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Cherokee Studios. Hollywood. California 

JBL 4313 Studio Monitor. 
It flattens the competition. 

'JBL 

Introducing the 4313. 

Flat frequency response. It 
means accuracy. Naturalness. 
Reality. 

JBL gives it to you without the 
bigger box that you'd expect 
along with it, since the 4313 only 
measures about 23" x 14"x10"! 

This new, compact professional 
monitor produces deep, distor¬ 
tion-free bass. And does it with a 
newly developed 10" driver. Its 
massive magnet structure and 

voice coil are equivalent to most 
12" or 15" speakers. Yet it deliv¬ 
ers heavy-duty power handling 
and a smoother transition to the 
midrange than most larger-cone 
speakers. 

The 431 3 s edge-wound voice 
coil midrange accurately re¬ 
produces strong, natural vocals 
and powerful transients. 

Up top. a dome radiator provides 
high acoustic output with ex¬ 
treme clarity and wide disper¬ 

sion. A large 1" voice coil gives 
it the ruggedness needed in 
professional use. 

Working together, these preci¬ 
sion matched speakers offer 
superb stereo imaging, powerful 
sound levels and wide dynamic 
range. 

Audition the 4313 soon. 

We think you’ll agree that its 
combination of flat response, 
power and moderate size 
flattens the competition. 

Frequency (Hz) 

On-axis frequency response. 
4313 monitor 

James B Lansing Sound. Inc . 
8500 Balboa Blvd . 
Northridge. California 91329 

JBL First with the pros. Orele number 23 on the reader service card C'980 James B Lansing Sound. Inc 



Treat Yourself to FREEDOM 
The LIBERATION by MOOG® 
gives you the freedom to 
move out in front! Sing, rap, 
entertain... step out into the 
action with the synthesizer 
that s no heavier than 
a Les Paul guitar! 
Freedom to express your 
innermost musicianship with 
the famous MOOG ribbon, 
modulation, filter and loud¬ 
ness controls comfortably 
under your left-hand while 
you add additional nuances 
on the touch-sensitive 
keyboard. 
Freedom to choose from: 

A powerful lead-line synthe¬ 
sizer with two audio oscillators, 
full-modulation effects, noise¬ 
generator and sample-and-
hold... 
OR a totally separate output 
section for unique bell-like 
ring modulator sounds... 

OR a completely polyphonic 
keyboard instrument with its 
tone color determined by the 
patented MOOG filter... 
OR an external synthesizer 
interface that enables you to 
play another instrument from 
your LIBERATION... 

OR all of these in any amounts 
through an incredible final out¬ 
put mix where the synthesizer 
voice always appears as a lead 
line over the polyphony. 

Finally the freedom to own 
your LIBERATION because 
it s available at an unbeliev¬ 
ably affordable price. 

Liberation 2500 Walden Ave. 
Buffalo, N.Y. 14225 

Circle number 17 on the reader service card 



Stevie's reputation as a perfec¬ 
tionist is well known. He puts 
everything into a song. And he 
doesn't want it lost in a recording. 
Before he takes a cassette 
home, it must deliver big studio 
sound. The kind of sound he can't 
take apart. 
The cassette Stevie likes most is 
the high bias TDK SA. TDK's 
unique Avilyn magnetic particle 
gives it a startling musical mem¬ 
ory. You'll hear the full timbre and 
richness of the human voice. The 
subtle harmonics of a piano. The 
vibrant dynamic energy of strings. 
No nuance is beyond its range. 
No instrument is forgotten. And 
there's plenty of headroom for the 
blast and bluster of rock. 
Most of the world's deck manu¬ 
facturers, themselves perfec-

•In the unlikely event that any TDK cassette 
fails to perform due to a defect in materials 

or workmanship, simply return it to your local 
dealer or to TDK for a free replacement . 

© ’980 TDK Electronics Corp Garden City. N Y 11530 
Circle number 26 on the reader service card 

tionists, use the SA to set the 
sound standard in their machines. 
Everything about the SA sets a 
standard. Its many components 
are checked thousands of times. 
1,117 check points for the shell 
alone. TDK makes sure it will 
perform a lifetime*. Which makes 
it very easy to like. And very hard 
to take apart. 
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like Songwriter because it is a 
magazine for people who 
care on a peer group level .. 
Songwriter is for professionals, 

not for the average person on the 
street." 
The speaker is Styx's Dennis 

DeYoung, this month's Songwriter 
Interview subject. We've been 
similarly complimented by other 
songwriters, top pros and 
would-be pros. 
The kind words are appreciat¬ 

ed by us. We jealously guard our 
reputation as a craft magazine. 
What a top songwriter has to say 
about crafting and plugging 
tunes is what we re interested in, 
for example, not in who he's dat¬ 
ing or what he likes to cook. In this 
era of gossip journalism, Song¬ 
writer is one publication that 
strives to limit its editorial to con¬ 
structive, usable information. 

* * * 
We have a surprise for you this 

issue, a special report on "The 
Keyboard And The Songwriter." 
Considering we've already done 
one on the guitar (and have an¬ 
other one planned for this No¬ 
vember], and since your reaction 
to David "Cat'' Cohen's "Key¬ 
board Workshop" has been very 
favorable, we've decided to 
give you keyboard people equal 
time. Kudos to "Cat" for doing a 
fine job as the report's guest edi¬ 
tor. 

* * * 

As of this writing, over 700 of 
you have sent in lyrics to be con¬ 
sidered for publication and 
analysis in "Lyric Workshop." 
That's terrific! Remember, every 
lyric is carefully considered by 
Annette and Arthur, so if your lyric 
isn't chosen, try us again next 
month. 

- Len Latimer 
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In the late 1800's, 
Gibson began making 
instruments from care¬ 
fully chosen aged woods, 
assembling them in hun¬ 
dreds of hand labor steps 
using traditional glueing tech¬ 
niques and finishing each one 
with fastidious attention to detail. 
Today, these processes still exist. 
Gibson's master craftsmen manu¬ 
facture instruments with the same 
dedication passed from generation to 
generation, combining the finest quality 
woods with the most modern technology. 
Tomorrow, as you strive to improve your 
musical ability, Gibson's commitment 
to these standards also continues. That 
is why yesterday's Gibson instruments 
have become legendary and why the 
Gibson you own today will become 
tomorrow's classic. 

A division of Norlin Industries, Inc. 
7373 N. Cicero Ave., Lincolnwood, IL 60646 

In Canada: 51 Nantucket Blvd., Scarborough, Ontario 

Circle number 43 on the reader service card 



Yesterday / Today / Tomorrow 

For over 100 years, 
Epiphone has offered an 

unbeaten combination of 
performance and value. 

Epiphone's close association 
with Gibson—the master guitar 
maker—guarantees fine hand 

crafted instruments at affordable 
prices. The application of old world 
techniques speaks to the quality of 

Epiphone, such as the solid maple bind¬ 
ing on the Presentation Series guitars. 

Epiphone's Masterbuilt banjos and man¬ 
dolins incorporate the prestige of design 
and innovative concepts normally found 

only on instruments of much higher 
price. Epiphone... a quality instrument 
at an affordable price... from Gibson. 

H 

A product of Gibson, a division of Norlin Industries, Inc. 
7373 N. Cicero Ave., Lincolnwood, IL 60646 

In Canada: 51 Nantucket Blvd., Scarborough, Ontario 

Circle number 32 on the reader service card 
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Enter 

Uhe Great Songwriter Giveaway/ 
today! 

□ Yeti Extend (or enter) my syt 

□ 12 Issues at only $14.50 
□ 24 Issues at only $29 -
Outside USA add 52 per year U 

Iptlon to Songwriter Mogazine at the terms Indicated below. 

Be sure to enclose your check along with this card 

□ New □ Renewal 

□ No. I'm not Interested at this lime, but let me know If I've won. 

Rules And Regulations 
All entrants have the same chance 
of winning. 
Only one entry per person. 
All employees and immediate fam¬ 
ily or agents of Songwriter Maga¬ 
zine or associated companies are 
ineligible. 
All entries must be postmarked by 
August 29, 1980. 
No purchase is required to enter. 
Void where prohibited by law. 

(If renewing, please attach label from recent issue to this card.) 

Name 

Address 

City State. Zip 

□ Please charge my Enter card number here Expiration date □ □ 
□ Visa □ Mastercharge □□□□□□□□□□□□□□□ month 
If using Master Charge please indicate the four numbers above your name. □ □ □ □ 

Signature (must De signed to be valid) Card holder name (please print) 

I 





Tunesmith... 

It’s like having an uncle in 

the music business! 

Are you tired of letting your songs 
sit on the shelf? And are you 

sometimes confused as to how to find 
a publisher for your song? Do you 
know who's good? Who's not a rip-
off? Many times it's simply not how 
good your songs are, but who you 
know. 
And Tunesmith gives you that vital, 

hard-to-find contact information you 
need to know to find a publisher for 
your songs. 
You may not be familiar with 

Tunesmith ... it was created several 
years ago to help writers just like you. 
Through Tunesmith you can be heard 
by the people you should be heard by 
. . . professional people who are in a 
position to help. 

Tunesmith is an exciting monthly 
newsletter from the publishers of 

Songwriter Magazine . . and it's 
the only one of its kind anywhere. We 
contact and interview hundreds of 
music publishers, A&R men, and rec¬ 
ord producers to bring you 15 to 18 
top contacts in each issue . . . pub¬ 
lishers and record people who will lis¬ 
ten to your songs . . . music pros who 
can do something for your songs if 
they hear something they like. 
Many publishers don't listen to "un¬ 

solicited songs." 
But Tunesmith changes that for 

you!! We explicitly ask permission for 
you to submit your songs and only 
those publishers who have agreed to 
listen to our subscribers' songs are re¬ 
ported in Tunesmith. Isn't it about 
time a service like Tunesmith was 
made available? 
The confidential reports in Tune¬ 

smith tell you the individuals at the 
publishing companies, their back¬ 
grounds, the types of songs they are 
looking for, and even what they con¬ 
sider to be a good song. Plus, we tell 
you the all-important "executive name 
& address" information to submit your 
tunes, and what is preferred in a pres¬ 
entation package (cassette, lead 
sheets, return envelope, etc.). 

Tunesmith is mailed to you via 
first-class mail the first week of each 
month. And, if you're like our other 
subscribers, you'll be eagerly awaiting 
it because each issue is chock full of 
important contacts waiting to hear 
your songs. Pop, Country, Easy Listen¬ 
ing or Gospel . . Tunesmith covers 
them all. 

Be a step ahead of the crowd! The 
hard-to-find "inside" information 

in Tunesmith can be your key to the 
music business! We probably have just 
the publisher you've been looking for. 

iCnwro 
Len Latimer 

Publisher-Editor-in-Chief 

Rich Wiseman 
Editor 

Sherry E. Thompson 
Art Director 

Eric Goer 
Associate 

Publisher-Advertising 
Director 

Research Editors: 
Pat & Pete Luboff 

Contributing Editors 
Barry Alfonso, Maggie Cavender, David 
"Cat" Cohen, Mike Delamater, Kathy 
Gronau, Al Kasha & Joel Hirschhorn, 

Michele Kort, Rob Sanford, Doug Thieie 
General Staff. 

Jean Latimer (office manager), Donna 
K. Towe (subscription manager), 

Barbara Robinson 

Tunesmith 
P.O. Box 3839 Hollywood, CA 90028 

Enter my subscription to Tunesmith as indicated below: 

Hear YOUR songs arranged and 
produced, in any style, by award¬ 

winning song writers and 
recording artists. 

□ 6 months (6 issues) .. 
□ 12 months (12 issues) 

$15 
$25 

□ New □ Renewal*_ 
Bonus! I've enclosed payment now so send me Tunesmith's special "A&R 
Report" of the names and addresses of the top record company executives. 

□ Bill me later. 
□ Charge my VISA 

or Mastercharge 

Enter account number here 

□□□□□□□□□□□□□□□ 
If Mastercharge indicate _ _ _ 

4 numbers above name here | || || || | 

Expiration date □□□□ 
month year 

$30 Vocal (Male or Female) W/ 
Grand Piano or Guitar & Rhythm 

$45 Add Bass & Drums 

$15 Each Additional track ... 
Keyboards (Rhodes, Organ. 
Clavinet & Synthesizer), Strings, 
Brass, Vocal Harmony & 
Guitars. , 

$3.50 Sample Tape of Our Work 

Name •If renewal, please attach label from old issue 

Specify Reel or Cassette 

Melody Co-Write • Free Appraisal 

★ Immediate Service ★ 
Address 

City State Zip Code 

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

SEND LEAD SHEET (TAPE OPT.) 
WITH MONEY ORDER TO: 1

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

Include S1.50 For Insured Postage 

12 SONGWRITER/AUGUST 1980 
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Q&A: Demo Costs 
have become a serious songwriter over the 
past few years. I refuse to become a so-
called starving musician but my habit is 
eating up my income. 
Bob Safir’s April article on setting up your 

own home studio suggested a trip to the 
audio dealer with about $3600 in your 
pocket because “putting your catalogue of 
tunes on a $19.95 cassette deck is out." If 
every songwriter had $10,000 I'm sure they 
would already have it spent. My creative 
juices would be hindered in a recording 
studio’s “Beat the Clock" atmosphere, but I 
know one way or another I’m going to have 
to spend some money. 
Where can I find information on how to 

get, make or save money to support this 
monster of a habit . .. Contests, scholar¬ 
ships, financial backers, tax breaks, bank 
robbery? 

Clayton Reid 
Schaumburg, IL 

Before you say "Stick 'em up," consider 
this: Bob's article was designed to give you 
guidelines for setting up your own studio at 
home in a big way so that you can avoid 
hiring a studio. His point is well taken. Your 
demo is going to be played alongside pro¬ 
fessional-sounding demos; to be competi¬ 
tive, yours must sound good. But that 
doesn’t mean you must go into the demoing 
business in your home unless it turns you on 
to do so. 

You should realize that you’re in business 
for yourself. If you opened up a used pizza 
stand, your overhead would be higher than 
it is as a songwriter. Your main expense is 
the demo. 

That said, you don't have to demo every¬ 
thing you write. You should figure out your 
demo budget per month, and then have as 
many songs demoed as you have money 
for. Yes, we're talking about a studio, but you 
can avoid that "beat the clock" atmosphere 
by effectively planning your demo ahead of 
time. The studio isn’t the place for songwrit¬ 
ing creative juices anyway; it’s the place 
where sound is broken down and put back 
together on tape. With good musicians and 
a sympathetic engineer, you might come to 
love the process. 

But if getting involved personally in 
demo-making is still repugnant to you, there 
are demo services which will take your 
song, recorded on that $19.95 tape deck, 
and put together a good demo for you. 
These services run from $40 to $200 for a full 
demo, and the good services are a god¬ 
send for people in your position. 
As a last resort, you might try to collabo¬ 

rate with a composer with a good studio. It 
may sound a bit crass, but it's really a mar¬ 
riage of convenience with both parties ben¬ 
efiting. 

Faith Pays Off 

have been writing songs for several years, 
and have taken advantage in the past two, 
years of your “Who’s Who.” 

Naturally I have had many rejection 
slips. I haveincluded return postagein each 
envelope. Some publishers have complete¬ 
ly ignored this and returned nothing. Some 
have returned the tapes right away. Some 
songs have been rejected and several 
months later a new song comes out that I 
could swear included my line. 

I get depressed at the fact there are so 
many songwriters. Until I started reading 
Songwriter I could have sworn I was the only 
one. I get depressed at each reject slip and 
wonder if I have any talent at all . But I love to 
write and continue to send in a tape now 
and then. Looking back on some of the ma¬ 
terial now I can see why my songs were 
rejected, so I guess I have improved on my 
writing. 
My good news is that I just signed a pub¬ 

lishing contract. So they do listen to these 
home demos. The one I sent was simply 
guitar/vocal. All the disappointment will 
fade when that first contract comes through. 
Thanks to your magazine I have address¬ 

es of those who will listen. 
Old Faithful 

Little Rock, AR 

Publishers’ Feedback 
greatly appreciate the opportunity your 
“Who’s Who" section (Sept., 1979) afford¬ 
ed me in the meeting of hundreds of beau¬ 
tiful people through their music. Most of 
your readers were professional in their cor¬ 
respondence with me ... my compliments 
to each one of them. 

