
best thing is to get out. It’s not an easy 
game. Today it’s more difficult than 
ever, but the payoff is better. 

There are alternatives. There is such a thing 
as developing a small cult following in a re¬ 
gional area. If you're destined to hit bigger, 
you will. Learn about the small independent 
labels, know how to produce your own rec¬ 
ord and promote it on a local basis. It may 
be enough for you to do what you love do¬ 
ing-
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The L.A. Melee 

Edward DeJoy is RCA Records’ new West Coast division 
vice president of pop artists and repertoire. Before joining 
RCA, Edward served as West Coast office manager, as vice 
president, and then as president of Janus Records . . . Poly¬ 
dor Records pegs Steve Duboff director of West Coast A&R. 
He was A&R director at ABC Records . . . Geri Duryea 
(Who’s Who, July 1978) is promoted from her position as 
professional manager to West Coast general professional 
manager for Screen Gems/Colgems/EMI Music . . . Inter¬ 
world Music Group names Si Mael vice president and gen¬ 
eral manager. Si had been vice president of ABC Records 
operations .. . Morgan Cavett is drafted by Anthony Har¬ 
ris Music to be music producer. Morgan comes from working 
with the Captain and Tennille . . . Helmut Fest is new cor¬ 
porate international vice president for Capitol /EMI Amer¬ 
ica /United Artists Record Group. Helmut hails from Co¬ 
logne, Germany, where he was director of international 
A&R at EMI Electrola . . . Frank Rand changes coastlines. 
He moves from vice president A&R East Coast to vice presi¬ 
dent A&R west coast at Epic Records . . . Dale Kawashima 
decides working at the L.A. Times isn’t for him and lands 
the job of professional manager at Jobete Music . . . Paula 
Jeffries makes A&R manager at 20th Century Fox Rec¬ 
ords. She moves from her position as executive assistant to 
the vice president of West Coast A&R . .. Cream Records, 
Inc. tags Phil Skaff executive vice president. Phil recently 
left United Artists Records, where he was vice president of 
operations . . . Bobby Colomby vacates his vice presidency 
of Epic Records West Coast A&R but remains with CBS 
Records as an independent producer . . . Rick Shoemaker 
takes the newly created post of national director of music 
publishing for the Infinity Music Group division of Infinity 
Records. Rick joins Infinity after three years as vice presi¬ 
dent of ABC Music . . . Paramount Pictures names Hunter 
Murtaugh vice president of music. Hunter has been a 
music director and producer for many years . . . Theresa 
Powers is the new general manager of Munchkin Music, 
Frank Zappa Music, Open End Music, New Times Music 
and Oysters Music. Presently, she’s coordinating the prep¬ 
arations for Zappa’s next album release. Theresa was pre¬ 
viously with Segel and Goldman, businessmanagers, and 
with BMI in Nashville for two-and-a-half years. 

Bites from the Big Apple 

Two new people at ASCAP: Karen Sherry becomes direc¬ 
tor of public relations and Merry Aronson made public 
relations coordinator. Karen was director of publicity at 
Morton Wax and Merry was an independent promoter for 
several pop and jazz composers . . . Peter Hay joins the staff 
of CAM-America’s A&R department. Peter was an assistant 
A&R director with London Records . 

Placing your 
songs is a tough 

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

writer must overcome if he is to become successful. 
Tunesmith helps you solve these problems. Tunesmith 
is a monthly newsletter that brings you honest, 
accurate, up-to-date leads of legitimate producers, 
artists, and publishers needing good songs. Besides 
giving you important contacts and their harato find ad¬ 
dresses, we also give you background information on 
the person, the kind of songs tney need, tips on sub¬ 
mitting your songs, and a monthly analysis of the trends 
and styles being set on the nation's top charts. 
Tunesmith is the result of many hours interviewing, 

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

do not feel Tunesmith will help your songwriting 
career, notify us promptly and we'll refund your money 
in full! 

Let Tunesmith help you ... Subscribe today! 

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

Flash from Nashville 

Producer Brent Maher has formed a copublishing asso¬ 
ciation with vice president Steve Love of ATV Music Group 
in L.A. Brent will seek out songwriters with available pub¬ 
lishing and also will produce nonexclusively for ATV Music 
Productions to develop recording artists for label committ¬ 
ments . . . SESAC tags David DeBolt public relations coor¬ 
dinator for their Nashville division. David was head of pro¬ 
motion projects for the Country Music Association ... At 
Famous Music: Bill Ficks (Who’s Who, February 1978) is 
promoted to creative director of the Famous Nashville office. 
He had been director of operations in Nashville before mov¬ 
ing to their L.A. office as creative director. 

— Pat & Pete Luboff 

my su ion tor 2 years is 
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SECRET OF 
PLAYING BY EAR 

(The original book, profusely illustrated, 
coinciding with her famous audio/visual 
course at Arizona colleges) 
It’s for beginners and advanced ... for all 
ages ... for all who want to play by ear, 
transposing and improvising any type of 
music. 
"This book is the missing link to music!" 
one student so aptly describes it. 

SONGWRITERS - This book is a must 
for you! It’s Invaluable! 

Satisfaction guaranteed! Or full refund in 
30 days. Visa/MC welcome. 

JOYCE E. NICHOLS 
7625 E. Camelback Rd., No. 217B-SW8 
Scottsdale, Arizona 85251 
□ Enclosed is a check or money order in 
the amount of $12.00 for your 
SECRET OF PLAYING BY EAR book 

□ Visa □ Master Charge 
No_ 
Name_ 
Address _ 

How to ‘Bridge’ the Gaps 
in Your Songs 

TROUBLE READING MUSIC? 
THE FOUNDATION FOR THE SINGING VOICE, 

INC. TAKES GREAT PRIDE IN INTRODUCING 

a NEW PRODUCT which will greatly im¬ 

prove YOUR SIGHTREADING SKILLS. THE 
EAR TRAIN - Musical Interval Training 
Tape CAN BE USED ANYWHERE YOU CAN 

PLAY A CASSETTE. PRACTICE IN YOUR CAR 

ON THE WAY TO WORK! A FEW WEEKS OF 

LEISURELY PRACTICE AT YOUR OWN PACE. 

AND YOU'LL BE ABLE TO READ INTERVALS 

LIKE A PRO. SIGHTREADING BECOMES A 

PLEASURE AND CAN LEAD TO INCREASED 

EMPLOYMENT OPPORTUNITIES! 

KEEP YOUR VOICE HEALTHY! 
EXERCISE PLAYS AN IMPORTANT ROLE 

IN GOOD HEALTH 

VOCAL-EASE 

The Exercise Tape for the Voice 
WILL ALLOW YOU THE FREEDOM TO EXER¬ 

CISE OR WARM UP YOUR VOICE ANYWHERE 

A CASSETTE CAN BE PLAYED. OUR TAPES 

ARE BEING USED ALLOVER THE WORLD BY 

MANY FAMOUS ARTISTS IN BOTH CLASSICAL 

42 AND POP MUSIC. 

use VOCAL-EASE to WARM UP ON THE 
WAY TO AUDITIONS OR JOBSI 

Remember, you have only one voice: 
VOCAL-E ASE will help you keep it healthy! 

SEND CHECK OR MONEY ORDER TO: 
The Foundation for the Singing Voice, Inc. 

11135 Sarah Street 
North Hollywood, CA 91602 

(Prices include cassette and instructions) 

VOCAL- EASE - Î 19.95 □ 
EAR-TRAIN - $14.95 □ 

SPECIAL OFFER 

BOTH VOCAL-EASE & EAR-TRAIN : 
$29.95 □ 

by Doug Thiele 
No one lyrical subject strikes more 

fear in the hearts of songwriters than 
the lyrical bridge. Many lyricists are 
afraid to use it because they think it may 
be inappropriate to the structure of 
their lyric; others are content to call a 
bridge any stanza which doesn’t seem to 
fit any other definition in their struc¬ 
ture. Even writers who understand 
what a bridge is supposed to do often 
add a bridge as an afterthought. It’s a 
shame because a good bridge can bring 
an otherwise monotonous lyric to life. 
There was a day, of course, when 

writers didn’t even worry about a 
chorus, let alone a bridge. They simply 
added as many stanzas as needed to tell 
the story; nothing was repeated except 
the music. The current popularity of the 
repeating chorus is due not only to the 
writer’s effort to sum up the lyrical 
idea, but to remind the listener what to 
ask for in the record store. The concept 
of a bridge seems to have grown out of 
the need to make a more indepth state¬ 
ment in a song. 
A few decades ago, many songs sim¬ 

ply had two sections. The "A” section 
presented the basic information, and 
often included the hook, which was very 
carefully placed, since it usually didn’t 
come around too often. The "B” section 
added more information to what came 
before it. It embellished and enhanced 
the storyline. And then many writers 
began repeating the "A” section in one 
form or another, so that the "B” section 
became the "bridge” between familiar 
lyrics. 
The Lennon-McCartney masterpiece, 

Yesterday, fits these classic lines. In 
that song, the "A” section uses the title 
as the first and last word of the section, 
then proceeds to the "B” section: 
Why she had to go I don't know, 
She wouldn't say 
I said something wrong 
Now I long for yesterday. 

These lines bridge the gap musically 
and lyrically in the song, and lead back 
to the "A” section. The chorus as we 
know it grew, in part, out of a bridge 
section which repeats, but it was a good 
idea to break up the sameness of the 
lyric with a new section of music and 
lyric, so the bridge stayed alive. 
So the modern bridge is a stanza of 

lyric in the body of a song which gives 
the listener new information accom¬ 
panied by new music. The bridge rarely 
repeats. Think of the bridge of your 
lyric as the opportunity to turn the idea 
of the rest of the lyric slightly, as if you 
were looking at a statue from a differ¬ 
ent vantage point or in a different light. 
A good bridge adds dimension to your 
lyric and substance to your theme. 
A classic bridge is contained in the 

Parker McGee tune I’d Really Love To 
See You Tonight. While the rest of the 
lyric is an upfront invitation to get to¬ 
gether, the bridge section really gets 
into the relationship: 

I won't ask for promises, so you won't have to 
lie 

We've both played that game before . .. 
Say "I love you" and say "goodbye" 

This bridge adds depth to the relation¬ 
ship, and it alleviates the boredom of 
verses leading into choruses leading 
into verses, creating a musical and lyri¬ 
cal foil. 

Sometimes, the bridge can be a reflec¬ 
tion; a place where the storyline gives 
the listener some revealing information 
which happened in the past. Tim 
Moore’s Second Avenue is about lovers 
parted and the current situation of the 
man in his new house. The bridge re¬ 
flects on her earlier first visit to that 
place: 

/ can still see you standing 
There on the third floor landing 
The day you visited, you hardly said a word. 



Outside it was raining . . . 
You said you couldn't be staying 
You went home to your flowers and your birds. 

Stephen Sondheim used a bridge in 
Send In The Clowns to give us a differ¬ 
ent perspective on the singer’s attitude. 
The bulk of the lyric is an attitude 
copped by the singer ("Isn’t it rich . . 
etc.), a somewhat public posture. The 
more intimate posture is found in the 
bridge: 

Just when I stopped opening doors 
Finally knowing the one that I wanted was 

yours 
Making my entrance again with my usual flair 
Sure of my lines . .. 
No one is there. 

This bridge section gives us insight into 
the real feelings of the singer, and 
thereby adds depth and dimension to 
the lyric. 
From a musical standpoint, in all 

these cases, there’s an atmosphere of 
tension set up by the bridge. Psycho¬ 
logically, the listener is introduced to 
unfamiliar music in the bridge section, 
so when the familiar music returns, the 
tension is resolved. 
The bridge almost always appears 

well into the song, since one of its major 
functions is to break the monotony. But 
there’s another reason why the bridge 
almost never follows the first verse 
chorus: Familiarity is an important 
concept psychologically for listeners. 
That’s why, when the chorus repeats, 
the listener feels comfortable ... at 
home. You’ve just gotten the listener 
introduced to the first verse and chorus 
of your song, and that’s the wrong point 
to introduce another unfamiliar stanza 
of lyric and music. 

Bridges have been added to help time 
problems. Some writers feel that their 
song is too short, and often add a bridge 
instead of a whole other verse. And 
since a bridge can be any number of 
lines, time problems can be helped. On 
occasion, the opposite happens. There 
are cases where the bridge is really an 
important section, but, since the entire 
song is too long for commercial airplay, 
it is left out. This is what happened to 
the Bee Gees tune (by the brothers 
Gibb), Nights On Broadway. Unless 
they heard the album version, listeners 
never heard the lines, "I will wait .. . 
even if it takes forever/I will wait even 
if it takes a lifetime,” etc. 
Dan Hill had a length problem with 

his hit, Sometimes When We Touch. In 
that case, however, it was felt that the 
song would have been damaged if the 
bridge were left out. (The bridge began, 
"At times I’d like to break you and drive 
you to your knees .. .”). So the third 

verse was lopped off instead. 
There are dangers in using a bridge. 

The major problem arises when the 
lyric doesn’t really need one; in that 
case a bridge will clutter matters. Also, 
if your bridge lyrical or musical idea is 
too like the verse or chorus idea, you’ll 
defeat one of the bridge’s inherent pur¬ 
poses: to provide a change of pace. 
On the other hand, if the bridge 

music or lyric seems totally unrelated to 
the rest of the song, your tune will not 

flow. There are many songs with 
bridges which appear to be two songs 
badly married. Many writers try hard to 
keep a musical riff which happened ear¬ 
lier in the song in the bridge section to 
add continuity. 
So add the bridge to your list of at¬ 

tractive extras which might enhance 
your writing. A good bridge can help a 
song feel better, and can help the cre¬ 
ative songwriter draw a more complete 
picture. It’s a tool of the trade. 

your creativity. 

You showed us how creative you 
could be with the 6201 B and 8201 B 

Stereo Mixers. But, you asked for more: 
more channels . . . reverb with custom sound. 

Meet the 8201 B Expander. The 8201 REB has all the great features 
of the 6201 B and 8201 B: ■ + 48V Phantom Power BChannel Patching/ 
Direct Outputs BTransformer Balanced Inputs and more! BThe8201REB 
allows master output function control by a 6201 B or 8201 B, while the 
REB takes command of the Effects system of both: reverb for any or 
a// 14, 16 or more channels! BTAPCO added control over the reverb 
(based on a new 3-spring tank) with Bass and Treble EQ for the finest 
reverb sound around BThe REB, like the 6201 Band 8201 B, fits a standard 
EIA 19" rack or road/flight case available from your TAPCO dealer, 
specifically made for TAPCO products. 

So check it out and expand your creativity with a great new expander 
from TAPCO: the 82Q1REB 

a guitón company 

3810-148th Ave. N.E., Redmond, WA 98052 
206/883-3510 
In Canada: 
Guitón Industries Ltd. 
P.O. Box 520 345 Herbert Street 
Gananogue. Ontario, Canada K7G 2V1 

AVAILABLE TODAY . See your local TAPCO Dealer 
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The Sounds of Cycles 
Linear Cyclic 

Progressions on the 
5th String 

by Rob Stanford 
I hope you enjoyed Jimmy Wyble's accom¬ 

paniment article as well as the entire special 
guitar issue last month. This month we will 
finish our discussion of linear chord inversions 
whose bass notes occur on string 5 by looking 
at cyclic chord progressions for this 5th string 
focus. And since we have been emphasizing 

the soprano note as the most audibly apparent 
voice in our chords, our focus is also on the 
2nd string where the top or lead voice appears. 
Likewise, we must not forget the inner voices 
on strings 3 and 4. All together, then, we are 
using the inside 4 strings to form chords this 
month. 

Mental Recording and Photography 
Before you dig into this month's offering, I 

suggest you review the entire series of linear 
chord inversion articles (March-June, 1979). 
Review is important for two reasons: 1) to help 
solidify your understanding of the subject and 
2) to allow you to differentiate between the es¬ 
sential and the nonessential information. Here 
is a review shortcut for quickly working through 
past articles you have already read: Without 
your guitar in hand, mentally review each dia¬ 
gram and written musical example that accom¬ 
panies each article and test your understand¬ 
ing. 