Michael Nise 
President 

Nise Productions 
Camden, NJ 

here are two real happy writers from 
the Tulsa area, thanks to our listing in 
the Nov., 1979, “Who’s Who." 
Long Time Cornin' by Lindy Hearne 

and Mike Phillips was selected to be one of 
the numbers done by the O’Roark Brothers 
to introduce the 14th annual Music City 
Cover Awards show June 9th in Nashville. 
The O’Roark Brothers were selected to 

entertain at the preshow for the awards 
based partially on the strength of the above 
song (their latest on Comstock Records). 
The preshow is known as the "New 

Faces" show and introduces a few selected 
acts which the producer of the show feels 
are outstanding talent. Hosts were The Stat¬ 
ler Bros., Ray Stevens and Lynn Anderson. 
We have also had a phenomenal success 

with other Songwriter reader submissions. 
We have published eight writers: Paula 

Grindstaff, Stan Senter, Donna Wood, 
Roger Howell, P.D. Hann, Dave Estes, Jim 
Cline and a jackpot of three tunes from Cal 
Chowning. 

Frank Fara 
Comstock Records 
Rocky Bell Music 
White Cat Music 

Shawnee, KS 

Q&A: Rewriting After 
Copyrighting 

need a bit of advice. I have copyrighted a 
song that I had rewritten several times, 
thinking that I had gotten as far as I could 
goin perfecting the song. Now, sinceread-

ing “If They Ask You, You Can Write A 
Song," I want to change a line in the verse 
and add a bridge. My question is: Is there a 
chance for an amended copyright? Or, are 
such changes permissible under my pres¬ 
ent copyright? 

T.E. Watson 
Ruston, LA 

What you’re doing is creating a new ver¬ 
sion of the song ... an arrangement of the 
song which is also copyrightable. Send in 
the new form and put your mind at ease. 

Q&A: Writer’s Credit 

've never taken any music lessons. The 
lyrics along with the melodies just simply 
come to me in my sleep, or simply while 
"drummin' ” around on a piano or organ. I 

consider it simply a God-given talent. I then 
get together with someone who writes down 
on paper the music that I play. 

Since the lyrics and music are mine — 
even though the timing or arrangement isn’t 
100% perfect— I have been told by a friend 
that my songs should read “Words and 
music by .. my name! This friend insists 
that I should have full credit, since the other 
person was simply putting on paper what 
was being played, making just a few correc¬ 
tions here and there. 
What is your opinion? 

Clarence R. Shirey 
Shippenville, PA 

It's true that some songs seem to come 
out of thin air. A friend of ours at Songwriters 
Showcase says that some of his lead sheets 
should read "Wordsand music through Len 
Chandler." 

But to your point: If you've written the 
whole lyric, the melody and the chord pro¬ 
gression, then the song is 100% yours, and 
no one is entitled to anything but you - un¬ 
less, of course, you sign away some rights 
or royalties. 
Lead sheet artists are expected to "inter¬ 

pret" to a very small degree, since no one 
sings exactly on meter or pitch all thé time. 

SONGWRITER/AUGUST 1980 13 



...EXR welcomes the small studio owner 
and the working musician to the era of 

Psychoacoustic Enhancement. 

The EXR Exciter model SP1 
is the simplified direct des¬ 
cendent of the EXR Exciter 
model EX2. 
The same EXR Psycho¬ 
acoustic Enhancement that 
is dominating the Record 
Charts and Major Concert 
Circuits is now within the 

financial feasibility of even 
the most modest recording 
studios and concert 
situations 
The EXR Exciter restores the 
natural presence, clarity, 
fullness, and signal separ¬ 
ation lost in the audio 
reproduction chain. 

The Pioneer in Psychoacoustic Enhancement 

EXR CORPORATION 
3618 Elizabeth, Ann Arbor, Ml (313) 996-4111 

Circle number 5Ó on the reader service card 
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After all, a lead sheet is only a skeleton-type 
representation of your song. If your lead 
sheet artist or an arranger really gets into the 
meat of the song, that would be a different 
matter. 

Q&A: Public Domain Verse 

found a verse in an old book copyrighted in 
1837. It is just 10 lines. I changed the title, a 
few words, wrote two more verses and 
made a lyric out of it. 
The original verse has never been set to 

music and is definitely in the public domain. 
What are my rights when the verse is set 

to music? 
Sanford Patterson 

Lincoln, IL 

Your rights are the same as any other 
writer of a song. In this case, assuming the 
lyric is PD, you are the sole writer to which 
royalties must be paid, and if you get a 
recording, you’ll be reimbursed at the usual 
mechanical royalty rate. 
Keep in mind, though, that you must reg¬ 

ister your song as an adaptation or ar¬ 
rangement of the song, and also that any¬ 
one else can set that poem to music too. So 
if your song is a country ballad and some¬ 
body writes a little rock 'n' roll to the same 
poem, you both will have to battle it out in the 
charts. 

Thanks, Paul 
hank you so much for the Paul Jabara 
interview (April). I’ve done a lot of think¬ 
ing about what he said. Some of his 
comments were definitely reflective of 

the thoughts of a myriad of artist/songwrit-
ers like myself. 

True. Young artists are consistently shaft¬ 
ed and don’t make as much money as they 
should. They depend on music business 
people who don't care much for exertion 
and less about them. 

Paul hit the bullseye by allowing disap¬ 
pointment to be his teacher. Though some 
of us are not in the position to do everything 
by ourselves, at least we can start by extin¬ 
guishing our insecurities and doubts by 
hard work. 

Practice, determination and ambition 
have to pay off but we must be patient. Let’s 
keep our sense of humor and remember our 
gut feelings help perfect the love, life, and 
purpose of the art of writing and performing 
music. Thanks, Paul. 

Larry Lee Evier 
Kansas City, MO 

We heartily encourage your questions and com¬ 
ments All letters we receive for this column will be 
carefully considered; for space reasons, they are 
subject to condensation 

Although we cannot guarantee it, we will do our best to re¬ 
spond personally to your question (providing we don't have 
room to run it in Melody Lines"), as long as you enclose a 
stamped, self-addressed envelope Please limit your letter to the 
one or two most important questions on your mind; we are not 
able to answer questions you can answer yourself with a little 
easy research (i e address of a specific publisher) Also, we 
cannot forward mail to anyone except Songwriter contributors. 

Write “Melody Lines. Songwriter, P.O Box 3510, Hollywood. 
CA 90028 



C.F.MARTIN ASKS YOU TO 
COMPARE SIGMA QUALITY AND 
PRICE WITH ITS COMPETITION 

To celebrate our tenth year, Sigma guitars introduces 
the limited edition D-"10" anniversary model. 
Appointment for appointment, Sigma has created an 
attractive reasonably priced guitar. Drawing on 
traditions developed by The CF Martin Organisation, 
Sigma continues to provide quality and service in each 
instrument. 
The anniversary model combines features such as: 
Natural select solid spruce top 
Matched mahogany back and sides 
Tortoiseshell type pickguard with 

matching body binding 
Rosewood fingerboard with diamond and square 

position markers 
Distinctive Sigma Guitars headstock design 
Individual diecast close-ratio tuning machines 
We feel that our Sigma offers more value than its direct 
competition. Compare the D-"10" with guitars in a 
similar price range. 
Our participating Sigma dealers are prepared to help 
you make the comparison. Ask them to help you make 
the choice. For additional information and the Sigma 
dealers who have this instrument, please call toll free 
800-345-3103. In PA call (215) 759-2091. 

SIGMA 
THE CF MARTIN ORGANISATION 
NAZARETH, PA 18064 

Circle number 16 on the reader service card 



xpreííion 
music production ■ and publishing company 

Quality Demos and Masters. 

Professionally staffed, 
fully equipped studio, 
pop-rock-country, 

gospel-disco-funk- blues. 

Super Demo — grand piano, guitar, 
bass, drums-strings-recording artist. 

$70.00. 
Master Demo — grand piano, elec¬ 
tric piano, 2 guitars, bass, drums, 
strings, extra effects, recording artist. 

$95.00. 

Masters 
16 Track prices start at $150.00. 

Advice From An Opportunist: 
Take Those Wishes Out Of Your Ears! 

By Jerri Kelly 

• all done in top ten 
arrangement 

• co-writing avail¬ 
able 

• prompt service 

• sample cassette, 
$4.00 

•prices inc. 7Vz reel 
plus free cassette 

•instrumental tracks 
available. 

Add $1.50 for postage. Send check or 
M.O. and song to: 

652 Hilary Drive, Tiburon, CA 94920. 
Call Lori Roberts for details (415) 435-5223. 

Circle number 13 on the reader service card 

CHANGE OF ADDRESS 
Planning to move? Please let us know six 
weeks in advance so you won't miss a single 
issue of SONGWRITER. Attach old label and 
print new address in space provided. Also in¬ 
clude your mailing label whenever you write 
concerning your subscription to insure prompt 
service on your inquiry. 

SONGWRITER 
P.O. Box 3510 • Hollywood. CA 90028 

n October of 1971 1 moved to Nashville from 
Texas, convinced that I would be a super-
star within a year. In October of 1977 — six 
years later — my only claim to fame was a 

few records which had obtained moderate 
chart success on GRT Records — Lovin' 
Arms, Marbles, and a duet with Pride 
Mitchess titled Sugar Pie, Honeybunch. I 
was depressed, frustrated, and broke. For 
the first time in my life I had set a goal for 
myself, tried every means within my power 
and conscience to accomplish it, and had 
failed. I was at my wit’s end. I sat down and 
cried like a baby for hours, and then, reach¬ 
ing back in time for a bit of mental peace, 
perhaps, I began humming a tune, picked 
up a pencil, and wrote Mama Never Got to 
Rock Us. I couldn’t believe it had come from 
me. I completed it in 30 minutes, and it was 
later recorded by Bill Anderson. Since then, 
I’ve also had songs recorded by Loretta 
Lynn, Sheila Andrews, Dede Upchurch, 
Sherri Williams, and Leslee Barnhill. 
The adage, opportunity does not come 

knocking, has certainly been confirmed for 
me in this business. Not only do you have to 
search for it, but you have to have the good 
sense to recognize it, and the energy to pur¬ 
sue it once you stumble upon it. I’ve found it 
essential to be aware of, and take part in, 
activities dealing with different phases of the 
music industry. I go to concerts, workshops, 
writers’ nights, and college music courses. I 
go early and stay late, striking up conversa¬ 
tions with the people around me. You have 
something in common with a person just by 
being at the same function, and you both 
probably have contacts and ideas that 
would be of mutual benefit. 

For example, I ventured out alone one 
evening to listen to a group at Nashville’s 
Exit-In, and it happened that the lady seated 
next to me was from a local talent agency. I 
introduced myself to her, and through that 
meeting I was hired by her company for sev¬ 
eral video and radio commercials. Perform¬ 
ing the ads inspired me to write jingles. 
Another example: I joined NEJA (National 

Entertainment Journalists Assn.), even 
though I’d never written an article for a book 
or magazine. However, since I was contem¬ 
plating writing, I thought the NEJA meetings 
would inspire me toward that end. Many of 
Nashville's finest journalists were in atten¬ 
dance at my first meeting, and Iwas rather in 
awe of them. No one knew me, and I felt 
rather awkward, but I forced myself to pop in 
a comment now and then, and a question or 
two at appropriate times. Because of one 
question, I was approached and befriended 
by one of the NEJA members who was just 
finishing a novel, which is to be eventually 
transformed into a movie script. I was asked 
to critique the book and, most importantly, 
one of my songs will be used as part of the 
movie script. Dabbling in my new friend’s 
work also inspired me to start my own book, 
which is shaping up slowly but surely. If I had 
sat at home and waited until I had written an 
article, or had just listened quietly at the 
NEJA meeting, I would have missed another 
great opportunity. 
One thing I've learned in the music busi¬ 

ness: don't arrange your schedule today 
around what might happen tomorrow. When 
you do that, tomorrow becomes next week, 
and next month, and next year... until you 
suddenly wake up to find yourself bogged 
down in yesterday. Once you meet an oppor¬ 
tunity, welcome it like a new friend. Immedi¬ 
ately give it all your attention and enthu¬ 
siasm, and be aware of the mutual benefits of 
pursuing an extended relationship. If the 
benefits seem to fall short, then remain 
friends but move your most enthusiastic ef¬ 
forts on to the next project. When the action 
and communication on either side slows 
down, no one should have to tell you that the 
interest has, too. Don’t miss hearing a better 
opportunity calling because of all the wishes 
stuffed in your ears. It's nothing personal — 
it's just time to move on to the next thing. 

If I never become an internationarhouse-
hold word as a songwriter or singer, at least 
I've made some kind of progress on "Music 
Row.” When someone says, "Have you seen 
Jerri Kelly lately?” no one asks, “Who’s he?” 
any more. 

Jerri Kelly is a singer/songwriter, whose 
most recent release was For A Slow Dance 
With You (Little Giant). She also has re¬ 
leased albums in Germany (Interchord) and 
France (Disco-AZ). 
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Our culture, our ingenuity, our music. 

Our music means a lot to us. 
Ever since the Blues, we 
Americans have had a 
language in which to share 
our history and our dreams. 
We've moved together in a 
common rhythm that tells us who we are and unites us as 
a people. 
Every one of us has been involved. As performers. As 
listeners. As Americans who support the freedom and the 
youthful energy that make our music unique. 
You see, you can't separate our music from our culture— 
because our music reflects how we live and what we 
value. 
Take our ingenuity, for instance. It’s an integral part of our 
music and its heritage. Americans invented the electric 
guitar. The phonograph. A multitude of new techniques 
and sounds. 
It was here where the Blues gave birth to Rock ’n' Roll. 
And artists from around the world have come here time 
and time again for inspiration and support. 

MXR But the sounds and the 
techniques that make our 
music what it is are so deeply 
rooted in American culture 
that they resist imitation. To 
create genuine American 

music, you've simply got to use American methods. 
Others may try hard to reproduce our products, but 
a copy is still a copy. 
That’s why we at MXR are so strongly committed to 
providing a vocabulary of special effects that will enable 
us to express ourselves in our own special way. From 
Blues to Country, Rock to Jazz, we Americans have 
something unique and important to say. At MXR we 
understand that nobody can say it for us. 
Because our music is who we are. It’s our history. It’s our 
culture. 
It's America. 
MXR Innovations, Inc., 740 Driving Park Ave., 
Rochester, New York 14613, (716) 254-2910 
Made in U.S.A. 
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J'J Now, how are you going 
«a to mount it? 
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Contact: HSC, ’ 
* we are the only manufacturer 

and distributor of custom mounts 

• we offer, in stock, mounting hardware 
for all audio and video equipment 

Special! 
All Teac and 
Tascam rack 
mounts $35.00 
a pair this month 

Now that you’ve purchased 
the equipment... 
contact HSC to mount it! 
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PHONE NO. 312-452-5551 

Circle number 19 on the reader service card 

L.A. Songwriter Expo Nears 
he fourth Songwriter Expo is set for 
Aug. 16 and 17 at Beverly Hills High 
School. The "highly concentrated 
weekend of classes, workshops, 

panel discussions and demonstrations on 
every aspect of songwriting" is being 
staged once again by the Alternative Chor-
us/Songwriters Showcase, sponsored, in 
turn, by BMI. 

Cost is $40 for two days and $25 for one 
(or $35 and $20, respectively, if you register 
by Aug. 8). Checks should be sent to Alter¬ 
native Chorus/Songwriters Showcase, 943 
Palm Ave., Los Angeles, CA 90069 (213 
655-7780). If you’d rather sign up and pay in 
person, registration will begin at 9 a.m. each 
day at the high school, located at 241 S. 
Moreno Dr. 
AC/SS’ John Braheny reports a new de¬ 

velopment: For the first time, two units of 
college music credits (from Cal State Do¬ 
minguez Hills) are available to attendees. 
Call the showcase for particulars. 

On A Clear Day 
Could You Write Forever? 

t all starts with a song," promoters of 
songwriting like to say. But does it ever 
end? Specifically, Dan Tomal and Jon 
Frenk wanted to answer the age-old 

question, "Is there any limit to the number of 
songs that musicians can come up with?” 
Tomal, an instructor in electronics and 

music at Joliet Central High School in Joliet, 
IL, and Frenk, one of his students, parked 
themselves in front of a computer to find out. 
Their results were published in the June 
issue of Guitar Player. 
Among them: If a musician were to play 

only 12 major bar chords, using a beat per 
chord, and limiting the song to using all 12 
chords (but not using any chord more than 
once in any progression), he could write 
479,000,000 melodies 

If the musician were to limit himself to 
these same 12 chords, and was also al¬ 
lowed to use combinations of whole-, half-, 
quarter and eighth-notes, he could write 
12,400,000 000,000, 000,000, 000,000, 
000,000, 000,000, 000,000, 000,000, 
000,000, 000,000 tunes. If he were to throw 
in minor and 7th chords, the number would 
jump to . .. well you get the picture: on a 
clear day — or any other day — you can 
write forever! 