Here's how: While looking at one small bit of 
information (such as one music diagram) at a 
time, make a mental recording of its sound and 
take a mental snapshot of its content. Then, 
without looking at the music diagram, auralize 
the sound over the speakers of your inner ear 
and visualize the picture developing in the 
darkroom of your mind. Next, review the exam¬ 
ple to verify that your mental recording/photo-
graph is correct. If not, start completely over 
and take a smaller bit of information, such as 
only 1 or 2 voices of the chord instead of all 4. 
If your recording/photograph is correct, then 
reauralize/visualize the sound picture again 
without looking at the diagram in order to reim¬ 
print the correct information on the imaginary 
speakers and guitar in your mind's ear and 
eye. To reinforce this image, it is helpful to form 
the chord "in the air” with your left hand and 
pick or finger the chord “in the air” with your 
continued on page 46 
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Workshop from page 45 
Cmaj7 Fmaj7 D7 G7 C 

Cmaj7 Am7 D7 G7 Cmaj7 

Cmaj7 A 7 07 G7 Cmaj7 

right hand (vice versa for lefties) as you "hear” 
the sound in your inner ear and "see" the fin-
gerboard before your closed eyes. 
The next step is to actually play on the guitar 
— completely from memory — what you have 
already learned or reviewed without allowing 
yourself to even peek at the music diagram. 
After physically playing the music on the guitar, 
you will immediately know whether or not you 
auralized correctly. Again review the music 
diagram to reconfirm correct visualization. 

If you actually played something other than 
what was in the music diagram, then repeat the 
process from the beginning. You may have to 
reduce the original amount of information to in¬ 
sure success at the performance level. If what 
you did play on guitar checks out with the 
music diagram, then go on to the next example 
and repeat the whole process. If there is some-
thing/anything in or about any of the music dia¬ 
grams that you do not understand or if you 
have some question, then go to the text itself 
for an explanation. 

This technique of accelerating review, by the 
way, is the exact same process you should use 
to learn new material. The technique will help 
you to integrate sounds with fretboard shapes 
so that you can become better able to play on 
guitar what you hear in your head — a song, 
for instance. Also, the technique saves you 
from having to reread the entire text of a past 
article since you refer only to that section of the 
text which explains an example that you may 
not understand from the diagram alone. The 
articles have been designed with this method 
of review in mind. 

the fingerboard one left-hand finger after an¬ 
other to form a chord. 
As an ideal of left-hand chordal technique, it 

is considered best to form the chord in the left 
hand fingers before you play it and then for all 
the fingers to meet the fretboard simul¬ 
taneously. The guide finger simply helps you to 
track the movement of the chords on the fret¬ 
board. In some cases the guide finger will not 
leave the fretboard at all, but rather slide to the 
next chordal tone or remain common, as we 
shall soon see. However, even in these cases, 
the remaining fingers should attack in unison. 

Moving through Cyclic Progressions 
As detailed and diagrammed in the May 

“Workshop” article, the cycle of 4ths is: C-
F-Bb-Eb-Ab-Db-Gb (F #)-B(Cb)-E-A-D-G-C-etc. 
Reading this series backwards yields the cycle 
of 5ths. Figs. 1-4 illustrate the move from a 
Minor 7th chord to a Dominant 7th chord 
through a cycle of 4ths. Fig. 1 shows the cycle 
beginning on F#m7 through five moves and 
ending on G7. However, you should take the 
shape of the first F#m7 chord pictured in Fig. 1 
and play that same shape at the highest pos¬ 
sible position (fret) on your guitar: You will 
begin your cycle at this highest point. 

Let's suppose you can reach this F#m7 with 
the bass note F# on the 5th string-9th fret as 
seen in Fig. 1. From this F#m7 chord you will 
move to the Dominant chord whose root is next 
in the cycle of 4ths which, in this case, is B7, 
the second chord pictured in Fig. 1. 

Next, you will move (using the same shape 
as the F#m7) to the Minor 7th chord whose 
root is next in the cycle of 4ths, namely, Em7. 
Then move to the next Dominant chord in the 
cycle: A7, and then to the next Minor 7th chord 
in the cycle: Dm7, and then to the next Domi¬ 
nant chord in the cycle: G7, etc., etc., until you 
completely run out of fretboard. 

Notice that the chord type has been alternat¬ 
ing between Minor 7th and Dominant 7th and 
that the root movement has been in a cycle of 
4ths: F#-B-E-A-D-G-etc. Also notice that you 
are alternating between just two different 

shapes (one for each chord type) as you move 
down the fretboard through the cycle. 

The Guide Finger in Action 
In Fig. 1, if you finger the Minor 7th chord 

shape: 2-1 -3-1 (from the top note down) with 
the 1st finger acting as a bar, and finger the 
Dominant 7th chord shape: 4-1 -3-2, then finger 
3 can act as your single guide finger from one 
chord to the next. Here’s how: On the F#m7 
the 3rd finger plays the note C# on the 4th 
string-1 1th fret. When you move to the B7, the 
3rd finger remains on the 4th string while slid¬ 
ing down a whole step (2 frets) to the note B at 
the 9th fret in the B7 chord. 

Next, while moving to the Em7, the 3rd finger 
remains stationary on the common tone B. 
Then, while moving to the A7, the 3rd finger 
again remains on the 4th string and slides 
down a whole step to the note A at the 5th fret. 
In a similar way, the 3rd finger repeats this 
alternate motion of descending whole step¬ 
common tone-descending whole step-common 
tone-etc. down the length of the entire 4th 
string. 

Double Guide Fingers 
Play through Figs. 1-12 and apply the guide 

finger technique. Figs. 5-8 illustrate the move 
from a Dominant chord to a Major 7th chord 
type through a cycle of 4ths, while Figs. 9-12 
illustrate the move from a Dominant 7th to 
Dominant 7th chord type through a cycle of 
4ths. 

In some cases you will find double guide 
fingers which, as the name implies, means that 
two fingers will serve as tracking guides. In Fig. 
2, for example, if you finger the Dm7: 4-1 -3-2 
(top down) and the G7: 3-1 -4-2, then fingers 1 
and 2 both can act as your guides. Both fingers 
1 and 2 will move in parallel motion to each 
other and follow the pattern: common tone-de¬ 
scending whole step-common tone-descending 
whole step-etc. 

Another interesting fact you may observe 
about the relative finger motion in Fig. 2 is that 
fingers 3 and 4 exchange strings during alter-

Cmaj7 E7 Am7 D7 Dm7 G7 Cmaj7 
Ex. 4 

Left Hand Guide Finger 
I have deliberately given very few left-hand 

46 fingering recommendations, because fingering 
to a great extent is a personal matter and, of 
course, will vary from player to player. What is 
comfortable for one player becomes awkward 
for another. Always choose a fingering that is 
logical to you and one that allows you to pro¬ 
duce a good sound. If you are producing a truly 
good sound, then your fingering cannot be illog¬ 
ical. However, that “if" is a very big one. 
The use of the left hand guide finger is a 

technique whereby you employ one finger (or 
more) as a focus or guide to help you execute 
a basic move on guitar — such as the move 
from one chord to another. The remaining left 
hand fingers move in relation to the motion of 
the guide finger. However, be careful. Do not 
get into the sloppy habit of plopping down on 



nate chord moves. From Dm7-G7-Cm7-F7-etc. 
finger 3 alternates strings 2-4-2-4-etc. while 
finger 4, in exchange with finger 3, alternates 
strings 4-2-4-2-etc. Examine such relative fin¬ 
ger motion between chord moves in all the 
music diagrams. 

Chromatic Guide Finger 
Looking at Fig. 7, you may observe a 

chromatic use of the guide finger. If (from the 
top down) you finger the C7: 4-1 -3-2 and the 
Fmaj7: 4-2-3-1, you will notice that the 4th fin¬ 
ger serves as a good guide since it descends a 
half-step chromatically (one fret at a time) 
down the length of string 2. Look for the same 
chromatic use of the 4th finger guide in Figs. 3 
and 11. Of course, any finger can possibly 
function as a chromatic guide finger. 
Speaking of looking, you should go through 

these diagrams and play the Observation 
Game (as explained in the June column) by 
seeing how many characteristics, relationships, 
etc. of each new chord move you can notice. 
Some areas to observe are: 1) voicings (see 
the April column, if you are unfamiliar with 
chord voicings); 2) positions of soprano note 
(June); 3) bass notes (May); 4) contrary, paral¬ 
lel, similar, and/or oblique voice movement 
(May); 5) common tones (May); 6) single guide 
fingers; 7) double guide fingers; 8) chromatic 
guide fingers; and 9) most importantly, the 
sound. 

Cycle Progressions 
Exs. 1-5 are typical chord progressions 

which illustrate the harmonic use of the cycle of 
4ths by utilizing the guitar chord shapes given 
in Figs. 1-12. Although each example is written 
in a half-note rhythm' for the sake of clarity, feel 
free to apply your own rhythm strum, fingerpick¬ 
ing pattern, etc. after you learn each progres¬ 
sion. 
Approach the learning of these examples 

using the mental recording/photography and 
Observation Game techniques explained 
above on three levels: 
1) Learn/sing the top or melody line of the 

example alone (you may have to take one 
measure at a time) 

2) Learn/play the melody on guitar from mem¬ 
ory 

3) Learn/play the entire example employing the 
full 4-note chords while emphasizing the 
melody line. 
If you would like to take this concept one 

step further, then take your favorite song mel¬ 
ody and find appropriate chord voicings which 
will allow the melody to be voiced on top. 

Next month we will begin exploring chords 
and inversions on the top four strings alone. 
And after that we will see what happens when 
we begin to use chords and inversions whose 
bass notes occur on strings 6, 5, and 4 in com¬ 
bination. Until then, here’s a real easy teaser 
for you: On a guitar in standard tuning, what is 
the total number of different pitches available 
from the 12th fret and below? Of these total 
number of different pitches how many pitches 
are found in only one string-fret location each? 
That is, all the other pitches can each be 
played at two or more string-fret locations. For 
instance, the 1st string open E can also be 
played at the 2nd string-5th fret and/or at the 
3rd string-9th fret, etc. Name each of the one 
string-fret location pitches and the string-fret 
location of each. Remember problems are sim¬ 
ply solutions in disguise. 
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writing career you’re at . . . amateur 
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to be receiving SONGWRITER every 
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Exploring the art and craft of song¬ 
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... and much, much more! 
You may learn one new approach 
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your whole subscription to SONG¬ 
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ŒDœssûûdæoO Md Is 
Lyricist/Composer 
Partner Wanted 

EXPERIENCED COMPOSER SEEKS serious lyricist. 
Broadway, MOR, C&W, etc. Pref. Chicago-Calumet 
area (219) 931-9722. 

LYRICIST SEEKS COMPOSER. Richard Bassoff, 395 
Piermont Rd., Closter, NJ 07624 (201) 767-0095. 

DEDICATED COUNTRY SONGWRITER seeks collab¬ 
oration partners to pitch songs with me this sum¬ 
mer in Nashville. Stop dreaming — let’s charge! 
Will share expenses. Les Holland, Box 15967, 
Nashville. TN 37215. 

LYRICIST AND COMPOSER WANTED for thelemic 
punk rock material. Satirical and filthy ideas a 
must. Some collaboration with me. Write Chor-
onzon, 3215 Brookdale Ave., Oakland, CA 94602. 

LYRICIST/COMPOSER SEEKS same to share ideas 
and royalties. Michael, LA area (213) 659-6766. 

LYRICIST WANTED — church choir music. Ken 
Cash, 5915 Chestnut Road, Independence, OH 
44131. 

56-YEAR-OLD tyro lyricist seeks “Bob Wills-style” 
composer. Garland F. Clifton, USSAH, Box 488, 
Washington, DC 20317. 

Mail to: 

Our Policy 
Songwriter accepts no ads of¬ 
fering publishing or com¬ 
posing services for a fee. 
Additionally, Songwriter re¬ 
serves the right to request 
product samples and refer¬ 
ences. 
On word counts: Letter or 

number groups (rpm, 6F4, 
etc.) count as one word. 
Names and addresses must be 
included in the word count. 

Classified ads are not com¬ 
missionable. Songwriter is 
not responsible for any ad 
claims. 

P.O. Box 3510, Hollywood, CA 90028 

Ad Copy (Don’t forget to include your name, and address or phone number.) 

Please Print Clearly 

LYRICIST SEEKS COMPOSER easy listening pop, 
MOR. Pitts area preferred. Send samples and 
SASE to Corrine Crivaro, 656 Somerville Dr., 
Pittsburgh, PA 15243. 

EXPERIENCED COMPOSER SEEKS serious lyricist. 
MOR, C&W, etc. Pref. LA area (213) 275-6857. 

LYRICIST/COMPOSER PARTNER WANTED for new 
ideas in MOR, female pref. Phone Ted, (714) 
522-1611, Buena Park, CA. 

LYRICIST SEEKS COMPOSER. Reginald Butler, 
12000 M.L.K. Blvd. #2080, Houston, TX 77048, 
713/738-2182 SASE. 

Lead Sheets 

My ad is to appear under the following heading (check one): 

□ Collaborator Wanted □ Demos/Studios □ For Sale □ Lead Sheets 

LIGHTNING LEAD sheets. Beautiful, accurate, fast, 
inexpensive and fully guaranteed. Free brochure. 
176 E81 #3D, New York City, NY 10028. 

* □ Instructions/Publications □ Miscellaneous 

• Name 

* Address 
• 
• City State Zip Code 
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• 
: X X = $ 
• No. of words Price per word No. of months to run Total 

Instructions/Publications 

ROB SANFORD, Songwriter's Guitar Columnist, is 
now accepting new guitar students in the L A. 
area. All styles. All levels. If you would like to 
accelerate your progress, call 213/244-7608 and 
leave your name and phone number. Rob will re¬ 
turn your call. 

LYRICIST’S BOOK OF POEMS, SONG POEMS and 
lyrics now available at your book store or order R. 
Kalb’s “Grains Of Sand” $4.55 from Carlton Press, 
84 Fifth Ave., New York, NY 10011. 

• Check one: Enter account number here • 

• □ Check or money order enclosed □□□□□□□□□□□□□□□ • 

• 0 Charge my VISA or Mastercharge If Mastercharge indicate 4 numbers above name here | || || || | • 

• Expiration date □□□□ : 

• month year • 

• Signature (must be signed to be valid) Cardholder name (please print) • 

For Sale 

RECORDING STARS ADDRESSES. Huge list. $4.95. 
Pandora Publications, Box 26706M, San Jose, CA 
95159. 

LIST OF MAJOR International record companies 
and music publishers. Send $6 to Tapex, 37-54 
99th St., Corona, NY 11368. 



SONG 
Demos 
BY PROS 

SONGWRITERS & 
PUBLISHERS 

HEAR YOUR WORDS AND 
music comE alive. .. 

C&S MUSIC ANNOUNCES the release of their com¬ 
pletely new and up to date listing of 285 Nashville 
Music Publishers. Send $4.25. C&S Music, Box 
4671, Nashville, TN 37216. 

TWO-POINTED MUSIC WRITING PEN — one writes 
notes, other removes errors instantly. $3.25 (2-
$6). Songwriter Service, 606 Lantana Rd. , Lan¬ 
tana, FL 33462. 

"THE TEN COMMANDMENTS OF A SONGWRITER" 
compiled through interviews with top profes¬ 
sionals. Attractively displayed on 8" x 10" back¬ 
ground. Highly inspirational, suitable for framing. 
$4. Songwriter Services, Box 664, Ontario. CA 
91761. 

OUR music CAPITOL¬ 
BASED PRODUCTIONS 
INCLUDE AmER. SONG 
FESTIVAL WINNERS! 