Copyright Royalty Tribunal 
Hearings Winding Down 

by the time you read this, the Copyright 
Royalty Tribunal will probably have 
heard its last argument on the mechan¬ 
ical royalty rate question. The hearings, 

22 days’ worth, were stretched over seven 
weeks. The tribunal has the rest of the year 
to digest the volumes of evidence present¬ 
ed and rule on whether the mechanical roy¬ 
alty rate should be raised, lowered, or 
scrapped for a percentage arrangement. 

In a future issue Songwriter will run an 
in-depth article focusing on the tribunal’s 
hearings, and outlining in detail the points 
made by representatives of the National 
Assn, of Music Publishers, Songwriters Re¬ 
sources and Services, the American Guild 
of Authors and Composers and the Nash¬ 
ville Songwriters Association, groups sup¬ 
porting a mechanical rate based on a per¬ 
centage of the retail price: and the Record¬ 
ing Industry Assn, of America, which op¬ 
poses any increases in the rate or the meth¬ 
od of payment. 

Guest Zinger Of The Month 
“Sometimes this business makes me feel 

like a junkie: 16 tracks and I'm busted!" 
— Don Arnold, Jr. 

North Hollywood, CA 

Zinger lovers, you've warmed the cockles of the 
Zinger Editor s heart by your letters of support in 
this the Zinger Recession. Sam Sullivan, of Bono, 
AR, you summed it up for all Zinger lovers when 

you wrote: ”1 like the GZOTM, and I hope it doesn't go 
the way of the 8% mortgage OR dollar-a-gallon gaso¬ 
line.’ It won’t, as long as you keep sending your music 
biz Zs to: Department of Zingers, Songwriter. P.O. Box 
3510, Hollywood. CA 90028. 

18 SONGWRITER/AUGUST 1980 



Val Mahonin Woody Bomar Michael Berman Bill Haberman Dale Tedesco 

CARIADA 
Vai Mahonin, administrator 

Have A Heart Music — PRO CAN 
Lovin' Heart Songs —CAPAC 

PO. Box 3713 Station B 
Calgary, Alb. T2M 4M4 

(403) 274-8638 
Also: Heart Records and Tapes, Northern 

Productions (jingles) 

Vai Mahonin was working as a legal 
secretary when she met Ron Mahonin 
six years ago. She began to work with 
Ron at night and on the weekends, 

helping him get Northern Productions go¬ 
ing. They married, and two years ago, she 
went to work at Heart Records full time. 
A song from Indiana writers Robert Na¬ 

jera and Dick Donahue, Gotta Touch You 
(found through “Who’s Who"), has been re¬ 
leased as asingle by Heart’s Doug Watt. Pat 
Hatherly has released Hotel Eldorado, a 
single that is an answer song to Lucille . And 
Ron Mahonin has cut his own master of It's 
Closing Time, published by April/ 
Blackwood, soon to be released in the U.S. 
Another “Who’s Who” find, Christina, (the 
writer, Bob Warren, had a song analyzed in 
May’s "Lyric Workshop”), tells a story of a 
pact with the devil and a gravestone that 
melts snow! It’s being cut by Rick Morgen¬ 
stern, who has been on Heart but is now 
signed to Meadow-Morgan Records. Marc 
Gordon is working on a screenplay of the 
story. 

Vai says: “We’re looking for female up¬ 
town country material for Pat Hatherly, in an 
òutlawish vein. Also, we want single hit-
oriented songs in MOR, uptown country, 
pop Top 40. We’re not in the market for nice 
album cuts. 

“I have to stress something. Last time, we 
got a lot of self-addressed, stamped enve¬ 
lopes from writers in the U.S. We can’t use 
U.S. postage to return your tapes. If you are 
sending a demo from the U.S., you either 
have to go to your post office and get an 
International Postage Voucher to send with 
your tape, or you should include a U.S. dol¬ 
lar with your tape, so we can buy Canadian 

By Pat & Pete Luboff 

stamps to send your tape back. If you are a 
Canadian writer, please include a self-ad-
dressed, stamped envelope and we’ll get 
your tape back to you. Writers who don’t 
comply with these requests will not have 
their tapes returned. You may send a max¬ 
imum of four songs. They must be complete 
songs, not just lyrics. Cassettes are pre¬ 
ferred, but reel-to-reel is OK only if you 
leader it front and back and in between 
each song. That really is important if you 
want to make a professional presentation. 
Send a lyric sheet for each complete song. 

“Don’t write songs just for your own 
pleasure, that only you can understand. We 
want songs that the public can relate to. You 
can write about your personal experience, 
but it has to be done in such a way that the 
public can connect with it.” 

HAWILLC 
Woody Bomar, Nashville 

representative 
Stickey Wicket Music — BMI 
Stick With Music - ASCAP 

4204 Kirtland Rd. 
Nashville, TN 37215 
Other Office: Denver 

Also: American Recording Studio 

Woody Bomar grew up in Nashville 
and has always been a music lov¬ 
er. During his teen years, he 
played guitar in several bands. 

He went to View Nam while in the Army, and 
there he met Joe Loesch. Joe and Woody 
became friends and together they pro¬ 
duced and directed the monthly AFVN TV 
show "Star Search" in Saigon. When Woody 
returned to Nashville, he was writing and 
pitching his own songs, and working for 
Fields Advertising. During his 10 years with 
Fields, Woody advanced from copywriter to 
executive vice president. Meanwhile, he 
was getting his songs published by Com¬ 
bine, Cedarwood and Eight Day Music. His 
cuts include In Momma’s Eyes and Country 
Sunday by Billy Rufus; The Jogger, by Sheb 
Wooley; It's Not What You've Got by Tony 

Joe White and a pop cover of Country Sun¬ 
day by Solid Gold. When Joe Loesch saw 
that placing songs in Nashville was hard to 
do from Denver, he called on his old friend 
and Woody agreed to represent Stickey 
Wicket there. Woody quit his “day job” last 
fall to devote all his time to writing and rep¬ 
resenting Stickey Wicket. 

Stickey Wicket has placed songs recently 
with the Hager Twins and Cathy Rigby. Both 
artists are being produced at Fame Studios 
by Mike Daniel. And Light Records, a Cal¬ 
ifornia Christian label, is releasing three 
Stickey Wicket Tunes. (This “Who’s Who" is 
something of a reunion. In 1978, Stickey 
Wicket and Have A Heart Music (see inter¬ 
view above) appeared in the same Who’s 
Who column; both received the same song, 
Angel In The Night. Stickey Wicket signed it 
first, but Have A Heart still wanted to cut the 
song. So it was released on its Heart label 
by Time Machine in Canada. Now, it is 
being recorded again, this time for release 
in the U.S., by Sonny Guracy, lead singer of 
Climax, with Marc Gordon of the Fifth Di¬ 
mension producing.) 
Woody says: “I’m especially looking for 

bright, uptempo, positive, well-structured 
country songs, but will listen to any style if 
it’s a great song. I prefer cassettes, but 
reel-to-reel tape with leaders between the 
songs is acceptable. Include lyric sheets 
and a self-addressed, stamped envelope 
for return of your tape. 

"Be sure that the songs you send are 
complete and as good as you can get them. 
Last time, we received tapes with no musi¬ 
cal accompaniment, incomplete lyrics, and 
demos by people who couldn't play their 
instrument. Only 5% of the tapes that came 
in were worth the time and effort of listening 
and responding. 
“Do three things: Read, listen, do. Read 

all the books you can about songwriting, 
such as the books you can buy through 
Songwriter’s bookshelf ad. Some believe 
you have to write from the heart only, you 
can't learn songwriting. But I say that's not 
true. You can gain insight into the business 
and write intentionally. Listen to the music of 
today for current trends. Do write. Write 
something every day. Stay open for ideas 
around the clock.” 
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new rone aka 
Michael Berman, chief of production 

Sugar N' Soul Music -ASCAP 
Sugarfree Music -BMI 

109-23 71st Rd, 
Forest Hills, NY 11375 

(212) 268-8060 
Also: Sugar N' Soul Management and 

Productions 

nichael Berman started out as an art¬ 
ist. At the age of 16 he began to 
work in various bands. He plays 
bass, guitar and piano; and sings 

and writes. During his career, he has played 
behind such artists as Dr. Hook, Black Sab¬ 
bath, Alice Cooper, Emerson, Lake and 
Palmer, Sha Na Na and Black Oak Arkan¬ 
sas. He got interested in sound engineering 
while working at two studios, a four-track 
and a 24-track. This led to an involvement 
with jingles. In 1975, he became interested 
in the publishing and production ends of 
music. His first production on RCA, Who /s 
Gonna Love Me, by Alfie Davison was cov¬ 
ered by the Imperials and went to Top 10 in 
Europe. 

In 1976, Michael was the lead singer in 
the group Sunrise, which was signed to 
Buddah. The album was coproduced by 
former Beach Boy and writer of I Write The 
Songs, Bruce Johnston; and Lewis Meren-
stein. Sunrise’s album was picked in all the 
trades and the group toured the East Coast 
in 1979, but soon afterwards broke up. 

In the fall of 1979, Michael joined his old 
friend from the first band he played in, Don 
Levy, president of Sugar N’ Soul. Early in 
1980, the company was expanded to in¬ 
clude management and production. Sugar 
N’ Soul publishes Dickie Lee’s cut of My 
Love's Still Strong, written by their profes¬ 
sional manager, Mark Sameth; Mundo Ear¬ 
wood’s Morning Star is a collaboration by 
Don Levy and lyricist on After The Loving, 
Alan Bernstein; and Loretta Lynn's single 
Pregnant Again, which Mark wrote with Lee 
Pockriss and S N’ S copublishes with Emily 
Music. The company has signed country 
pop/group the Lovett Brothers, and is pro¬ 
ducing an album with them; singer/writer/ 
guitarist Jeff Kline was earlier signed to ex¬ 
clusive management, publishing and pro¬ 
duction deals; Jerri BoKeno, who has re¬ 
leased a single in Europe, Here It Comes 
(And Here I Go Again), produced by Phil 
Spector, has two new singles produced by 
Michael , Surrender My Heart and Missing In 
Action. Sugar N’ Soul is also working with 
R&B artists Hernandez & Allecca. 

Michael says: "We're open to finished 
masters and song demos. The masters may 
be on reel-to-reel tape, but we prefer cas¬ 
settes for all submissions. Send no more 
than four songs and include a lyric sheet for 
each and a self-addressed, stamped enve¬ 
lope for the return of your material. We want 
rock, pop, R&B and some country material. 
We are also interested in groups that are 

looking for production. And we need duets 
in country, R&B and pop. 
“Make sure that your hooks are clear and 

that your title is developed. This company is 
lyric crazy. We look carefully at the lyrics. 

“If a writer is not an artist, he ought to 
consider what artists out there might cut the 
song. If you can’t come up with someone, 
it’s a problem. If you know who you are 
writing for, it helps a publisher.” 

can say ‘mine's better,' then you know 
you've done something. 

“A lot of people say they don't know what 
makes a hit, but we think we’ve found the 
definition. There are three parts to a song, 
the lyric, the melody and the feel. When all 
three are superior and mesh together, you 
have a hit.” 

Bill Haberman, direcfor 
Thik Trak Music — BMI 
An Ellison Chase Co. 
70 Carpenter Ave. 
Sea Cliff, NY 11579 

O AHŒLÔ 

ill Haberman and artist/writer Ellison 
Chase have been partners for nine 
years. Ellison had singles out on Lon¬ 
don and Big Tree, but they felt he was 

not really getting anywhere. So, they formed 
Thik Trak Music in January, 1979, mainly as 
a vehicle to advance Ellison’s recording ca¬ 
reer. They signed Arthur Jacobson and the 
three of them began to collaborate. In De¬ 
cember of 1979, they signed a copublishing 
deal with ATV in New York. 

Since then, they have been getting lots of 
action on their songs. Chaka Khan released 
Get Ready, Get Set, a Thik Trak song, as a 
single. Wet Willie's Jim Hall cut their Tm 
Happy That Love Has Found You On, former 
Supreme Mary Wilson recorded All In One 
Night, and Melba Moore cutSave This Night 
For Love. 

Bill says, “We need quality material for 
Ellison to record. He is in the Stephen 
Bishop/Kenny Loggins/Mike McDonald 
vein. I listen most in my car, so please sub¬ 
mit your demos on cassette tape. Send your 
best two songs. If you can say you have two 
great songs, that’s a lot to say. Include lyric 
sheets and a self-addressed, stamped en¬ 
velope for the return of the tape. And, please 
put your phone number on the tape. I put an 
ad in Songwriter two-and-a-half years ago 
and got a great song, a song I still want. 
There was no name, address, or phone 
number on it. If you wrote Yesterday’s Song, 
get in touch with me! 

"Like all songwriters at the start, we 
thought if we had 50 songs that they were 50 
great songs. But it wasn’t so. We saw so 
many publishers say ‘next.’ Once we got 
past the bitterness, we saw that they were 
right on the money . . . the songs weren't 
there. We used Songwriter as a tool, and we 
learned to pick out the things in our own 
songs that were weak. Now, suddenly, we 
have credibility. Don’t give up if someone 
says 'next' to you. Have faith in your own 
material, not every publisher knows what 
they’re doing. 

“There are no new ideas, just new ways of 
doing it. A good trick is to compare your 
song to one on the charts or one that has 
been a hit about the same subject. Ask 
yourself ‘Am I saying that as well as they’re 
saying it?’ Be honest with yourself, and if you 

Dale Tedesco, director of creative 
musical services 

Rubicon Music - BMI 
Dunamis Music -ASCAP 
8319 Lankershim Blvd. 

N. Hollywood, CA 91605 
(213) 875-1775 

Also: Rubicon Productions (Freddie Piro), 
Rubicon Management. Mamma Joe's Studio 
(24 tracks), and Good News Records (gospel) 

ale Tedesco is the son of drummer 
Tommy Tedesco. He has been in the 
music business since 1967, and this is 
his third time in "Who's Who.” When we 

profiled him in January, 1976, he was pro¬ 
fessional manager at MCA Music. By June, 
1978, he was professional manager at ABC 
Music. After MCA bought out ABC in 1979, 
he joined Rubicon. 

Rubicon manages, produces, publishes 
and records (in its studio), Ambrosia. The 
company has been involved with Ambrosia 
for 10 years, ever since it was a bar band in 
Encino, CA. The group has since released 
six albums. Its first hit was Holdin' On To 
Yesterday, its most recent was The Biggest 
Part Of Me. Rubicon just signed another act 
of its, as yet unnamed, to Atlantic; and is 
grooming a third act, Wink. Dale says, “We 
cut a half an album and pitch it to labels. We 
get them on the road to commerciality. 

“If we hear a hit from a songwriter/artist, 
we may get involved with the writer as an 
artist. We want to sign self-contained artists 
with hit material, and hit songs by writers. 
We are open to having managers approach 
us with artists for production and publica¬ 
tion. We have four or five producers working 
with us, and we have in-house publicity and 
promotion departments. We are a small but 
effective operation. 

“Our gospel label, Good News, is eight 
years old, and is distributed by Word. Artists 
on the label include Chuck Girard, Billi 
Thedford and Terry Clark. 

“Because of the state of the music busi¬ 
ness today, everyone’s getting back to hit 
songs. We’re looking for R&B pop, pop 
MOR, Top 40, and country. You may send in 
one or two songs on cassette only with lyric 
sheets and a self-addressed, stamped en¬ 
velope if you want your tape back. 

“I'd advise songwriters to tailor make their 
songs to fit an artist. They have to have 
strong lyrics and incredible melodies. Don't 
get discouraged.” 
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As we read the lyrics being sent in we 
find it harder and harder to pick out 
the ones to review. You're all good! 
Remember, if we didn't select your 

lyric this month, try us with another one next 
month. 

Nearly everyone is sending in songs that 
follow some formula. But there are still some 
who aren't. Please note that you can have 
either verse/chorus songs, where your title 
would be in the chorus each time, or verse/ 
bridge songs, where the title is at the end of 
each verse or the first line of each verse. In 
the following song the title is at the end of 
each verse. 

Give My Broken Heart 
A Break 

By Patti Gianini ' 
West Haven, CT 

You stole my heart when I wasn't lookin' 
And broke it way beyond repair 
I loved you then, but I've run outta reasons 
So don't come back pretendin' to care 
'Cause I've had all the hurt that I can take 
So please. Give My Broken Heart A Break 

I guess oid lovers just love to haunt you 
Well, I won't lay my love on the line 
I'm through Iosin' the game you've been playin' 
'Cause your goodnites always mean goodbye 
Babe, you're in my book of bad mistakes 
So please. Give My Broken Heart A Break 

Now and then, I feel the same 
But I ain't as dumb as I used to be 
'Cause I know you're the love of your life 
So tell me, where does that leave me? 