ANY COfTIBINATION 
OR STYLE¬ 

_ Demos/Studios 

DEMOS: TERRIFIC GIRL SINGER. Organ back¬ 
ground $15 a song. Cassette $2.50 extra. Jupiter 
Records, 2521 No. 10th, Sheboygan, Wl 53081. 

YOUR SONG professionally recorded, Vegas art¬ 
ists. Girl plus three. Cassette or reel. Send lead 
sheet, $30. Vegas Demos, Dept. S Box 1321, Las 
Vegas. NV 89101. 

DEMOS: piano, bass, drums, vocal, $35. Lead 
sheets, $15. L.B.C. Enterprises, 105 Jefferson 
Court, Dover, DE 19901. 

HOLLYWOOD DEMO SERVICE. Professional de¬ 
mos, lead sheets. 50/50 co-writing. Write for free 
information. 2348 Cahuenga Blvd., Hollywood, CA 
90028. (213) 465-5338. 

PROFESSIONAL DEMOS/LEAD SHEETS. Free in¬ 
formation. TDS Productions, Ste 609, 6255 Sun¬ 
set. Hollywood, CA 90028. 

THE DEMO FACTORY builds great demos. Send for 
free info and lead sheet samples. Box CD, Tu-
junga, CA 91042. 

DEMOS! DEMOS! DEMOS! Professionally produced 
on Tascam 8 track custom built studio utilizing dbx 
and professional signal processing. Experienced 
engineer and award winning arranger on hand to 
assure highest quality. Our rates: 3pc demo $30; 
$10 each additional track; lead sheets $10/song. 
For prompt, personal attention to your demo, send 
lyric sheet and rough tape with check or money 
order to: Hark s Place; 7881 Althaus Rd., Cincin¬ 
nati. OH 45247. (513) 941-0987. 

$30 -Pro. Vocal (fílale or Fe¬ 
male) W/Grand Piano or 
Guitar Accompanyment. 

O $45 - Bass and Drums 
(Added to Above) 

$ 15 - Each Addition Choose: 
Any Keyboard (Clav., 

3 Rhodes. Organ, Synth.), 
Guitar. Harmony Voice, 
Strings, Brass. Vibes. 

A $3*° -Sample Tape 
(Specify Reel or Cass.) 

melody Co-Write »Free App.» masters 

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

immEDIATE SERVICE 
BLUEFIELD rtlUSIC-STUDIO fl-P.O.BOX 726 
HOLLYWOOD. CA. 90 028 (213) 463-SONG 

Rates 
Collaborator Wanted 

$.50 per word ($7 minimum) 

All Other Categories 
$1 per word ($14 minimum) 

Miscellaneous 

SERVICES: 1) Arbitration resolves disputes; 2) Gui¬ 
tar instruction-demo $1 .3) Songwriting club needs 
outlet. Grimes, 4200 Tejón, Denver, CO 80211. 

TAPE DUPLICATING from cassette, reel, and disc. 
For information and rates write to Tapex, 37-54 
99th Street, Corona, NY 11368. 

ARCHIE SWINDELL is producing songs for Jody 
Records Inc., all types. Send songs or lead sheet 
to Archie Swindell Prod., P.O. Box 1152, Laurin¬ 
burg, NC 28352. 

SONG EVALUATION $3. Each additional $2 by pro¬ 
fessional recorded by top 6 stars. Why pay more? 
Will collaborate with competent writers. Grey, 606 
E. Lantana Rd., Lantana, FL 33462. 

“STANDARD-OF-THE-TRADE” 

Special Get-Acquainted offer! 
Order as many Reg. 5” empty reels in 
white hinged boxes as you want for 
only 64V each set with this Ad. 
(Reg. 8OV ea) 

Add $2.00 for shipping. 
★ We also carry 8x8 white Envelopes: 
Kraft 6x9 & 9x12 Env. at saving prices 
for songwriters. Ask for free price list. 
Order from: 

SERco 
P.O. Box 552-Mt. Juliet. Tenn. 37122 

THE 
DEMO SHACK 
Clear and Professional 

Demos 
★ $50 Vocal (female or male), guitar, 

piano, bass, drums and string 
synthesizer. 

★ $30 Vocal (female or male), guitar or 
piano, bass and drums. 

★ $15 Each additional track: guitar, 
harmony vocals, synthesizer 
and organ. 

★ $15 Lead sheets accurately tran¬ 
scribed from your rough tape. 

★ $ 5 Extra copies of your demo. 

Teac/Tascam 8- track recording equipment 
with DBX noise reduction used on all 
demos. 
Melody co-writing at no extra charge. 
Visa and Mastercharge accepted. 
In order to assure proper handling of your 
demo, please write for your FREE 
Arrangement Information Sheet before 
submitting your lead sheet or rough tape. 

THE DEMO SHACK, 
P.O. Box 187, 
Mays Landing, N.J. 08330 
(609-625-1188) 



NOW ONE OF HOLLYWOOD’S 
TOP STUDIO DRUMMERS 
CAN PLAY ON YOUR SONG! 
IT’S HERE 
DRUMDROPS 
VOLUME TWO! 
The Ultimate Rhythm Machine 

Only $9.95 
PRODUCED AGAIN AT SOUND CITY 
RECORDING STUDIO IN HOLLYWOOD. 
VOLUME II HAS 10 NEW, EXCITING, 
DIFFERENT STYLES, AND TEMPOS. 

STYLES AND RHYTHMS THAT ARE 
RIDING THE CHARTS RIGHT NOW, 
AND WILL FOR A LONG TIME TO 
COME. LIKE HARD ROCK, REGGAE, 
FUSION JAZZ AND PULSE DISCO. 
ELECTRONIC DRUMS ADD A NEW 
DIMENSION TO THIS ALBUM THAT 
ENHANCE THE FILLS AND PUTS A 
DRIVING PULSE INTO THE REAL 
DRUM TRACKS. 
DRUMDROPS™ IS A TOTALLY UNIQUE NEW CONCEPT 
Because there are no other instruments on the album except 
for appropriate percussion 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. 

DRUMDROPS VOL. TWO SELECTIONS 

VOLUME ONE SELECTIONS 
Side 1 
1. Introduction 
2. Fast Disco 
3. Slow Disco 
4. Jazz 
5. Bluegrass Country 
6. Country Swing 

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

Side One 
1. Introduction 
2. Samba Disco 
3. Pulse Disco 
4. Medium Rock Ballad 
5. Medium Rock Shuffle 
6. Reggae 

Side Two 
1. Jazz Fusion 
2. Hard Rock 
3. Country Rock 
4. Syncopated Funk 
5. Country Rock Ballad 

DRUMDROPS makes practicing sound like a performance 
and a performance more fun than ever. 
DRUMDROPS will upgrade you demos 100% with the drop 
of a needle. 
DRUMDROPS »The only album for songwriting, practicing 
or playing any song on any instrument. 

SPECIAL OFFER: ORDER THE SET 
(VOL. 1 S 2) FOR ONLY $17.95. 
OR SEND 9.95 FOR EITHER VOL. TO BOX 
3000, WOODLAND HILLS, CA 91367 

CALL YOUR MUSIC STORE OR 

MAIL TODAY! 
DrumDrops Vol. 2, Dept.SW8A 

P.O. Box 3000 
Woodland Hills, CA 91365 

□ Yes! Send me_ album(s)_ cassette(s) 
DrumDrops Vol. 2. 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! 

SPECIAL OFFER 
□ Send me_ sets (_ album(s)_ cassette(s) 
any combination of albums or cassettes) at $17.95 for each 2 
volume set plus postage and handling charges. 

NAME _____-

ADDRESS-_ 

CITY_ 

STATE_ ZIP_ 
Make check payable to DrumDrops 



Songwriter Top 40 
Songwriter Title Artist Producer 

2. 

3. 

• Indicates those artists who record 
songs by other writers 

5. 

Soul Top 10 
Songwriter Title 

6. 

D. Summer 
B. Sudano 
J. Esposito 
E. Hokenson 
M. McDonald 
L Abrams 

J. Stewart 

J. Lind 
A. Willis 

G. Rafferty 

Bad Giris 

Minute By 
Minute 

Chuck E's 
In Love 

Gold 

Boogie 
Wonderland 

Days Gone Down 

• Donna 
Summer 

Doobie 
Brothers 

Rickie 
Lee Jones 

John 
Stewart 

Earth. Wind 
& Fire with 
the Emotions 
Gerry 
Rafferty 

Giorgio 
Moroder 

Ted 
Templeman 

Lenny 
Waronker 
Russ 
Tit Ie man 
John 
Stewart 

Publisher. 
Licensee. Label 
Chappell. BMI 
(Casablanca) 

1. K. Gamble 
L Huff 

2. D. Summer 
B. Sudaro 
E. Hokenson 
J. Esposito 

3. K. Gamble 
L Huff 

4. T. Life 
S. Peake 
J. Fitch 

5. R. Kerr 
W. Jennings 

6. M Cooper 
F. Pilate 

7. R. James 

8. M Riperton 
K. St. Lewis 
G. Dozier 
D. Rudolph 

9. P. Adams 
K. Morris 
C. Staton 
W. Garfield 

10. R. Muller 

Turn Off The 
Lights 
Bad Giris 

Artist 

• Teddy 
Pendergrass 

• Donna 
Summer 

You Gonna Make 
Me Love 
Somebody Else 
Music Bo* 

I'll Never Love 
This Way Again 
Chase Me 

I'm A Sucker 
For Your Love 
Memory Lane 

When You Wake 
Up Tommorow 

First Time 
Around 

• The Jones 
Giris 

• Evelyn 
Champagne 
King 

• Dionne 
Warwick 

• Con Funk 
Shun 

• Teena 
Mane 
Minnie 
Riperton 

Candi 
Staton 

Skys 

Publisher. 
Licensee. Label 
Mighty Three. 
BMI (P.I.R.) 
Starr le/Earbore/ 
Sweet Summer 
Night. BMI 
(Casablanca) 
Mighty Three. 
BMI (P.I.R.) 

Mills/ Six 
Continents. 
BMI (RCA) 
Irving. BMI 
(Arista) 
Vai-ie-Joe. 
BMI (Mercury) 
Jo bete 
ASCAP (Gordy) 
Minnie s Bull 
Pen. BMI 
(Capitol) 

Pap/Leeds/ 
Stacey Lynne; 
Stacey. ASCAP 
(Warner Bros.) 
One Too-One 
ASCAP 
(Salsoul) 

F. Knight 

S. Gibb 

J. Lynne 

10. 

12. 

13. 

15. 

16. 

Ring My Bell 

She Believes 
In Me 

Shine A Little 
Love 

B. Anderson 
B. Ulvaeus 

Does Your 
Mother Know 

Easy Listening Top 10 
Songwriter Title Artist 

1. L. Bell Mama Can't Buy Elton 
C. James You Love John 

2. R. Kerr I’ll Never Love • Dionne 
W. Jennings This Way Again Warwick 

3. J. Beaumont Since I Don't OAri 
J. Voyel Have You Garfunkel 
W. Lester 
J. Verschaum 

4. G. Goffin Up On The Roof James 
C. King Taylor 

5. P. McCartney Heart Of The 
Night 

6. Buie Do It Or Die 
Cobb 
Hammond 

7. G. Rafferty Days Gone Down 

Poco 

Atlantic 
Rhythm 
Section 
Gerry 
Rafferty 

Anita 
Ward 
Kenny 
Rogers 

Maurice 
White 
Al McKay 
Hugh 
Murphy 
Gerry 
Rafferty 
Fredenck 
Knight 
Larry 
Butler 

Electric 
Light 
Orchestra 
Abba 

Jeff 
Lynne 

P. Stanley 
V. Poncia 
D. Child 
P. Frampton 

I Was Made 
For Lovin 
You 
I Can't Stand 
It No More 

P. Bellotte 
H. Faltermeier 

S. Lawrence 
B. Hart 

R. Nielson 

D. Fekaris 
F. Perren 

17. J. Whitehead 
G. McFadden 
J. Cohen 

18. R. Bourke 
C. Black 

Kiss 

Peter 
Frampton 

Hot Stuff Donna 
Summer 

You Take My 
Breath Away 

I Want You 
To Want Me 

Makm' It 

Am t No Stoppin 
Us Now 

Rex Smith 

Cheap 
Trick 

David 
Naughton 
McFadden & 
Whitehead 

Benny 
Anderson 
Bjorn 
Ulvaeus 
Vim 
Ponaa 

Peter 
Frampton 
Chris 
Kimsey 
Giorgio 
Moroder 
Pete 
Bellotte 
Charles 
Calello 
Stephen 
Lawrence 
Cheap 
Tnck 

Snug. BMI 
Loresta. ASCAP 
(Warner Bros.) 
Easy Money. 
ASCAP 
(Warner Bros.) 

Bugle/ Stigwood/ 
Uni Chappell. 
BMI (RSO) 
Charieville/lrving, 
Deetrack/Ninth, 
BMI (Arc) 
Gerry Rafferty. 

(United Artists) 

Two-Knight. 
BMI (Juana) 
An^el Wing. 

(United Artists) 
Jet. BMI 
(Jet) 

Countless. 
BMI 
(Atlantic) 

Kiss. ASCAP/ 
Mad Vincent. 
BMI (Casablanca) 
Almo/Frampton/ 
Fram-Dees. 
ASCAP (A&M) 

Rick's/Stop. 
BMI 
(Casablanca) 

(Columbia) 

8. C. B. Sager 
B Roberts 

9. P. Jabara 
B. Roberts 
B. Esty 

10. A. Willis 
D. Lasley 

You re The Only 
One 

Main Event 

Lead Me On 

• Dolly 
Parton 

• Barbra 
Streisand 

• Maxine 
Nightingale 

Publisher. 
Licensee. Label 
Mighty Three. 
BMI (MCA) 
Irving. BMI 
(Arista) 
Bonny view. 
ASCAP 
(Columbia) 

Sc-een Gems-
EMI. BMI 
(Columbia) 
Tarantula 
ASCAP (MCA) 
Low-Sal. BMI 
(Polydor/BGO) 

Gerry Rafferty. 

(United Artsts) 
UmchappelL 
Begonia Fedora. 
BMI (RCA) 
Primus Artists' 
Diana/ Rick's. 
BMI (Columbia) 
Almo. ASCAP 
(Windsong) 

Shadows In The 
Moonlight 

Anne 
Murray 

Freddie 
Perren 
John 
Whitehead 
Gen 
McFadden 
Jerry 
Cohen 
Jim Ed 
Norman 

Screen Gems-
EMI/Adult. 
BMI (Epic) 
D Fekans 
F Perren, (RSO) 
Mighty Three, 
BMI (P.I.R.) 

ChappellTn-
Chappell, 
ASCAP/ 

Country Top 10 
Songwriter Title Artist 

1. C. B Sager You re The Only •Dolly 
B. Roberts One Parton 

2. D. Pomus 
M. Shuman 

3. B. McDill 

4. S. Jones 

5. R. Bourke 
C. Black 

Save The Last 
Dance For Me 

Amanda 

(Ghost) Riders 
In The Sky 

Shadows In The 
Moonlight 

• Emmylou 
Hams 

• Wayion 
Jennings 

•Johnny 
Cash 

• Anne 
Murray 

6. B. Cook You Can Have 
Her 

7. S. Davis 
B. Sherrill 

8. J. Allen 

No One Else 
In The World 
Pick The Wildwood 
Flower 

9. E. Rabbitt Suspicions 
R. McCormick 
D. Malloy 
E. Stevens 

10. S. Pinkard 

• George 
Jones & 
Johnny 
Paycheck 

• Tammy 
Wynette 

• Gene 
Watson 
Eddie 
Rabbitt 

I. Dain 
S. Dorf 
S. Atchley 

Coca Cola 
Cowboy 

• Mel Tillis 

Publisher. 
Licensee. Label 
UniChappell/ 
Begoma 
Melodies 
Fedora. BMI 
(RCA) 
Unichappel/T no. 
BMI (Warner 
Bros.) 
Gold Dust. 
BMI (RCA) 
Edwin H. Moms 
& Co., ASCAP 
(Columbia) 
Chappell & Co./ 
Tn-Chappell, 
ASCAP/SESAC 
(Capitol) 
Harvard/Big 
Billy. BMI 
(Epic) 

Algee. BMI 
(Epic) 
Tree. BMI 
(Capitol) 
Deb-Dave/ 
Briarpatch. BMI 
(Warner Bros.) 