I'm tired of livin' on the edge of leve 
While you tease me with a dream 
No hard feelings, but I can't be your fool 
Once bitten, twice shy's what I mean 
And I gave all I got. it's my turn to take 
So go away, and Give My Broken Heart A 

Break 
© 1980 by Patti Gianini 

By Annette Tucker 
& Arthur Hamilton 

both verses. They are clever, and we felt the 
anger in them. It’s important to establish an 
emotional attitude when you’re writing a 
lyric. This one really lets us know she’s mad. 
The bridge is wonderful, and a change 

from the verses, which is what a bridge 
should be. We like to refer to the different 
parts of a song as "identities." The bridge 
has its own. 
When we got to the third verse we needed 

a little different thought in order to progress 
the story. What this particular verse says is 
basically the same thing that was said in 
verses one and two. For example, the writer 
might use her own wonderful line, / know 
you’re the love of your life, as a lead-in 
thought to the third verse. The line would 
remain in the bridge, but would provide the 
subject matter for the verse that follows. For 
example, one of the lines in the third verse 
might be, "So keep thinking of yourself and 
how you want to be free,” leading to the title 
line. We don't suggest that you use our line, 
but we think the idea that he was selfish and 
thought only of his own life should be incor¬ 
porated in the third verse. 

All in all, a good lyric! 

Dynamite! Right away the title drew us 
in. The first verse was really interesting. 
Remember how important it is for the 
beginning of the song to grab your 

attention immediately. When producers or 
publishers or artists are listening to a lot of 
songs at one time, if they aren’t grabbed 
right away by the first line of a song they will 
stop and go on to the next one. They should 
be grabbed here . . . what a picture the first 
two verses paint! 
When we got to the chorus we loved ev¬ 

erything except the last line, which in this 
song is the pay-off line. But it doesn't pay off. 
Maybe the writer connected it with the sec¬ 
ond line, You’re makin’ my head spin all 
around, but it just didn’t happen. 

The third verse was great. It progressed 
the story very well. 

Now, about the fourth. It isn't that we 
didn’t like it. We did, but the last three lines 
don’t seem strong enough for the ending of 
the story. We suggest that you make a 
bridge out of the last verse. That will require 
a different pattern; perhaps two lines that 
would lead to the chorus. They should say 
something emotional or philosophical. 
We feel that this lyric should have a coun¬ 

try melody. 
Good luck on these lyrics, Patti and An¬ 

thony, and let us in on any good news con¬ 
cerning them in the future. That goes for the 
rest of you “Lyric Workshop" alumni . 

We felt this song was well put to¬ 
gether, as a whole. She followed 
her title very closely. The appro¬ 
priate melody would seemingly 

have a country flavor. 
The story might start out a little better if the 

second verse became the first verse. We’d 
like you to read the lyric again. See how the 
second verse sets up the story? It seems to 
be more of a beginning. / guess old lovers 
just love to haunt youis a phrase that really 
grabs our attention. You stole my heart when 
I wasn’t lookin' tells us more about what took 
place, and we think that would be a good 
continuation for the second verse. We love 

While She’s Makin’ My Bed 
By Anthony G. DiFiore 

Springfield, PA 

Well I never was one to go lookin' 
Never gambled with what I ain't got 
But you sashayed in 
Spellin' out sin 
And I guess that I just forgot. 

And the music was playin' too loud 
That silk dress was drawin' a crowd 
When your eyes met mine 
They started to shine 
And the beer made me feel much too proud 
(Chorus) 
While She's Makin' My Bed 
You're makin' my head 
Spin all around. 
While she's fixin' my meals 
You're makin' me feel 
Like I'm not cornin' down. 

So you walked on over to my stool 
And we had one more for the road 
Then you said "Let's leave," 
While tuggin' my sleeve 
And I knew that I couldn't say no. 

Now I'm wakin' up Sunday momin' 
That silk dress is there on the floor 
And I look in your eyes 
Tellin' momin'-after lies 
Bout lovin' and cornin' back for more. 
(Repeat Chorus) 

© 1978 by Anthony G. DiFiore 

Annette Tucker is the director of ASCAP's Songwriters' 
Workshop West. As a writer (I Had Too Much To Dream 
Last Night), she's been under contract to Four Star Mu¬ 
sic, Warner Bros., Don Costa, Shapiro-Bernstein and 
Motown. 

Arthur Hamilton is the writer of Cry Me A River, He 
Needs Me, Sing A Rainbow and Till Love Touches Your 
Life. He is a vice president of both ASCAP and the 
Academy of Motion Pictures Arts and Sciences. 

Want Your Lyric Analyzed? 

Annette Tucker and Arthur Hamilton will 
give your lyric every consideration for 
publication in this column, provided 
you follow these guidelines: 1. Your 

lyric must be typed and double-spaced. A 
copyright notice must appear at the end of 
the lyric (only copyrighted songs are eligible). 
2. On a separate piece of paper, type the 
following: “I grant permission to Songwriter 
Magazine to reprint the lyric to my song, (title 
of song), in its 'Lyric Workshop' column, for the 
purpose of analysis." Sign your name and the 
date. Also, please type your address and 
phone number on this sheet. 3. Address your 
lyric to: Lyric Workshop. Songwriter Magazine. 
P.O. Box 3510, Hollywood. CA 90028. 4. 
Please, only one lyric per envelope, and 
only one submission per month! Also, do 
not enclose a stamped, self-addressed enve¬ 
lope, as no lyrics can be returned or acknowl¬ 
edged. 
Readers whose lyrics are chosen for analy¬ 

sis in "Lyric Workshop" will be notified by 
phone. A Songwriter tee shirt will be award¬ 
ed to the writer of every lyric that is published. 
Good luck! 
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Behind Closed Doors 
What A Nashville Secretary 
Learned About The Songbiz 

My first day in Nashville, I happily high-
stepped my way through the deep¬ 
est snow in the city’s history, certain 

that I'd soon be basking in the warmth of 
acclaim waiting for me on Music Row once 
my songwriting talents were discovered. 
Tapes of my best material tucked securely 
under my arm, 1 was making my first journey 
to those few blocks where the offices of most 
country music record labels, music publish¬ 
ers and record producers are located. 

Several hours and appointments later, my 
tapes were still under my arm and melting 
snow seeped through a seam in my boots. 
Meanwhile, delusions of grandeur oozed out 
of my ego, deflating it to normal size. The 
first time I heard the home demos of my 
potential hits amplified through a publisher's 
powerful sound system, I realized how un¬ 
professional they sounded and I wanted to 
sink into the thick shag carpeting as the 
tinny notes thinly trickled out. However, only 
one publisher told me to forget the whole 
thing and go home. Others had been en¬ 
couraging . . . even if not ecstatic. Song¬ 
writing fame and fortune was going to take 
longer than I'd planned. 

Warm socks and supper revived my re¬ 
solve and 1 decided that I’d stay in 

Nashville. Besides, I'd already resigned from 
my job as business manager for a country 
band in California and I didn't want to face 
my friends there without giving songwriting 
a serious try. They'd sent me off with such 
high hopes. 
Back there in sunny California, I'd been 

confident that my proven abilities as a free¬ 
lance writer or at least my secretarial skills 
would support me in Nashville until my 
songs were recorded. I’d heard the tales of 
struggling songwriters. In Nashville, they be¬ 
came a reality. 

In a city with a large transient population 
where there is much suspicion of “music 
bums,” I found temporary jobs low-paying 
and apartment rent high. I began to know 
what it meant to “pay dues." My California 
car succumbed to the freezing weather, only 
moving when securely attached to a tow 
truck. My Russian Blue cat—the only warm 
and friendly thing in my life at the time— 
was catnapped by a demented landlord. 
One apartment later, 1 began work at a 

local university where salaries were low but 
songwriting and music composition courses 
were free. 
As 1 met other striving songwriters in and 

out of class, I heard stories of disillusion¬ 
ment by some who’d been in town four, five, 
even six years. 

“It’s a closed clique," one grumbled. "No 
one on Music Row will listen because they're 

By Ellen M. Brooks 
just going to cut the producer's or artist's 
own songs. You gotta know somebody." 
The successful songwriters who spoke at 

the school's seminars refuted this. 
"There’s room for new talent," Mike Kös¬ 

ser, cowriter of (It Don 't Feel Like Sinnin' To 

I’d been spending very little time writing. I 
realized it’d been quite some time since I’d 
left any new material down on Music Row. 
Even then, as the receptionist tossed my 
tape box on a pile of similar ones, I’d been 
convinced that it was the Automatic Reject 
Pile anyway. 
Two years had passed since my overcon¬ 

fident arrival in the city. I felt I had to learn 

Ale), stated. "I came here not knowing any¬ 
one—now look at me." 
Another gold record writer, Randy Good¬ 

rum, pointedly asked complaining class 
members exactly how much time they spent 
writing songs. 

“Most people who tell me they want to be 
songwriters spend very little time actually 
writing," he said. 

1 squirmed guiltily. I’d found such satis¬ 
faction just talking about songwriting that 

the truth. Was my struggle to crack the mu¬ 
sic industry all in vain? How did a beginner 
get songs recorded in Nashville? 

I set out to get a job—any job—on Music 
Row. Earlier I resisted trying to find a sec¬ 
retarial job in the music business. Even 
though Kris Kristofferson had overcome his 
status as janitor at Columbia Recording Stu¬ 
dios, my instincts had been to avoid getting 
classified as a secretary instead of song¬ 
writer. Nevertheless, when I was offered a 
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position as receptionist for a top indepen¬ 
dent record producer, 1 eagerly accepted. 
This offer, which I would have scorned those 
first few blissfully ignorant days in town, now 
sent me happily skipping out into the sun¬ 
shine of Music Row. At last 1 was going to 
get behind those closed doors of Nashville 
and see what really happens. 

The job 1 had was particularly appropriate. 
I was in daily contact with top publishers 

and songwriters. A look at the first week's 
appointments dizzied me—so many names 
I’d read on the charts were there. In the first 
few weeks, 1 was able to meet nearly all the 
writers I'd idolized. 
As I began my job, word had just gone 

out that the producer was recording several 
major artists soon and needed new material. 
The first thing I learned was the sheer vol¬ 
ume of the competition. As soon as the news 
was out that the producer was listening, even 
before the information was printed in the tip 
sheets, tapes started pouring in. Publishers 
and writers brought tapes in person, mes¬ 
sengers dropped off tapes, and every day’s 
mail brought more. My desk and every sur¬ 
face was stacked with boxes. I peered from 
behind tottering towers of them and learned 
not to make sudden moves. 
What chance does an unknown have with 

this kind of competition? When tapes were 
played, 1 made like a fly on the wall, soaking 
up all the comments—trying to figure out 
why some songs were rejected and others 
kept for consideration. 

I can report with satisfaction that most of 
the tapes were given at least a perfunctory 
listen. Many, however, were clicked off be¬ 
fore the first line or two of the lyric was com¬ 
pleted. What Id learned about the importance 
of a hook at the beginning of a song was 
reinforced. Other observations: Much of the 
material was inappropriate for the artist. 
Other songs were obvious imitations of the 
artist’s previous hits. Many of the songs were 
just poorly written. 

Of course not all the material rejected was 
inadequate. Many songs from proven writers 
were rejected. Obviously some of these will 
eventually be recorded and a few may be 
hits. A pro writer told me he’d learned not 
to take rejection of his songs too seriously. 
It was just one person’s opinion and largely 
a matter of timing—the right song for the 
right artist at the right time. He said he never 
had less than 25 songs in circulation at one 
time. 
Some of the new writers obviously had all 

their hopes pinned on the one tape they’d 
left with the producer. They called me al¬ 
most hourly for a status report—to see 
whether I knew if their song had been re¬ 
jected yet. I didn't resent these calls as I know 
how important that first cut is, but I couldn’t 
help wondering if they’d be better off to 
adopt the pro writer’s attitude of “playing the 
odds” and spend that time and energy on 
writing new and better songs. 

Finally, as the artist and his entourage 
trouped into the producer's office for the 
final selection of songs, I hoped that one of 
the unrecorded writers I'd befriended would 
receive one of the “We're going to cut your 

song!" phone calls. As the songs were se¬ 
lected and I made the calls to the appro¬ 
priate publishers to notify them, none of my 
unknown writers had been selected. 

“Most of the tapes 
were given at least a 
perfunctory listen 

. . . What I’d 
learned about 
the importance 
of a hook at the 

beginning of a song 
was reinforced.” 

Unfair? Not really. While I hoped that a 
competent beginner would be encouraged, 
I realized that none of the novices’ songs 
were stronger than those chosen. True, a 
song written by the producer and another 
by one of his staff writers was chosen. The 
artist, not a writer himself, selected one by 
a friend of his. Other songs by hit writers 
and some standards were chosen. All of the 
songs were picked because the artist and 
the producer thought they were strong 
songs—friendship and royalty rights aside. 

1 could see that the competition a new 
writer faces is almost overwhelming. Add to 
that the tendency to go with the writer with 
a track record when other things are equal. 
But I did feel confident that a really good 
song would win out—no matter who wrote 
it (Going with the proven writer is not unfair; 
this situation exists in any kind of endeavor. 
The new writer just has to try harder.) 

Also, it became evident that most pro¬ 
ducers don’t have the inclination or time to 
develop raw writing talent—not when there 
are so many pro writers around. 

Besides being able to observe firsthand 
the process of song selection in the 

producer’s office, 1 also had daily contact 
with many working writers and Nashville’s 
top publishers and I unabashedly grilled 
them for advice. Without exception, they 
were generous with their help. 

1 learned that while a producer may be 
looking for songs, a music publisher is look¬ 
ing for songwriters. It made sense that it 
would benefit a new writer to associate with 
an active reputable publisher. I asked the 
publishers how they found writers—what 
impressed them about a new songwriter. In 
doing so, I found out the major mistake 1 
had made those first few days in Nashville. 
The publishers said they looked for evi¬ 

dence that a writer could consistently pro¬ 
duce promising material. They were willing 
to work with those who could. 
How does a writer do this, I asked. 
“It’s very important to keep going back to 

the same people who encourage you—take 
them new material. If they give you advice 

about rewriting a song, do so and take it 
back to them.” 

Instead of going up and down the Row 
looking for a publisher who loved me the 
way I was, I should have returned again and 
again to those who asked me to. 

I asked the publishers about demos, re¬ 
membering my embarrassment the first day 
at the unprofessional quality of my home 
demos. Every publisher emphatically said 
that a writer should not spend time and 
money on professional studio demos; a 
clear home demo suffices. If the song is 
strong enough, the publisher will be able to 
hear this and it will be his responsibility (at 
his expense) to make a fuller demo if nec¬ 
essary. A publisher explained that the be¬ 
ginning writer doesn’t usually know which 
of his songs are worthy of the expense of 
a studio demo. 
Because of this necessity of establishing 

credibility with publishers, it is very advan¬ 
tageous for the writer to live in or near a 
recording center like Nashville or New York 
or Los Angeles. If a writer doesn’t live in one 
of those places (or another recording cap¬ 
ital), he should keep up with the industry 
through the trade publications and maga¬ 
zines like Songwriter. Visits should be made 
to the nearest recording and publishing cen¬ 
ter whenever possible to meet people, learn 
names, and establish relationships. After re¬ 
turning home, the writer can use the tele¬ 
phone and postal service to keep in contact 
with any who have encouraged him. While 
being careful not to become a pest, brief, 
businesslike telephone calls to receive in¬ 
formation about what kind of material is 
being sought or to give notice of a new tape 
on the way can make the writer seem more 
“real” and accessible to the publisher. 

Besides daily conversations with publish¬ 
ers, 1 received frequent lectures from the 
writers on how a song is written. But the 
most valuable piece of information I learned 
was not craft-oriented. It was about time 
... and how it takes a lot of it to get estab¬ 
lished as a working writer. I was told it would 
take me years to get established. Years—not 
days or weeks or months. While this may be 
discouraging to a new writer, one of the top 
writers in Nashville said: “It may take a long 
time, but you’ll enjoy the years if you love 
to write." 

1 saw many otherwise-talented writers give 
up in disillusionment and disgust when they 
realized how long it takes to start getting 
regular cuts. Obviously perserverance is as 
important to a writer as talent. 

My experience with producers, publish¬ 
ers, songwriters and artists really opened 

my eyes to the realities of the business. But 
far from depressing me, the information 1 
was given and gleaned with my own eyes 
and ears has encouraged me to keep writing 
and plugging. Hope you will too. You can 
get on the other side of those closed doors. 

El Brooks, as she's known, now makes 
her living writing entertainment articles. As 
a tunesmith, Tm still lookin' for my first cut. 
And I'll get it one day. " 
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How Janitor Johnny Mullins 
Swept His Way To 

Songwriting Success 
By Heno Head, Jr. 