Peso/Malkyle/ 
Señor. BMI 
ASCAP (MCA) 

19. L. Bell Mama Can't Buy 
C. James You Love 

20. P. McCartney Getting Closer 

21. P. Cotton 

22. Buie 
Cobb 
Hammond 

23. M Chapman 
N. Chinn 

24. D. Harry 
N. Harrison 

25. G. Goffin 
C. King 

26. E. Stevens 

27. J. Morali 
H. Belolo 
V. Willis 

28. A. Willis 
D. Lasley 

29. E. Van Halen 
A. Van Halen 
M. Anthony 
D. I. Roth 

30. R. Davies 
R Hodgson 

31. J. Ferguson 

Elton 
John 
Wings 

Heart Of The 
Night 

Do It Or Die 

If You Can t 
Give Me Love 

One Way Or 
Another 

Up On The 
Roof 

When You re In 
Love With A 
A Beautiful 
Woman 
Go West 

Lead Me On 

Dance The Night 
Away 

The Logical 
Song 

Shakedown Cruise 

32. J. Beaumont Since I Don t 
J. Voyel Have You 
W. Lester 
J. Verschaum 

33. B. McDill Amanda 

34. J. Jackson 

35. K. Liugren 

36. P. Jabara 
B Roberts 
B. Esty 

37. B. Edwards 
N. Rodgers 

Is She Really 
Going Out With 
Him 
People Of The 
Southwind 

Mam Event 

Good Times 

38. E. Rabbitt Suspicions 
R. McCormick 
D. Malloy 
E. Stevens 

39. R. Parker, Jr. You Can't Change 
That 

40. N. Rodgers We Are Family 
B. Edwards 

Poco 

Atlanta 
Rhythm 
Section 
Suzi 
Quatro 

Blondie 

Thom 
Bell 
Paul 
McCartney 
Chris 
Thomas 
Richard 
Orshoff 

Buddie 
Buie 

Mike 
Chapman 

Mike 
Chapman 

SESAC 
(Capitol) 
Mighty Three. 
BMI (MCA) 
Welbeck. 
ASCAP 
(Columbia) 

James 
Taylor 

• Dr Hook 

Village 
People 

• Maxine 
Nightingale 
Van 
Halen 

Supertramp 

Jay 
Ferguson 

• Art 
Garfunkel 

Way Ion 
Jennings 
Joe 
Jackson 

Kansas 

• Barbra 
Streisand 

Chic 

Eddie 
Rabbitt 

Raydio 

Sister 
Sledge 

Peter 
Asher 

Ron 
Haffkine 

Jacques 
Morah 

Denny 
Diante 
Ted 
Templeman 

Supertramp 
Peter 
Henderson 
Jay 
Ferguson 
Ed Mashal 
Louie 
Shelton 

Not 
listed 
David 
Kershenbaum 

Kansas 

Bob Esty 

Nile 
Rodgers 
Bernard 
Edwards 
David 
Malloy 

Ray 
Parker. Jr. 

Bernard 
Edwards 
Nile 
Rodgers 

Tarantula 
ASCAP 
(MCA) 
Low-Sal. 
BMI 
(Polydor/BGO) 
Chinnichap/ 
Careers. 
BMI (RSO) 
Rare Blue 
Monster Island. 
ASCAP 
(Chrysalis) 
Screen Gems-
EMI. BMI 
(Columbia) 
Deb-Dave. BMI 
(Capitol) 

Can t Stop/ 
BMI 
(Casablanca) 
Almo. ASCAP 
(Windsong) 
Van Halen. 
ASCAP 
(Warner Bros.) 

Almo. Delicate. 
ASCAP (A&M) 

Painless. 
BMI (Asylum) 

Bonny view. 
ASCAP 
(Columbia) 

Gold Dust. 
BMI (RCA) 
Irving, 
BMI (A&M) 

Don Kirshner/ 
Blackwood. BMI 
(Kirshner) 
Primus Artists/ 
Diana/ Rick's. 
BMI (Columbia) 
Che. BMI 
(Atlantic) 

Deb-Dave/ 
Briar Patch. 
BMI (Elecktra) 

Raydiola. 
ASCAP 
(Arista) 
Chic. BMI 
(Cotillion) 



The Books You Should Read 
Are On Songwriter’s 

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

P.O. Box 3510, Hollywood, California 90028 

Rush me the following books. 

□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 
□ 

How I Write Songs (Why You Can) 

This Business of Music. 

Songwriter Success Manual. 

$ 4 95 

$18 50 

$ 6.95 

More About This Business of Music ...$11.95 

Bringing It To Nashville $ 3.95 

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

The Muslc/Record Career Handbook ..$14.95 

Songwriters' Rhyming Dictionary .. 

Songwriter Magazine's 1978 Music 

Directory (no postage required).. 

.$ 5.00 

$ 2.00 
□ Songwriter Magazine's Special 

□ 

Report "How To Sell Your Songs " 

(no postage required). 

How To Play Piano Despite Years 

Of Lessons. 

$ 

$ 

2.00 

8.95 

□ 

□ 

□ 

□ 

□ 

□ 

□ 
□ Gospel Music—1978 Directory 

And Yearbook. $ 5.00 

Technical Handbook Of 

Mathematics For Motion Picture 

Music Synchronization. 

Music To Sell By — The Craft 

Of Jingle Writing. 

Legal Protection For The 

Creative Musician. 

From Score To Tape 

Modern Recording Techniques 

How To Write Lyrics That 

Make Sense. 

Sounds And Scores — 

Henry Mancini. 

□ The Songwriter's Handbook 

$40.00 

$ 9.50 

$15.00 

$ 9.50 

$10.50 

.$ 9.95 

$19.95 

.$ 8.95 

Add 754 handling and postage for each book ordered. California residents add 6% sales tax. 

Name 

Address 

City_ _ State Zip. 

How I Write Songs (Why You Can) by 
Tom T. Hall Over 10 years of Tom T. 
Hall's commercial success go into this 
practical and non-technical guide to 
songwriting and the music industry. Also 
included are 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. $11.95 

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 



Bookshelf 

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 

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 “I Saw Her 
Standing There." In the manual's 28 
chapters the author’s experience is used 
to help any writer trying to break into the 
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 to). Plus a new 48 page folio of sheet 
music. $8.95 

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 

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. Illustrated 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 Copyright Act of 1978. 575 
pages. 

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. $19.95 

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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Writing Songs Vs. 
‘Being a Songwriter’ 

Do you want to write songs or do you 
want to "be a songwriter”? 

There’s a vast difference. Wanting to 
write songs means that you have a need 
to communicate through music or 
words, that you’re powerless to stop 
yourself from pouring out your feelings 
in song form. 
Wanting to be a songwriter is think¬ 

ing primarily in terms of results, not 
work. It means that you’re fixated on 
the rewards possible, the glamor, fame 
and money. 

All of these material satisfactions are 
waiting for the composer who achieves 
recognition, but they are rarely waiting 
for the individual who makes them his 
prime objective. A person who writes 
doesn’t choose his profession; it chooses 
him. Everything in his makeup, in his 
experience from early childhood on, 
points him in that direction. 

In examining the backgrounds of var¬ 
ious successful songwriters, certain 
common denominators continually crop 
up. The lyricist of today was almost 
certainly the student writing poems in 
second or third grade. As he or she grew 
older, he/she probably wrote words to the 
school graduation play or contributed 
verse to the college yearbook. 
The same compulsion is evident in 

the background of composers. Many of 
them studied classical music, but 
couldn’t wait to tuck away their copies 
of Fuer Elise or the Fantasie Impromptu 
so they could begin experimenting with 
melodies of their own. They, too, wrote 
tunes for school or camp shows or col¬ 
lege musicals. 
Only this kind of all-consuming drive 

can carry you through dark periods. It 
has nothing to do with practical 
decision-making. Those who decide to 
be "sensible” and give up because pros¬ 
pects look momentarily bleak were 
never truly committed in the first place. 
Certain songwriters don’t write prolif-

ically; they claim they will only work if 
given an assignment. If this is the case, 
an early retirement is recommended, 
because a composer has to look for 
work; it doesn’t come chasing after him 
until he has achieved a powerful rep¬ 
utation — and not always then. 

Songwriters, of course, are very con¬ 
cerned with the approval and admira¬ 
tion of publishers, producers and peers. 
They may love to write, but outside re¬ 
sponse is valuable since it tells them 
how close or far away they are from the 
professional mark. But whether they 
write or not isn’t contingent on listener 
reactions. Basically they’re writing for 
themselves, to satisfy a deep-seated 
need that can’t be satisfied any other 
way. 
Those who want to "be songwriters” 

are usually the first to cite examples of 
writers who "got all the breaks.” They 
grumble about the injustice of certain 
people becoming "overnight successes.” 
This cliche is one of the most inaccurate 
in the English language. Look at any 
overnight success and you’ll generally 
find years of effort, planning, polishing. 
The ones who want to "be song¬ 

writers,” rather than write songs, think 
there is a secret formula, that they can 
make it by "politics.” With an eye per¬ 
petually trained on the rewards a song¬ 
writing career can bring, they cultivate 
the "right” people, even putting their 
name on songs when possible without 
making a legitimate contribution. This 
kind of angling may work for one or two 
records, but the individual who devotes 
himself to it exclusively is not really in¬ 
terested in composing, and his intrinsic 
lack of involvement will boomerang in 
the end. He’ll have no staying power. 
We’re not discussing the conscienti¬ 

ous craftsman who tries to promote his 
career by acquiring sound business 
sense. Scribbling melodies or words in 
an attic and never getting them heard 
is self-defeating and speaks of insecuri¬ 
ty. The point is, wanting to write should 
be priority No. 1. 

Don’t be annoyed if you’re a slave to 
your "habit” and have moments when 
you wish you could turn the compulsion 
off. Don’t curse the drive that seems to 
take you over; be grateful for it, even 
when it seems as though the road is 
leading you from one dead end to 
another. Fate has unexpected ways of 
presenting opportunities, but these are 
usually presented to people who are 
ready for them. -



THEY WROTE THE HITS AND 
BMI LICENSED MOST OF THE 
MUSIC AMERICA HEARD 

DURING 1978. 
Congratulations to these writers 
of the 100 most performed songs 
in the BMI repertoire during 1978. 

Lou Adler 
Ava Alderidge 
Herb Alpert 
Stig Anderson (STIM) 
Benny Andersson (STIM) 
Paul Anka 
R.C. Bannon 
Jesse Banish 
Victor Batty (PRS) 
Walter Becker 
Peter Beckett 
Brook Benton 
Chuck Berry 
Tommy Boyce 
Alicia Bridges 
Peter Brown 
Boudleaux Bryant 
Buddy Buie 
Hoagy Carmichael 
Mike Chapman (PRS) 
Nicky Chinn (PRS) 
Arnold Christian (PRS) 
Eric Clapton (PRS) 
Jeffrey Comanor 
Jack Conrad 
Roger Cook 
Sam Cooke 
Reuben Cross 
John Crowley 
Sonny Curtis 
Dean Daughtry 
Paul Davis 
Nicholas Dewey 
Bernard Edwards 
Donald Fagen 
John Farrar 
Wes Farrell 
Jack Feldman 
Jay Ferguson 
John Fitch 

Charles Fox John Lennon (PRS) 
Claude Francois (SAGEM) Cory Lerios 
Kenneth Gamble 
Andy Gibb 
Barry Gibb 
Maurice Gibb 
Robin Gibb (PRS) 
Nick Gilder (PROC) 
Norman Gimbel 
Graham Goble (APRA) 
Andrew Gold 
Stuart Gorrell 
Yvonne Gray 
Leroy Green 
Howard Greenfield 
Bobby Hart 
Leon Huff 
Susan Hutcheson 
David Issacs (PRS) 
Paul Jabara 
Mark James 
David Jenkins 
Janice Johnson 
Larry Keith 
Ray Kennedy 
Ron Kersey 
Perry Kibble 
Nat Kipner 
Lenny Le Blanc 
Kenny Lehman 

Marcy Levy 
Jerry Leiber 
Sandy Linzer 
Kerry Livgren 
Reggie Lucas 
Jeff Lynne (PRS) 
James Lyon 
Melissa Manchester 
Chuck Mangione 
Barry Manilow 
Barry Mann 
Sherman Marshall 
Curtis Mayfield 
Paul McCartney (PRS) 
Van McCoy 
James McCulloch (PROC) 
Michael McDonald 
Danny McKenna 
Joe Melson 
Chips Moman 
Eddie Money 
Geoff Morrow (PRS) 
James Mtume 
Randy Newman 
Robert Nix 
Roy Orbison 
David Pack 
Marty Panzer 

BMI 

Dolly Parton 
Steve Pippin 
Gerry Rafferty (PRS) 
Denny Randell 
Robert Rans 
Alan Ray 
Jeffrey Raymond 
Jacques Revaux (SACEM) 
Allen Reynolds 
Rick Roberts 
Nile Rodgers 
Carole Bayer Sager 
Ronnie Scott (PRS) 
Neil Sedaka 
Louie Shelton 
Harvey Shields 
Balde Silva 
Paul Simon 
Tom Snow 
Jim Steinman 
Al Stewart 
Mike Stoller 
Bruce Sussman 
George Terry 
Giles Thibaut (SACEM) 
Sonny Throckmorton 
Jeffrey Tweel 
Bjorn Ulvaeus (STIM) 
John Vallins (PRS) 
Harry Vanda (APRA) 
Ross Vannelli 
Blue Weaver (PRS) 
Cynthia Weil 
Peter White 
Jimmy Williams 
John Williams 
Maurice Williams 
David Wolfert 
Bobby Ray Wood 
George Young (APRA) 
Warren Zevon 

WHAT THE WORLD EXPECTS FROM THE 
WORLD’S LARGEST MUSIC UCENSING ORGANIZATION. 



Rhodes _ 
reveals the 
inside 
story: 

This is one instrument worth looking into. 
Because the Rhodes’ overwhelming accep-

on stage and 
in studio is the 
result of an 
engineering con-

. ■' w 

Modified tuning fork produces that unmistakable 
Rhodes sound. Tuning spring on tine 

sets pitch accurately in seconds. 

cept combining the unique qualities of an 
electric instrument with the unsurpassed advan¬ 
tages of the traditional piano. 
A patented, modified tuning^^^^^S* ' 
fork and adjustable pick-
up for each note produce 
the Rhodes’ distinctive tone 
and allow a variety of Alb 
timbre settings. Yet mechani-^ 
cal keys, hammers and dampers offer Hammers 

and dampers work 
you true touch dynamics for complete mechanically for true touch 
J * dynamics. The harder a key is 

sensitivity and control. And you can struck, the greater the volume. 

Pitch, volume and timbre are all easily 
adjusted in the harp assembly. Tuning fork, 
tone bars, tuning springs and pickups are all 
adjustable. 

tune a Rhodes l! you 
tools. Get the whole 
story from your au¬ 
thorized Rhodes 
dealer today. 
You know 
the sound. 
Now see the 
difference. 

. In minutes. Without special 

Nothing sounds like a Rhodes. 

Rhodes 
Keyboard Instruments U.S.A. 

Harp assembly raises easily for tuning. 
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The stout-hearted lyrics of 
WARREN ZEVOIÙ 

The legendary 
ears of publisher 
DICK JAMES 

The many-splendoured 
melodies of 
SAMMY FAIN 

CONTRACT COERCION: 
Does a publisher really 
have you overa barrel? 