After the 1979 Grammy Awards show, Mullins (right) posed with Emmylou Harris, Grammy-winning singer of his Blue Kentucky Girl, and ‘office 
worker" Mike McDonald. 

These days songwriters come from 
anywhere in the ball park—bullpen to 
bleachers, left field to left out, sea to 

shining sea. Take the case of Johnny Mullins 
of Springfield, MO. Johnny works for Wilder 
Elementary School, blow if the man with the 
most keys is the boss, then at Wilder Ele¬ 
mentary Johnny is it. He has the keys to the 
front door, the classrooms, the cafeteria, the 
gym. You see, Johnny’s the janitor. 

Lest you should think ill of his profession, 
keep in mind that Johnny is a songwriter 
... a good one. Ask Emmylou Harris. She 
recorded his Blue Kentucky Girl and grabbed 
a Grammy earlier this year for the trouble. 
Johnny himself was nominated for country 
songwriter of the year. 

At the Grammy festivities Johnny was 
treated like visiting royalty. Actually, his 
glamour week began a few days earlier back 
at Wilder, when the students gave him a 

surprise send-off. The party came complete 
with a new dust mop—with bills of various 
denominations tied to all the strands. The 
kids chose this way to pay part of the West 
Coast travel expenses for Johnny, his wife, 
and daughter. You might say the creative 
custodian was getting by with help from his 
little friends. The grade school proceedings 
were covered by a UPI reporter from St. 
Louis, and before Johnny had lifted off for 
Hollywood the story about the songwriting 
janitor broke nationally. From then on it was 
a case of who could outdo whom in wel¬ 
coming the 56-year-old Grammy nominee. 
“When I got out there things started pop¬ 

ping," Johnny recalls in a voice that flows 
as smoothly as honey down the side of 
Ozark hardwood. “I got to the Biltmore— 
with all these interviews and phone calls— 
and thought, my, what’s going on here? 
There’s no way all the songwriters in LA. 

and Hollywood could have deserted this 
place and left it all to me. 

“I got to studying about it and thought 1 
knew what was happening. I don’t have 
much education, and most of what I do have 
I’ve gotten from watching folks with an ed¬ 
ucation. So I figured this whole thing had 
kind of an underdog ring to it The people 
in Hollywood told me the same thing. They 
said because I was a school janitor, people 
were rooting for me. Some of them even 
predicted it wouldn’t stop when I got back 
home. Sure enough, they were right. I'm still 
getting mail from all over the United States." 
The unhurried pace of Johnny’s personal 

life is light-years away from the Grammy 
hoopla. His discourses are a mixture of col¬ 
lege professor and backwoods philoso¬ 
pher—you know he knows what he’s talking 
about, but you don't mind listening. Johnny 
periodically punctuates his remarks with 
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Rufus Reid on Bass and Bose 
Rufus Reid. Acoustic and electric bass artist with Eddie Harris, Nancy Wilson, 
Thad Jones— Mel Lewis, and Dexter Gordon. Teacher, clinician, and author of 
"The Evolving Bassist." A bassist’s bassist. When Rufus Reid performs, he wants 
the subtlety of his playing and the tonal beauty of his 150-year-old upright bass to 
come through to his audience. So he uses a pair of Bose Model 802 cabinets as 
his speaker system. Here is what Rufus Reid says about Bose and bass: 

"With the 802 System, I am able to get greater clarity and definition than with the 
other speaker systems I have used. The 802 lets me hear more clearly what I am 
playing and really home in on the fundamental pitch, all the way down to low E. 
Its broad dispersion gives my bass a sense of spaciousness that allows me to play 
at lower levels and still be heard everywhere. Using the Bose 802 system has 

helped me get my playing a lot cleaner because it amplifies all of the little problems so I can hear them." 

Hear for yourself why the Bose Model 802 speaker is the choice of Rufus Reid and so 
many other talented artists for bass, keyboard, sound reinforcement and monitor 
applications. Visit your authorized Bose Professional Products Dealer soon for 
a comparative audition. 

Fãose Corporation, Dept. SW 
The Mountain 
Framingham. MA 01701 

I Please send me a copy of the Bose 
I Professional Products Catalog and a 
i complete dealer list. 

Name 

Street 

City_ 

State _ 

Tel. (_ 

Bose for Pros 



200-watt smiles. If there's anybody who's in 
touch with himself, and satisfied with what 
he’s found, it’s Johnny Mullins. In recapping 
his life, both chronologically and lyrically, 
Johnny traces an uphill path. 

I grew up in the Ozark Mountains," he says. "I was raised in a log cabin and went to 
a one-room schoolhouse up to the eighth 
grade. Seems like even back in those days 
I was able to make up jingles and rhymes. 
We’d be out rabbit hunting or squirrel hunt¬ 
ing and the other boys would try to get me 
to make up a song about a dog, or hunting, 
or something like that I could just about 
always do it, so I’d make up one to pacify 
'em. I didn't get serious about songwriting 
until I was 18, though." 
That was just about the time Johnny 

moved to Oregon, to try his hand at being 
a lumberjack. Concerning that period he 
says, “Out there in Oregon is where 1 de¬ 
cided to be an entertainer. It wasn’t long 
before I was making out pretty well at it, too. 
1 was appearing on some local radio shows 
and getting mail from little lovesick gals out 
in the sagebrush, but my singing carried me 
places I didn't want to go. I just didn't care 
for singing in bars to drunks, so I decided 
to drop the singing part and stick with song¬ 
writing.” 

With his dreams of entertaining dashed 
on the rocks, so to speak, Johnny returned 
to the Ozarks—this time to Springfield. The 
year was 1952. Two years later he got his 
first break. Porter Wagoner was in town; 
Johnny met him; a little demo here, a little 
polish there; and, pow, the chemistry was 

All 
Songwriters 

Here is a great opportunity for all 
songwriters. I am looking for new 
songs and material for my new re¬ 
cording orchestra. I have a top¬ 
rated eighteen piece “Big Band 
Dance Orchestra’’ in Pittsburgh, Pa. 
If your song is selected it will be 
recorded on our new Record Al¬ 
bum. Good ballads, or new type of 
catchy songs, or good Western 
songs that will work in with the 
Big Band Sound. No rock . Please 
call or write (send stamped enve¬ 
lope for return.) 

Río Richert’s 
Orchestra 

2624 Wyncote Rd., Bethel Park, Pa 15102 
Phone (412) 835-0593 

Circle number 37 on the reader service card 

better than bat wings and frog eyes on Hal¬ 
loween. Johnny's Company's Comin, ' as re¬ 
corded by Porter, peaked out at No. 3 on 
the country charts. 
The publisher on that one was Earl Barton 

Music in Springfield. The company is owned 
by Si Siman. In the early 50s Johnny and 
Si were starting their respective careers. 
Company’s Cornin' was their first hit, and 
they’ve been together ever since. 

“I’ve done business with other publishers,” 
Johnny explains, "but Si is the main one. 
People don't realize we've got a big publisher 
right here in Springfield." 

So today Johnny’s in an enviable position. 
One most songwriters would give their 

guitar, sports car, latest demo, and love life 
to be in. Well ... maybe not their latest 
demo. He has a publisher. That’s worth 
framing, underlining, and italicizing. Throw 
in trumpets and a drum roll. He has got a 
publisher! He can write a song, make a cas¬ 
sette demo, take it across town, and know 
it will get a serious listen. Talk about reaching 
the carrot at the end of the turntable. 

Including Company's Cornin' in 1954, 
Johnny has had seven of his songs re¬ 
corded. Four climbed into the country Top 
10. Other than Porter’s hit they were Legend 
Of The Big River Train, by the Wilburn 
Brothers; Success, by Loretta Lynn; and, 
Blue Kentucky Girl. Actually, Blue Kentucky 
Girl has scored twice. The first time was with 
Loretta Lynn's original cut in 1964. And, of 
course, this year's Grammy near-miss with 
Emmylou’s version has been the personal 
high-water mark of Johnny's career. 
Johnny shoots from the hip when ana¬ 

lyzing his own writing progress. “I’ve prob¬ 
ably written 500 songs," he says. "About 400 
of those deserved to be thrown in the trash 
can. In fact I wrote the majority of them 
before 1 learned how to write songs. When 
I started out I was like all writers. I’d turn out 
this trite stuff and think it was good, but it 
wasn't. 

“Lately, I haven't been submitting any¬ 
thing unless I think it can be a hit. I'm not 
writing as many songs as I used to, but I'm 
shooting for more quality. I’ve only written 
five songs since the Grammys, but I think 
all five can be hits. My publisher has listened 
to them and he agrees. The main thing is, 
I want the producers and artists who hear 
my demos to know I’ve only submitted 
songs that both myself and my publisher 
think can be potential hits. That way they 
won’t lose confidence in me.” 

Having been at the trade for the better 
part of 30 years, Johnny has some definite 
views on the art of songcrafting—views he 
has no reluctance about sharing. In his mel¬ 
low voice he asserts, “I believe we should 
treat songwriting like a profession, just like 
being a lawyer is a profession. A lawyer’s job 
ought to be done in his law office. People 
don’t want to hear him walking down the 
street quoting law. 

“I think a songwriter should have a place 
to work, too. 1 don’t care where it is ... 
maybe it's a woodshed, or a study, but 
somewhere in private. Then when the time 
comes to go out in public, leave the song-
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writing behind. Don't go around acting like 
a nut on the street. People would get to won¬ 
dering what's the matter with you. It gives 
songwriting a bad name. I’ve always said that 
I have tried not to act like a songwriter. Now 
I don’t mean that as a slam against song¬ 
writers, because I’m one myself, but I think 
we ought to treat it like a profession. 
“When it comes time for me to go to work, 

I put my writing away. I figure my time be¬ 
longs to the school. Oh, sometimes a good 
idea might come while I'm sweeping, and 
I'll get a paper towel and write it down for 
later. But I don’t ever just sit down and write 
a song while I’m at work." 
Johnny avoids having to write “on the 

streets" by getting up at four each morning. 
He does the biggest part of his sleeping 
these days on a bed in his little two-by-twice 
study. His reasoning is that his wife doesn’t 
care to hear him playing his guitar by the 
light of the stars. After lying in bed for a 
while, “. .. to get the old wheels going," 
Johnny moves over to his worn, wooden 
desk. There he begins making serious in¬ 
roads into his mind. 
About these daybreak sessions he says, 

“I don’t ever just sit there and wait in some 
kind of inspirational daze, hoping something 
will fall from the sky. I believe in working at 
songwriting. Most of the time I have various 
methods of searching for ideas ... juggling 
words around, or taking two ideas and put¬ 
ting them together. What I'm trying to do is 
get the idea for a title. I've got to get the title 
first because that's what the song is all about. 
Once I get the idea for a title and a theme 
for a song, then I start to get excited." 

As a songwriter Johnny has generated 
enough excitement to have done well, 

but one can’t help but wonder if he could 
have made it bigger in Nashville. To this he 
answers, “I probably could have gotten a lot 
more records out if I had lived in Nashville. 
But, I was brought up here in the Ozarks 
and this is where 1 want to live. I haven’t got 
anything against money, but there are other 
things more important to me. One of them 
is being able to live here in this area where 
I grew up. And you see, just because I don’t 
live in Nashville doesn’t mean I can’t go 
down there and promote my songs. When 
I was younger that's what I’d do. I’d fly down 
about every month or two. These days I let 
my publisher do that road work. 

"Fact is, I had a chance to sign an exclu¬ 
sive writing contract in Nashville if I had 
moved down there. I turned it down, though. 
The thing of it is, every song I’d have written 
would have belonged to that publisher. I 
might have written a couple of hundred 
songs, and he may have only got 10 re¬ 
corded. That's 190 lost. And I won't do that. 
I won’t let a publisher tie up my songs. I 
admit this has held me back, because pub¬ 
lishers are reluctant to take a song under 
these terms. But they're my terms. My pub¬ 
lisher and I have an agreement—just a ver¬ 
bal one, without a written contract or anything 
like that. While he pitches my songs I don’t 
do anything with them, but if he strikes out 
then I’m free to sell them anywhere 1 can. 

(continued on page 70) 



THE ONE-KNOB 
SQUEEZER. 
A compressor/limiter 
that gives you a free hand. 
There are times in the life of every studio operator when an 
extra hand would make things a lot easier. It’s for times like 
those that dbx designed its new Model 163 compressor/limiter. 
We call it the “one-knob squeezer” because it has only one 
control—to adjust the amount of compression desired. As 
you increase the compression ratio, the 163 automatically 
increases the output gain to maintain a constant output level. 
It’s quite clearly the easiest-to-use compressor/limiter on 
the market. 

But that’s not all. Because the 163 is an “Over Easy” 
compressor/limiter, too. Which means that as the signal level 
crosses the threshold, the 163 gradually adds the desired 
amount of gain change over the range of several dB. The 
result is the most natural-sounding compression you’ve 
ever heard. 

The 163 is as easy to install as it is to operate. It’s light 
and compact—two may be rack mounted in a 1%" space— 
and it interfaces easily with phono connectors. 

But the easiest part of this “Over Easy” limiter is 
its cost. The nationally advertised value of the 163 is $189.* 
With the money you save on a pair of 163s, you can get two 
extra hands in the studio. You ■ ■ 
can hire yourself an assistant. I K 
dbx, Incorporated, 
71 Chapel Street, BB 
Newton MA 02195, 
617-964-3210 Making Good Sound Better 

♦Nationally advertised value. 
Actual prices are set 
by dbx dealers. 

Circle number 25 on the reader service card 



Name a Top 10 and Styx, one of America’s most 
successful rock groups over the last half dozen 
years, has probably been in it. 

For 1979, Billboard gave this Chicago-based group 
these rankings: Sixth Place, Top Album Artists; Seventh 
Place, Top Album of the Year (for “Pieces of Eight”); 
Fourth Place, Box Office (6,000-20,000-seat arenas). In 
the Top Overall Pop Group category, Styx finished fourth 
. . . ahead of more-publicized groups such as the Doobie 
Brothers, Village People. Blondie and Bob Seger and the 
Silver Bullet Band. 

In 1979, Styx also savored the triumph of a No. 1 song 
on Billboard's Hot 100. Although Styx had come close 
before—Lady and Come Sail Away were Top 10 hits— 
Babe, which hit No. 1 last November, was the group’s 
first single to go all the way. It went all the way with the 
readers of Songwriter too, who recently voted Babe Pop/ 
Rock Song of the Year. 
Seemingly in charge of Styx’s Top 10 Singles Depart¬ 

ment is keyboards player Dennis DeYoung, who wrote 
and sang each of the above songs (none of the other four 
members, save for guitarist Tommy Shaw, writes). Al¬ 
though he’s a solid musician and excellent singer, De¬ 
Young says, “I consider songwriting the most important 

Writing The Hits For Styx thing I do.” 

“Write lyrics 
that are really 

genuine to you ... 
something you really 

feel.” 

By Rob Sanford 

Dennis has been doing it since the mid-60s, after “the 
Beatles made it legitimate to write your own songs, sing, 
and play in a band.” 
He continues: “The reason Styx got together in the first 

place is we wanted to be the Beatles.” It was a lofty 
though common aspiration for neighborhood bands of 
that day (the members of Styx were literally neighbors, 
growing up on the south side of Chicago), but Styx proved 
to be very serious about being the Beatles: “At one time 
we only did Beatles stuff. In fact, just before we got our 
first recording contract we did the whole back side of 
'Abbey Road,’ start to finish, when we performed.” 
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band—movie themes, main title themes, 
etc. I'm looking to vent this creative energy 
of mine.” He adds that he's accumulated a 
"catalogue" of songs over the years that he 
didn't deem appropriate for Styx, softer 
songs like Babe (for the great story behind 
the writing and recording of that Styx change-
of-pace hit, read on). 

I caught up with Dennis, in fact, during 
a recent songplugging foray of his to Los 
Angeles (he, his wife Suzanne, and their two 
children still live in the Chicago area). He 
was only in town for a day, but he found 
time in his schedule for a chat in his room 
at Beverly Hills' L'Ermitage. 

I found an engaging man, very much "up" 
expressing himself on the questions I put to 
him, the first of which centered around the 
“For Paul" dedication following the lyric to 
his song, First Time, on “Cornerstone." Is 
that Paul, Paul McCartney, by chance? 

That recording contract, with Chicago's 
Wooden Nickel Records, seemingly rescued 
Dennis from the classroom. A graduate of 
Chicago State University with a degree in 
music, DeYoung had been biding his time 
as a music appreciation instructor in a Chi-
cago-area junior high as Styx hustled a deal. 
When the deal came, he was relieved. “I fig¬ 
ured it would be easier to entertain the kids 
with Styx than by teaching!" 

But Wooden Nickel wasn’t the break¬ 
through Styx had hoped for. Four albums 
came . . . and went. Outside of Chicago, 
Styx was nothing more than that mythical 
river of the underworld. 

Ah, but then we come to one of those 
great breakthrough stories of rock and roll. 

It involved Lady, which was featured on 
the group's 1972 Wooden Nickel LP, "Styx 
IL" Dennis picks up the story from there: 
“Wooden Nickel was so small in Chicago 

that it really couldn't promote the song. Jim 
Smith, who was working at a small FM sta¬ 
tion in the city at the time, heard it, however, 
loved it, and played it. 

“About two-and-a-half years later, Jim be¬ 
came program director at WLS (the big AM 
station in Chicago). We had just released 
our fourth and last album on Wooden 
Nickel, so we went to bow down to the great 
people at WLS, because they had never 
played any of our records. Jim Smith said 
that he wouldn't play our new album either, 
but he would play Lady once a night—start¬ 
ing that night—until it was a hit record. 
"And that's just what he did. He played it 

for three or four months straight." 
It's been Top 10 ever since. 

It’s a time of change for Dennis DeYoung. While he and the other members of Styx 
seem committed to ride the wave of their 
popularity for some time to come (as this 
is being written, "Cornerstone,” the group’s 
most recent LP, is still in the Top 100, 32 
weeks after its release), they’re now pon¬ 
dering extracurricular activities. 
DeYoung, in fact, is beyond the pondering 

stage: “Right now I’m trying to expand my 
capabilities by placing materials with artists 
I would like to see record my material. Stuff 
that would probably not be suitable for the 

DeYoung: Yes it is. 1 don't have many people 
that I look up to in rock and roll, but I can 
say that I—1 don't want to use that word 
“idolize"—but he is probably the only one 
that I can think of that I admire. I am just as 
happy being me as being anyone else 1 can 

ence, do you feel a special responsibility 
when you write a song? 
DeYoung: You bet! It's amazing the degree 
in which people become immersed in what 
we say in our songs. People take our songs 
dead seriously, more than you can ever 
imagine when you are sitting there writing. 
Of course, whatever 1 say in my lyrics I 

want to believe. It has been my experience 
that the more honest I am in my lyrics, the 
more successful the song is. Whether 1 am 
talking about politics or religion or love or 
the media, if 1 am expressing something that 
I really believe and feel, people respond. 
Songwriter: Have you always felt this way? 
DeYong: There was a time as a songwriter, 
when I was beginning, that 1 was less likely 
to make those kinds of commitments as a 
lyricist. In other words, I think you are initially 
afraid that no one has anything in common 
with what you think, nobody cares about 
your feelings, nobody has the same feelings 
that you do. So you try to formulate lyrics 
you think everyone will think are really hip 
or cool. When you start doing that, you are 
really in trouble as a songwriter. So if there 
is any advice to give songwriters—since that 
is what Songwriter is all about—my advice 
would be to cut through the bullshit in your 
life and write lyrics that are really genuine 
to you. In other words, something you really 
feel. No matter what it is about, try to have 
a real emotional response to what your lyrics 
are saying. 

I can point to songs that I have written 
early on that I know are just bogus. I mean 
they were nice, they rhyme, they're cheery, 
but they did not have any real substance. 
Although I know when people read the 
words of these songs, they see something 
there that I never intended. 
Songwriter: How do you resolve the au¬ 

think of, with perhaps the exception of Paul 
McCartney. I think he is probably the most 
versatile singer that has ever existed in rock 
and roll. And what can be said about his 
songwriting that hasn't already been docu¬ 
mented? 
Songwriter: When did you first feel you 
were your own writer/performer? 
DeYoung: 1 didn’t feel I was a writer until 
somebody started buying our records. You 
can’t really think you are, until somebody 
proves it And the only was to prove it is to 
have somebody lay out a couple of dollars 
and say, “I'll buy that." 
Songwriter: Are you convinced yet? 
DeYoung: I am now. We struggled a long 
time. We had those four albums out on 
Wooden Nickel before anybody knew who 
the hell we were. 
Songwriter: Now that you have an audi¬ 

tobiographical nature of your lyrics when 
you collaborate with Tommy Shaw? 
DeYoung: Generally, one person writes the 
lyrics when we collaborate. For instance, 
Tommy and 1 wrote two songs together on 
“Cornerstone," Borrowed Time and Lights. 
Lights is Tommy's words. My contribution 
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Styx, left to right Chuck Panozzo, DeYoung. Tommy Shaw. James Young, and John Panozzo 

was from the musical end. Borrowed Time 
is me talking. 
Songwriter: Describe the collaborative 
process that brought about the creation of 
Borrowed Time. 
DeYoung: Well, 1 tell you that was a bastard, 
that song. It was a bastard from the word 
go. It was originally my song and I could not 
get it together. I could not make these mu¬ 
sical ideas happen. So, it is a bastardization 
of two different songs: one of Tommy's and 
one of mine. After we got the song structure 
down from the musical standpoint, I sat 
down to write the lyrics. The musical phras¬ 
ing for the verses was so damn short! Be¬ 
cause it was a bastard, there had not been 
any thought as to where the hell the words 
were going to go. It has the spirit of rock 
and roll, which is very important, but it was 
time to say something. I wanted to say 
something about how I felt about a guy who 
grew up in the 60s, was a teenager when 
things were really wonderful in this country, 
and does not know what the hell happened. 
He is the poor son of a bitch who is saying 
in the first verse Tm from 1965, and at that 
point in my life I had it all together, cause 
I knew what I had to do to survive. Now I do 

not know any more what 1 am supposed to 
do. There are no rules, 1 don’t know what 
the rules are any more." 
Songwriter: Haven't some of your fans in-

“It is so easy to write 
hard rock music. 

But it is harder than 
hell to write good 
hard rock music.” 

terpreted that song somewhat differently? 
DeYoung: A lot of people have interpreted 
that song, and wrongly, that the guy is talk¬ 
ing about just being a big rock star, having 
all this money . . .“Living high and living fine, 
living high on borrowed time”—doesn't that 
lyric tell anybody anything? I tried to draw 
a comparison between Americans in gen¬ 
eral and the rock star. “When the left says 
‘yes’ and the right says ‘no,’ he does not 
know who to believe anymore." He is the 

guy from 1965 who believed in John Ken¬ 
nedy and in America. Since that time he 
does not know what to believe. 
Songwriter: How much of the person in 
that song is Dennis DeYoung? 
DeYoung: That is me. 
Songwriter: Excepting Borrowed Time, do 
yo find it easier to write rock songs or bal¬ 
lads? 
DeYoung: God knows it is so easy to write 
hard rock music. But it is harder than hell 
to write good hard rock music. You have to 
admire someone who can write good hard 
rock music, because it is so easy to be mun¬ 
dane. With al) due respect to Burt Bachar¬ 
ach, who I think is a master, and others of 
that idiom, I think it is easier to write a mean¬ 
ingful ballad than it is to write meaningful 
hard rock stuff, because rock possesses that 
raw energy that a ballad never has. 

I have just as much respect for somebody 
who writes a song like Bad Companys I 
Can ’t Get Enough of Your Love . . . simple, 
basic, but when it is on the radio you want 
to turn it on real loud. There aren’t a lot of 
great rock and roll songs around like that. 
Songwriter: Generally speaking now, what 
makes a song a hit? 
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DeYoung: The trick is to write something 
that is really memorable. I think the secret 
is to have someone say, “I am sure I have 
heard that before," when actually he has 
never heard it before. So you want to have 
a simple enough idea, so that it sounds fa¬ 
miliar. Topic-wise, love is probably the best 
area. Love is something everyone can relate 
to, either positively or negatively. 
Songwriter: Do you know when you have 
written a hit? 
DeYoung: Not always, but occasionally I will 
be overwhelmed by something. Recently, I 
wrote something that I couldn’t! As I started 
to sing it the words just kept on coming. I 
had scribbled them down on the back of a 
Hallmark card that was lying on the piano. 
I went back and resang it . . . and 1 started 
crying. I couldn’t finish. It was a sad type of 
song and really very personalized. There 
were feelings coming out of me that 1 do 
not think I was 100% conscious of. I was 
startled. 
Songwriter: Did Lady come from a similar 
stream-of-consciousness experience? 

DeYoung: Probably Babe, although Lady 
has stood the test of time. Babe will too. You 
have to go with the one people like most. 
Songwriter: Speaking of which, how did 
you come to write Babe? 
DeYoung: It was getting close to my wife’s 
birthday, around the time for the “Pieces of 
Eight” tour. I had been going on the road 
and leaving my wife and our first child for 
six years. In the beginning it had seemed 
justifiable, because I had that tremendous 
ambition. But when I’d become successful, 
that ambition waned a little bit; 1 didn’t have 
that same tunnel vision, where I could only 

I said, "Well the truth is that is the way I refer 
to her as. Since that’s the bottom line, I'm 
going to use ’babe'!" So 1 wrote the words 
and I went in to do a demo because I wanted 
to give her the tape. It was just drums/bass/ 
keyboard, and I sang all of the parts. I gave 
it to her on her birthday. 
Songwriter: Did you intend for Babe to 
become a Styx record? 
DeYoung: I never really thought too much 
about it, except that I really liked the way the 
studio sounded. I thought, “This demo 
sounds better than the goddamned albums 
we have been making for the past couple 

Suzanne DeYoung, 

the inspiration for a No. / hit 

DeYoung: No. Lyrics generally do not occur 
that way. Generally, it is just a lot of hard 
work—sitting down, getting an idea, and 
trying to make those words fit to those little 
melody lines that you have created. Before 
I wrote the words to Lady in 1971, 1 had the 
music. The word ‘lady’’ had come to mind 
and I just took it from there. 
Songwriter: Did you sense that Come Sail 
Away was a hit? 
DeYoung: When 1 first played Come Sail 
Away—the part that goes “A gathering of 
angels appeared above my head" and then 
goes into “Come sail away,”— I could feel, 
“I have got something here.” It is just elec¬ 
tricity. It just goes right through you. You 
start to get goose bumps and start to shake 
just a little. 
Songwriter: Which one of your songs do 
you like best? 

see one thing. I began to see how much 
everything else in my life matters. 

So, to make a long story longer, I wanted 
to tell my wife how much I really needed her 
and missed her when I had to travel. So I 
wrote Babe for her as a birthday present. It 
is a song really about separation. 1 call her 
“babe.” As I found out later, almost every 
man calls his girl or wife “babe," which I 
think is part of the tune's universal appeal. 
I didn’t know that when 1 did the song. Ac¬ 
tually I questioned whether or not I should 
use that word because I knew about the 
perfume by that name, and the fact that 
there was a certain amount of commerciality 
attached to the word that I did not like. But 

of years." So what it did was to get me stirred 
up to change studios and engineers. 

So, I would play Babe for people that I 
really respected to get their opinion on the 
studio sound. "Have you ever heard a sound 
like this?" The overwhelming response was 
no. But in addition, they also said that is 
some song. 1 played it for the guys in the 
band some five months later and we de¬ 
cided to go to this studio and do the album. 
Babe ended up on “Cornerstone" and be¬ 
came the first single. Aside from that, exactly 
one year after I gave my wife the song, Babe 
became No. 1 in the Gnited States. 
Songwriter: Let's switch gears and talk a 
little craft Do you abide by any specific 
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guidelines to give your songwriting direction 
or continuity? 
DeYoung: Every time I sit down at the piano 
as a songwriter, I try to let something hap¬ 
pen. I don’t set out with a preconceived idea 
of what I am going to do. In other words, it 
is just a matter of banging on the piano. If 
I get a little phrase that I like, I try to elaborate 
on it Now that I am going to start writing 
material for other people, maybe I will be 
thinking of another performer when I am 
writing. 
Songwriter: Do you ever write when you're 
not poised in front of the piano . . . perhaps 
using no instrument? 
DeYoung: Yes, rarely. It is sometimes ben¬ 
eficial to take your hands off the keyboard. 
If you are a singer, it can be a great asset. 
As a singer, I'll stop playing because there 
are certain things that 1 always do with my 
hands that I won't do if 1 take my hands off 
and just start humming things in my head 
and then onto a tape recorder . . . and then 
try to find out where they are on the key¬ 
board. It can be a trick to start humming the 
little melody, trying to find out where there 
is a chord change. To me, it's like putting 
a puzzle together in a very peculiar way, al¬ 
most backwards. But some ideas have been 
spawned from that process. 
Songwriter: How structure-conscious are 
you? 
DeYoung: I try to make enough changes 
so that my songs don't all have the same 
damn structure. The guys in Styx are a help 
in this area, because they've had an input 
in the arrangements. That outside input is 
so vital ... it gives you a point of view that 
you normally would not have. 
Songwriter: Have you ever experienced a 
dry spell? 
DeYoung: 1 think every time you write 
something really good like Babe, you are 
sure you will never have another good one. 
I had that with Lady, then 1 had it with Come 
Sail Away and The Grand Illusion. Now I will 
have it with Babe. But I think that feeling is 
common to every creative person. 
Songwriter: How do you deal with the fear 
of failure? 
DeYoung: Well, I go to the piano and hope 
to God for something good. 1 hear about 
writer’s block; I have never had writer's 
block—yet. 
Songwriter: How long does it take you to 
bang out a song? 
DeYoung: There is no time table for that. 
Sometimes it takes a long time; sometimes 
it comes really fast. I wrote Castle Walls on 
the “Grand Illusion” album and I bet it took 
me a year to write that. 1 had the idea for 
months and I could not get the melody to 
go anywhere. 
Songwriter: When you write lyrics, do you 
have any special do's and donts? 
DeYoung: Yes. I try my best sometimes not 
to rhyme things. A lot of times I will have a 
long phrase with no rhymes and then two 
quick phrases in a row at the end of this 
long phrase and those two rhyme. It is a 
trick not to make things rhyme. The easy 
thing to do is to make lines rhyme. "Lady, 
when you're with me smiling, give me all 

your love. Your hands build me up when I'm 
sinking. Touch me, all my troubles will fade." 
There is no rhyme in that verse. And even 
the chorus is "Lady of the morning, love 
shines in your eyes, Lady." A tremendously 
successful song but no rhyme. Yet I think 
if you were to ask anyone, they would think 
the words were rhyming. I like that. 
Songwriter: When did you first hit upon 
this technique of not rhyming? 
DeYoung: Actually, I didn't realize how little 
I was rhyming until I got a letter about three 
years ago from a girl who is a songwriter. 
She wrote, 'I really like your stuff because 
... it doesn’t rhyme.' And then I started to 
look at my lyrics and I said, “Well, I’ll be 
damned, it doesn’t rhyme!" 
Songwriter: Well since you're not a rhymer, 
I guess you don't have much use for rhym¬ 
ing dictionaries! 
DeYoung: Never used one. Nor a thesau¬ 
rus. If 1 do not know it inside me, and I go 
and use somebody else’s words, then it is 
not me any more. I try to use my own lan¬ 
guage. 
Songwriter: Do you have any do's and 
don ts as a melody writer? 

DeYoung: I guess the mortal sin is corni¬ 
ness. 
Songwriter: Do you spend more time on 
your melodies or lyrics? 
DeYoung: My lyrics. There is no question 
in my mind. For me, that's the hardest part. 
Melodies I could write all day long. No prob¬ 
lem. The greatest responsibility for a song¬ 
writer lies in writing the lyrics, not the 
melody. As I said earlier, our audience can 
really be moved by what we say. 
Songwriter: And, as the charts show, 
your audience is one of the big ones. Which 
brings us to business. How do you deal with 
your songs becoming commercial com¬ 
modities? 
DeYoung: I know that people tend to think 
that artists are in it for the money. I would 
be the first one to say I like having nice 
places to stay. But 1 have never met anyone 
in this business whose first and foremost 
burning desire is not to be the best at what 
they do, totally apart from the money. Hon¬ 
estly, I think al) artists don’t give a damn 
about the money unless it interferes with 
what they do. They do want to sell millions 

(continued on page 71) 
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A Psychologist's Guide 

How To Tap 
Your Listeners' Emotions 

Ancient philosophers thought music 
was one of the basic elements of the 
universe. As such, it was certainly ca¬ 

pable of touching the emotions of all who 
could hear. Those sages also believed that 
the routes music took to the emotions were 
through the body and the mind. Today, evi¬ 
dence is mounting that music does affect the 
emotions through both the physiological 
processes of the body and through associ¬ 
ations and symbols it stirs up in the mind. 
Once again, ancient wisdom was right! 

Music And The Body 

According to Anthony Trowbridge, a 
South African psychobiologist, there is a cer¬ 
tain biological resonance between music and 
the emotions. It’s as if your body can perceive 
music directly, without hearing it, and this 
perception can cause a mood or feeling with¬ 
out your being aware of it. Numerous studies 
have shown that low-level background music 
can affect the productivity and mood of work¬ 
ers, and perhaps this is partly due to a natural 
correspondance between music and emo¬ 
tions. Dr. Trowbridge has found that nerve 
networks in the brain respond to harmonic 
principles, and that the mathematical rela¬ 
tionships of musical structures, like propor¬ 
tions in art, reinforce a subconscious 
awareness of a built-in code governing har¬ 
monic principles. These high "falutin words 
offer a modern explanation for the magical 
properties of "golden" forms and harmonies 
in which mystical societies of the Middle Ages 
believed. The works of Bach, Handel and 
other Baroque masters were believed to be 
able to transform consciousness and uplift 
one's spirits because they contained so many 
golden harmonies. In the laboratory, Bach's 
Goldberg Variations and Pachelbel's Canon 
in D have actually been found to alter the 
consciousness of listeners. The same result 
has also been caused by several Pink Floyd 
compositions. 
The sensitivity of the brain to different 

tones and tempi derives from the mathe¬ 
matical nature of both brain processes and 
music. Different tonal combinations and 
rhythms of music affect the brain's own har¬ 
monics. Steven Halpern, a musician and di¬ 
rector of Spectrum Research Institute in Palo 
Alto, CA, believes that the body can be literally 
knocked out of tune by dissonance. He main¬ 
tains that some music and noises, even those 
below the threshold of awareness, can cause 
a "continuous tension" that irritates both the 
mind and the body in measureable ways. 
Halpern records music aimed at counteract¬ 
ing this affect. 

Jazz artist/composer Anthony Braxton works 
from a similar belief, and feels he has a sys¬ 
tem in which one can write music to cure a 

By Chuck Loch 

headache or a common cold. However, no 
one has done so yet. 
On the other hand music can produce real 

physiological effects and, in turn, automati¬ 
cally lead to the creation of certain moods 
and feelings in listeners. 

Examples of “Feeling Good” Music 

Certain basic elements of music touch 
the nervous system. For example, as I pointed 
out in an earlier article, a musical rhythm 
which closely approximates natural body 

“When music is 
shifted from a minor 

to major chord, 
listeners’ pulse and 

respiration change in 
a way that is 

associated with a 
brightening of 

mood.” 

rhythms (or multiples of them), such as the 
heartbeat, makes the listener feel good. Also, 
music whose melody returns to the tonic 
(first note) of a musical key completes an 
inborn expectation of equilibrium and leaves 
the listener feeling satisfied. 
Changes of key can also produce pleasant 

feelings in listeners. When music is shifted 
from a minor chord to a major chord, lis¬ 
teners' pulse and respiration change in a 
particular way that is associated with a bright¬ 
ening mood. Listeners typically report that 
they feel more positive after such a change, 
compared to their previous mood while the 
music was in the minor key. Similar phys¬ 
iological changes signalling the reduction of 
tension occur when music changes from 
dissonant to consonant chords. Listeners 
typically report the feeling of relief after these 
changes. 
The automatic feeling of pure joy has often 

been reported by listeners who hear partic¬ 
ular progressions within a chord. The as¬ 
cending notes of the major triad (1«3«5), or 
their altered orders of 1«5‘3 or 5*1 «2*3, are 
physiologically uplifting note progressions 
which, if worked into melodies, have created 
the special “feeling good" music of such per¬ 

formers as the Starland Vocal Band and 
Chuck Mangione. 

Examples Of “Feeling Bad” Music 

The descending minor key progression 
(5«3"1) is very disturbing to most people, 
both subjectively and physiologically. Like¬ 
wise, the tri-tone, or augmented fourth, was 
felt to be so disagreeable that it was forbidden 
to be used in Catholic Church music for cen¬ 
turies. Such a musical feeling, it was believed, 
could only have been the work of the devil. 
The work of a more modern devil, as Mick 

Jagger has often been called (I Can 't Get bio 
Satisfaction), contains the stopped anapestic 
beat, mentioned in my article on suggestion 
(December, 1979). This rhythm—two short 
beats followed by a long beat (da da dum -
pause - da da dum)—is one the body expects 
to continue. But it doesn't; it stops. Since the 
beat opposes the heart/arterial rhythm, it 
serves as a stress signal to the body. Meta¬ 
phorically, the body “can't get no satisfac¬ 
tion” of hearing the beat completed. 

Other rhythms in music can also affect the 
heart in a less than ideal way. Syncopated 
rhythms may produce extra systolic (multi¬ 
ple) heartbeats. Also, dynamic changes in 
volume, such as the crescendo and decres¬ 
cendo of a rolling drum beat can sometimes 
“drive" the pulse rate. An acceleration to a 
faster rhythm can lead to tachycardic or a 
racing pulse with extra heartbeats, and a de¬ 
celeration of rhythm to a slowdown of the 
pulse. For listeners with bad heart problems, 
such musical effects could conceivably lead 
to fatal heart attacks. In other words, for Col-
umbo fans, murder by music is possible. 

Natural blood pressure problems can be 
exaggerated and headaches caused, by fast, 
loud, high-pitched songs. Similarly, emo¬ 
tional distress in teenagers has been exac¬ 
erbated by high-pitched, intense sounds— 
but only up to a point. When music reaches 
the ear-ringing level of most rock concerts, 
a physiological defense mechanism—the 
"general adaption syndrome" (or GAS)— 
takes over and reduces overall body stress 
and tension. Fans leaving a concert who feel 
they have been “blown away" literally have. 
Their stress mobilizing systems have been 
overloaded and have given up. Conse¬ 
quently, they feel fatigued and sleepy. 

Music And The Mind 

Now that we ve condemned most rock 
and disco music that’s being played in the 
world today, its time to introduce the over¬ 
riding factor that can both override some of 
these negative effects and also create an en¬ 
joyable experience for the listener: associa¬ 
tion. As readers of my earlier articles on 
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Here are some songs and the mood 
groups into which each have been classified 
by the Institute for Consciousness and Music 
of Baltimore, MD. See if you agree: 

synesthesia (June, 1979) and on suggestion 
remember, association works because we 
have heard individual songs at strongly 
emotional times of our lives. When we hear 
the music again, we can feel some of the 
emotion we felt when we first heard it. Over 
years of listening to similar types of music 
in similar types of emotional situations, we 
develop emotional reactions to whole classes 
of music. For example, most people can im¬ 
mediately identify “happy music” when they 
hear it. Furthermore, this type of music can 
be defined by words and may be totally unlike 
the “feeling good" music that works directly 
on the body. 
A few years ago, psychologist Kate Hevner 

found that all music can be classified into 
one or more of eight word groups that people 
use to describe emotions. The categories are: 

The general characteristics of music that 
falls into each of the eight categories are 
listed below. The underlined characteristics 
are the most important. 

1. Spiritual, lofty, awe-inspiring, dignified, 
sacred, solemn, sober, serious. 

2. Pathetic, doleful, sad, mournful, tragic, 
melancholy, frustrated, depressing, 
gloomy, heavy, dark. 

3. Dreamy, yielding, tender, sentimental, 
longing, yearning, pleading, plaintive. 

4. Lyrical, leisurely, satisfying, serene, tran¬ 
quil, quiet, soothing. 

5. Humorous, playful, whimsical, fanciful, 
quaint, sprightly, delicate, light, graceful. 

6. Merry, joyous, happy, gay, cheerful, bright 
7. Exhilarating, soaring, triumphant, dra¬ 

matic, passionate, sensational, agitated, 
exciting, impetuous, restless. 

8. Vigorous, robust, emphatic, martial, pon¬ 
derous, majestic, exalting. 

1. Spiritual : slow , low-pitched , avoids ir¬ 
regularities of rhythm and 
dissonant harmonies , ma¬ 
jor key, ascending melody 

2. Sad: low-pitched , slow, in a mi¬ 
nor key. firm rhythm, com¬ 
plex harmony 

3. Tender: minor key, slow tempo, high 
pitch, flowing rhythm , sim¬ 
ple harmony 

4. Soothing: major key, slow tempo, high 
pitch, flowing rhythm, sim¬ 
ple harmony, ascending 
melody 

5. Playful: major key, fast tempo, high 
pitch , flowing rhythm, sim-
ple harmony, descending 
melody 

6. Cheerful: major key, fast tempo, high 
pitch , flowing rhythm , sim-
pje harmony 

7. Dramatic: fast, contains a degree of 
dissonance, low pitch, firm 
rhythm, complex harmony, 
descending melody 

8. Vigorous: fast, low pitch , firm rhythm , 
complex harmony, de¬ 
scending melody 

Selections 
I Believe, Mahalia 
Jackson 

A Love Supreme, John 
Coltrane 

El Condor Pasa, Simon 
and Garfunkel 

Jesus Christ Superstar 
Chorus, Webber and 
Rice 

Bolero. Ravel 
Let It Be. Beatles 

Both Sides blow, Judy 
Collins 

Good Shepherd, 
Jefferson Airplane 

Knights In White Satin. 
Moody Blues 

For Baby, Peter, Paul 
and Mary 

Reemergence, Pink 
Floyd 

Bridge Over Troubled 
Waters, Simon and 
Garfunkel 

Scarborough Fair, 
Simon and Garfunkel 

Homeward Bound, 
Simon and Garfunkel 

For Emily, Simon and 
Garfunkel 

Cloudy. Simon and 
Garfunkel 

Icarus, Paul Horn 

Bouree, Jethro Tull 
2001. A Space Odyssey 

or Also Sprach 
Zarathustra 

Mood 
Group(s) 
1. Spiritual 

6. Cheerful 

6. Cheerful 
and 5. Playful 

6. Cheerful 
and 7. Dramatic 

7. Dramatic 
4. Soothing 

and 1. Spiritual 
2. Sad 

and 3. Tender 
6. Cheerful 

and 3. Tender 
7. Dramatic 
3. Tender 

and 2. Sad 
3. Tender 

and 4. Soothing 
7. Dramatic 
8. Vigorous 

and 1. Spiritual 
1. Spiritual 

and 7. Dramatic 

5. Playful 

3. Tender 

3. Tender 

5. Playful 

7. Dramatic 
and 1. Spiritual 

5. Playful 
7. Dramatic 

and 1. Spiritual 

The three lists 1 have presented in this ar¬ 
ticle should be enough to help you begin to 
understand what Schopenhauer referred to 
as “music: language of emotion." You should 
be able to take the general principles and 
examples listed above and use them to help 
communicate your feelings in appropriate 
musical words. In that way, listeners will be 
able to understand the real emotional you. 

Chuck Loch is a blew Jersey psychologist 
specializing in creativity development. He 
also writes songs. 
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Portastudio gives 
you all the essential 
functions of multitrack 
recording in one com¬ 
pact, self-contained unit. 

You can work 
anywhere you have an 
electrical outlet. Con¬ 
nect electronic instru¬ 
ments directly. And try 
out new musical 
ideas. Will a keyboard 
work well in the 
break? Do you want a 
chorus behind the 
vocal? With Porta¬ 
studio, you can find out 
before you put out hard 
cash for studio time. 

Whether you’re 
recording basic tracks, 
overdubbing, punching¬ 
in or mixing down to 
another cassette deck, 
Portastudio helps you 

every signal can be metered. 
Coming or going. 

TEAC engineers created a 
totally unique format for Porta¬ 
studio. Four tracks in sync on 
cassette tape at 3-3/4 ips. Its 
fast, simple, reliable and 
economical. 

Portastudios drive system 
is built specifically for the rug¬ 
ged needs of multitrack record¬ 
ing. Transport controls are all 
solenoid-operated for faster, 
easier switching. And you get a 
built-in variable speed control 
that lets you add special effects, 
fix a flat note or solve timing 
and cueing problems. 

You can work with Porta¬ 
studio using nothing more than 
headphones and a microphone. 
Or send the output through your 
home audio system. You’ll also 
find the patch points and con¬ 
trols that let you use Portastudio 

get all the signals to the right places. 
Portastudios versatile 4x2 

with other equipment like echo units, 
equalizers and additional mixers. 

mixer section gives you mic/line/tape 
switching, trim control, high and low 
EQ, fader, pan and Aux Send for each 
input. The failsafe group switching 
matrix lets you record on up to two 
tracks at the same time. And the mas¬ 
ter fader gives you overall level con¬ 
trol during recording and mixdown. 

The full-logic cue system in 
Portastudio lets you hear everything 
you’re doing all the time. Input and 
tape cueing, monitoring for recording 
or mixdown are all available. And 

Nothing else in the world hands 
you so much multitrack function in 
such a sensible way So see your dealer 
today for a demonstration of the very 
affordable Portastudio. 

TASCAM series^ 
TEAC Professional Products Group 

© 1980 TEAC Corporation of Arnerica. 7733 Telegraph Road. Montebello. CA 90640 In Canada. TEAC is drstributed by White ElectronicDevelopment^^ 
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in the image 
of our grands. 

Yamaha's upright and console pianos. Each is made 
to Yamaha's grand piano standards. 

For the touch and feel of a grand, Yamaha's 
uprights and consoles have the same universal 10mm 
key dip. And each key is weighted with the same pre¬ 
cision as our grands. 

©YAMAHA 
A difference you can hear. 
P.O. Box 6600, Buena Park, CA 90622 

For the rich tone and full dynamic response of a 
grand, Yamaha's upright and console pianos feature 
solid sitka spruce soundboards. 

And of course, there's the same meticulous 
craftsmanship and exquisite finishes that distinguish all 
Yamaha pianos. 

For the touch of the grand in your next piano, 
see your Yamaha dealer. 
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The Keyboard And The Songwriter: 

A Special Report 

A yf ore and more songwriters are dis-
/ y I covering the value of using key-
1 I board instruments for writing and 
accompanying their songs. While the guitar 
is an indispensable songwriting tool for 
many styles, the piano and electronic key¬ 
boards are playing increasingly important 
roles in today’s music. 

As a basic one-instrument accompani¬ 
ment in live presentation or for a simple 
demo tape, the piano is unequalled in its 
ability to provide a full rhythmic and har¬ 
monic background for a song. In a band 
context or in a multitrack recording situation 
electronic keyboards (and their accessories) 
can add color and stylization to your music 

in a multitude of ways. 
It is the purpose of Songwriter ’s special 

keyboards section to acquaint you with the 
keyboards available to today's songwriter, 
and to help you become aware of how they 
can aid you in song presentation. 

David “Cat” Cohen, Guest Editor 

TABLE OF CONTENTS 

Which Keyboard Is Right For You? 
The answer, writes Cohen, depends on how you use it, and the kinds of songs you write. A sidebar article lists the 

types of keyboards available. 
41 

A Guide To Keyboard Accessories 
Keyboard effects, writes Jeff Janning, can give your demo that crucial “sound hook.” 

44 
Synthesizers: How They Work, Why They’re Invaluable 

The synthesizer gives the musician “complete control over the parameters of sound," writes Bob Hoffman. A lofty 
statement, but Hoffman has the facts to back it up. 

48 
How To Record Great Keyboard Demos 
Tips from “Cat," who’s recorded a few in his day. 

51 
Pop Keyboard Publications 

A guide to what’s good in print on keyboards. 
52 
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for $2,995. Retail 

Ullllltuimmw 

We,. 
call it 
The OB-SX is an OB-X with the same 
FAT Oberheim Sound designed into a 
smaller, more portable package. User 
programmability is not necessary be¬ 
cause the unit comes pre-programmed 
from the factory with 24 great sounds. 
The programs are permanently stored 
on a plug-in computer memory chip. 
Additional chips with more great sounds 
are available for a nominal price. Also, 
custom chips can be made by sending an 
OB-X program cassette (24 programs 
only) to the factory. 

Features of the OB-SX are: 
• Four Voice or Six Voice option 
• 24 programs/48 program option 
• Four octave keyboard 
• Operates on line voltages from 
90-130 volts or 180-260 volts 

• Pitch bend and modulation levers 
• Auto tune 

• Hold/Chord feature 
• Edit Mode: Unison, Portamento, LFO 
Rate, Osc 2 Detune, Filter Frequency, 
Attack, Decay and Release 

• Transpose 
Rear Panel Interfaces: 
• Filter Pedal 
• Sustain Foot Switch 
• Modulation Pedal 
• CV IN/OUT 
•Gate IN/OUT 
• Group A/B program switch 
• Oberheim Computer Interface 

Oberlieim 
Some Things Are Belter Than Others 

Oberheim Electronics, Inc. 
1455 19th Street 
Santa Monica, CA 90404 
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Which Keyboard 
Is Right For You? 

In a recent Songwriter poll a majority of you, our readers, indicated tha you either 
played or would like to be able to play 

keyboard instruments in conjunction with 
song presentation. In response to your in¬ 
terest we have compiled a list of the key¬ 
boards available on the market today. 
Different styles of music require different 
sounds—either acoustically or electroni¬ 
cally—and each songwriter is bound to have 
his or her preferences. In this and the fol¬ 
lowing articles we will explore your alterna¬ 
tives to help you get a better perspective on 
which instrument will best suit your needs. 
The most important factor in deciding 

which keyboard instrument is right for you 
is how it will function in your music. Many 
popular songs can be effectively presented 
with a simple accompaniment, and if this is 
your goal, a simple acoustic piano may be 
all you need. However, many popular styles, 
especially uptempo songs, require a full 
rhythm section—guitar, keyboards, bass, 
and drums. Here, you need to acquaint your¬ 
self with various electronic instruments and 
learn how to play them in a band context. 
A third approach, a more recent phenom¬ 
enon, is using multitrack recording, either 
in a professional or home studio, to layer 
one keyboard instrument over another to 
create a full arrangement. In this way, the 
songwriter can create most (if not all) of his 
sounds without having to hire studio mu¬ 
sicians or a band. This approach requires 

By David “Cat” Cohen 
the acoustic piano, the old standby, may be 
for you. Many popular styles, especially bal¬ 
lads and more conventional pop songs, can 
be performed in a piano/vocal format. 
Whether one uses an upright, a spinet, or 

in helping you showcase your music. Which 
instrument you need depends on your mu¬ 
sical style and taste, your ability to master 
electronic technology, and, of course, your 
pocketbook. Some songwriters prefer to rely 
on traditional musicianship and only need 
an amplified electronic piano to blend into 
a band's total sound. A basic Rhodes or 
Wurlitzer will do the job. These electronic 
keyboards both are touch sensitive, sound¬ 
ing loud or soft as the notes are hit with or 
without force. Most other electric pianos lack 

Grand piano 

even more of a sophisticated knowledge of 
keyboards and electronic effects. Simple accompaniment. If you are a 

singer/songwriter who wants to be a self-
contained one-person band, or if you wish 
to accompany your demo singer by yourself, 

a baby grand, (see sidebar article for ex¬ 
amples), the piano gives a songwriter the 
opportunity to use a full harmonic back¬ 
ground of chords or arpeggios . . . along 
with riffs, fills, and bass line ... all at the 
same time. This combination, coupled with 
the rhythmic percussiveness inherent in the 
instrument, allows you to approximate the 
sound of a whole band. (For a discussion 
of how this can be done, see my article on 
the piano/vocal demo.) For years most Tin 
Pan Alleys songs were presented in this 
manner and today’s Barry Manilow-Carole 
King-Marvin Hamlisch pop and MOR styles 
still sound complete with just piano and 
voice. Some country and R&B ballads also 
can be presented this way. 
Other keyboards such as the Rhodes can 

be used as a solo accompaniment for a 
song, but, by and large, the electronic in¬ 
struments lack enough percussiveness to 
give us a complete rhythmic feel by them¬ 
selves. Solo synthesizers have the same 
drawback. These are better suited to be used 
with a rhythm section (guitar, bass, and 
drums) or other keyboards (for multitrack¬ 
ing). The organ can be used as a solo or 
accompaniment instrument, but it is more 
useful in church and old theatrical music 
than in most pop styles. The harpsichord 
has a specialized sound that is useful mainly 
in creating a classical (baroque or renais¬ 
sance) atmosphere. Band context If you are fortunate enough 

to be a songwriter in a band or have 
access to good musicians for your demos, 
then electronic keyboards may be valuable 

this dynamic sensitivity, and while they con¬ 
tain organ-like stops for different tone colors, 
they may not be as attractive to tradition¬ 
alists. An important consideration in playing 
electric piano in a band context is to keep 
your parts simple so that your fellow players 
have the space to do their job well. 
An electric piano is the basic keyboard 

when playing in a group. An array of elec¬ 
tronic accessories and effects can expand, 
condense, flange, phase, and otherwise pro¬ 
cess this sound in a number of ways . How¬ 
ever the real excitement in contemporary 
keyboards lies in the vast number of syn¬ 
thesizers and string ensembles that are 
being created and updated for the market 
today. A typical band member has a stack 
of keyboards, very often an electric piano as 
the basic workhorse on the bottom, and 
perhaps a clavinet for color, a variable syn¬ 
thesizer for leads, and/or a polyphonic-pre¬ 
set synthesizer or a string ensemble to 
emulate a string or horn section on top. 
These instruments are usually not touch 
sensitive and their effectiveness is measured 
more by the player’s ability to control their 
sounds and effects than actual keyboard fa¬ 
cility. Sometimes, it seems that the old-fash¬ 
ioned keyboard player has been replaced by 
knob turners. Yet, the better foundation a 
player has on the acoustic piano, the more 
flexibility he brings to the electronic instru¬ 
ments he plays. 
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Her lite is like a 
country song, filled 
with pain and love. 

Multitrack recording. In a band most of 
the rhythmic functions are taken up by 

the guitar, bass, and drums, leaving the key¬ 
board player the freedom to float on top or 
further emphasize the basic groove. In any 
case, he must have a feel for counterpoint, 
playing a new independent line or chord 
pattern over the basic feel. This ability to 
think in different musical levels at the same 
time is invaluable to the songwriter who is 
record or production-oriented. A writer who 
can hear many parts of an arrangement can 
take advantage of a recent approach to song 
presentation, multitrack recording. Song¬ 
writing musicians such as Stevie Wonder 
have made the proverbial one-man band 

into a recording studio reality by overdub¬ 
bing practically all of the instruments on 
their recordings themselves. 
On a simpler scale, a songwriter with a 

four-track tape recorder and a stack of key¬ 
boards can approximate the sound of a 
whole band or orchestra. A typical setup 
would include a synthesized drum sound for 
the main beat, a synthesizer bass or “key¬ 
board bass" part on the bottom, acoustic 
and/or electric pianos for rhythmic chord 
patterns and riffs, and a polyphonic string 
synthesizer or string ensemble to sweeten 
the sound with string or horn lines. Many 
professional recordings in the style of M 
Factor's Pop Musik have been produced in 

Tammy Wynette’s 
“Stand By Your Man” 
Now in paperback. 
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* SONGWRITER DEMOS * 
YOUR SONGS arranged and produced by 
experienced, award-winning professionals 

Producer: TOM HOLBROOK 
* Arranger: JOHN FELTEN * 
* MASTER QUALITY recordings * 
¥ - ¥ 
* 1. BASIC PRO DEMO $40 per song * 
* Male Vocal, Chord Background, * 

Bass, Lead Guitar 
¥ - ¥ 
♦ 2. DELUXE PRO DEMO $60 per song * 
* Full studio band and vocal. * 

(Our most popular demo) 
* Seven Pieces: Piano, Guitar, Bass, * 
¥ Drums, Organ, Strings (Synth), 4 
„ Male Vocal w

* Lead Sheets $20 * 
¥ Personal detailed evaluation and ¥ 
y placement guidance $15 per song y 

Melody Co-Writing NO EXTRA CHARGE! 
Sample Tape of Our Work $5 * 

¥ R-R or Cassette ¥ 

* Z ¥ 
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: ¥ 

Acoustic Keyboards 
Grand Piano 

Grand and baby grand pianos are 
distinguished by their wing-shaped 

frame containing horizontal strings 
and action, grands measuring about 
5 to 9 feet long, by 5 feet wide, baby 
grands about 4’/z to 5’/z feet long. 
Both offer resonance, fullness, and 
power, which makes them project well 
on the stage. However, they take up 
more floor space than vertical pianos, 
are expensive, and are difficult to 
transport. Price range: $3495 to 
$9000, depending on size and brand. 

Upright Piano Üpright and studio upright pianos 
are box-shaped with vertical strings 

whose length can approximate the 
strings in grand pianos. These pianos 
rank second only to the grands in 
producing volume, fullness, and rich¬ 
ness. While size specification varies 
among brands, uprights measure 
about 50 inches high, and studio up¬ 
rights measure about 44 to 46 inches 
high, each taking up about 5 feet x 
2 feet in floor space. Prices start at 
about $2000. (A good used upright, 
though, can usually be purchased for 
around $500.) 

Console Piano 

Console pianos are box-shaped 
and contain vertical strings. They 

measure about 40 to 42 inches high, 
and take up about 5 feet x 2 feet in 
floor space. Offering less sound-

Keyboard Types 

TOM HOLBROOK 
* P.O. BOX 157 / OJAI, CA 93023 * 
* PHONE: (805) 646-5067 * 
¥ PROMPT SERVICE ¥ 

¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥¥ 
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board area and string length, 
soles provide less volume 
roundness of tone. However, 
price tags are easier to cope 
from $1500 to $3700. 

Spinet Piano 

con-
and 
their 
with: 

The smallest acoustic piano, box¬ 
shaped with vertical strings, the 

spinet measures from about 36 to 40 

inches high, taking up about 5 feet x 
2 feet in floor space. Spinets offer the 
least amount of volume and fullness 
of tone, and most of them sound toy¬ 
like to players accustomed to grands 
or uprights. Price range: about $1200 
to $1400. 

Harpsichord 

This wing-shaped instrument con¬ 
tains horizontal strings within its 

small and light frame which are 
plucked. This plucking action pro¬ 
vides a sound that has been described 
as silvery, thin, and translucent Of¬ 
fering little or no color contrast and 
volume dynamic capability, the harp¬ 
sichord is commonly associated with 
the baroque era. Pop artists have also 
used the instrument, The Doors and 
Linda Ronstadt (Different Drum) are 
two examples. These can either be 
bought as finished instruments, or as 
kits. Kits cost between $700-$2400; 
finished products range from about 
$3000 to $10000. 

Electric Keyboards 

Some popular models include the Rhodes Suitcase 73 ($1595), the 
Rhodes Stage 73 ($1090), the Wur¬ 
litzer ($865), and the Yamaha Electric 
Grand CP 80 ($5100). Designed to be 
used with amplification, these key¬ 
boards offer an approximate acoustic 
feel while providing a compactness 
for portability. Among the several 
brands available, differences in sound, 
feel, portability, durability, and de¬ 
pendability make shopping around a 
wise choice. The dynamic qualities 
vary from instrument to instrument 
the Rhodes and the Wurlitzer offering 
a high degree of touch/velocity sen¬ 
sitivity, while the Univox offers less. 
Some instruments offer a built-in vi¬ 
brato and/or coloration options. For 
a closer reproduction of the acoustic 
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this fashion. Often all that is needed to make 
the arrangement of master quality is a drum 
track. Obviously, this is an ambitious and 
expensive undertaking, but a production-
oriented songwriter can save himself a lot 
of money in the long run using synthesizers. 
Which instrument or instruments you 

choose will depend to a great extent on the 
type of songs you write. A more traditional 
style like the MOR of Anne Murray, the coun-
try/pop of Kenny Rogers, or the R&B pop 
of The Commodores make more conser¬ 
vative use of electronics than more pro¬ 
gressive rock, disco, and new wave styles 
such as Amii Stewart’s Knock On Wood, or 
the Flying Lizards Money. If you start with 

the sound you are looking for and work 
backwards, you will find it easier to select 
the best instrument for you. Each keyboard 
has its available colors as well as its limita¬ 
tions, and you can only derive sounds from 
them that they were meant to deliver. A trip 
to your local music store to try out the latest 
instruments is perhaps the best way to 
judge, but you should try to define your 
musical goals and functions as well as pos¬ 
sible beforehand so you can make an in¬ 
telligent decision. However you do it, get into 
the world of keyboards and start adding 
them to your song presentations. Keyboards 
may turn out to be a key factor in your even¬ 
tual success. 

To Choose From 
piano's sound and feel, the electric 
grands are excellent, but they are ex¬ 
pensive and harder to transport 

Electric Organ 

Some popular organs include 
Hammond (B3 and C3), Farfisa, 

Yamaha, and Crumar. A single man¬ 
ual (one keyboard about 60 keys) re¬ 
tails for about $1000. For a double 
manual with many stops (horns, reeds, 
etc.) expect to pay about $3000. Hot 
to be confused with the church-type 
organs, double manuals are electric 
combo organs compact enough to be 
portable. For example, the Hammond 
B3 is similar to a Rhodes piano in size, 
but with a full cabinet. These organs 
are not touch sensitive, and for the 
pianist require a new touch and new 
phrasing. They're mainly used by rock 
and R&B groups to add power and 
fill in the sound. 

Clavinet 

The Höhner D6 Clavinet ($1150) 
provides the industry standard for 

this instrument. Somewhat lighter and 
smaller than a Rhodes piano, the in¬ 
strument has a mechanical action 
that provides a harpsichord-like sound. 
However, it is commonly used with a 
wah pedal in disco, soul, or funky 
music such as that of Billy Preston 
and Stevie Wonder. 

Mellotron The mellotron ($2500 to $10000) 
does not synthesize sounds but 

uses recorded sound sources which 
are activated by a keyboard. Aptly de¬ 
scribed as a very complex tape re¬ 
corder, it can provide a variety of 
sounds which you might expect from 
a synthesizer. CJsed both in recording 
and performance, this instrument has 
proved too expensive for the average 
musician. Also note that programm¬ 
able polyphonic synthesizers (espe¬ 

cially string ensembles) have taken up 
some of its functions. 

Pedal Bass 
(Bass Synthesizer) 

ome models include the Moog 
Taurus ($1100), and the Rhodes 

Keybass ($615). These instruments 
essentially perform the same function 
of an electric bass. They are either 
foot-operated (as the Moog), or hand-
operated (as the Rhodes). The range 
goes from an octave and one-half to 
four octaves in some models. They 
are commonly used in combos such 
as with an organ, synthesizer, electric 
piano, guitar, and more. Note that 
many of their functions can be dupli¬ 
cated on more versatile synthesizers. 

Synthesizer 

There are so many synthesizers in 
the ever-changing market that it 

is difficult to give an overall picture of 
them. However, they can be divided 
into the following categories—varia¬ 
ble lead, preset lead, variable/preset 
polyphonic, and programmable po¬ 
lyphonic. The variable lead synthes¬ 
izers usually play one tone at a time 
and are used for melodic lines, fills, 
and solos. Preset lead instruments are 
easier to use because they are pre¬ 
programmed to sound like conven¬ 
tional instruments, but their functions 
are more limited. Polyphonic synthes¬ 
izers play several notes at once and 
can be of the variable/preset type. 
More sophisticated synthesizers in¬ 
clude the programmable polyphonic 
ones like the Prophet 5, that use com¬ 
puter memories to store sounds or 
"patches” that can be easily recalled. 
(For a more detailed description of 
synthesizers and their uses read Rob¬ 
ert Hoffman’s article.) 

—Compiled by Tyrone Taster 
and Ralph Amendola 

Alfreds 
SONGWRITER'S 
HANDY GUIDES 

They’re the great lit-tle books you 

A course in three books for Songwriter’s: Melody 
Writing, Lyric Writing and Selling Your Songs. A 
practical, fact-filled series that will aid the amateur 
and the professional. $1.95 each 

ALL THREE HANDYGUIDES $4.95 
(a $5.85 retail value) 

_ Check or money order enclosed plus $1.00 to cover 
postage and handling 

_ Charge my Mastercard/Visa Acct. # _ 

Expiration date_ 

Signature_ 
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Address _ ._ 

City/State/Zip_ 
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Keyboard Accessories: 
Welcome To The World 

Of ‘Song Hooks' 
It used to be that all a songwriter had to do was come up with a singable melody, 

clever lyric, and a simple presentation 
with guitar or piano to sell a song. Nowa¬ 
days, the record business is much more so¬ 
phisticated. True, catchy melodic and lyrical 

By Jeff Janning 
ertoire of performing musicians seeking to 
extend and color their music. With the wide¬ 
spread use of these effects on stage, the gap 
closed between studio effects and what 
could be presented live. 
Today the average Top 40 band carries 

around a myriad of effects in order to du-

“Processing and 
altering sounds 
electronically 

has become an 
increasingly 

important part of 
pop music.” 

Flanger 

hooks are still the strongest selling points 
in contemporary commercial writing, but 
people buy records today as much for their 
sounds as for the songs themselves. There¬ 
fore, besides mastering the ability to write 
a repetitive chorus lyric or a haunting in¬ 
strumental figure, we need to capture the 
tonal depth and dimension used in today's 
sophisticated recordings. Often what will put 
our song over to the public today is the son¬ 
ority that we use, the sound hook. 

Processing and altering sounds electron¬ 
ically has become an increasingly important 
part of pop music over the last three de¬ 
cades. When technology entered the picture 
in the late 40s and early 50s, electronic in¬ 
struments appeared, and with them came 
effects. Early effects were reverb, tremolo, 
and vibrato. Some instruments like the or¬ 
gan became popular, as did the electric gui¬ 
tars and amplifiers. In the 60s a second 
generation of effects entered the musical 
picture. These effects, fuzz and wa wa, could 
be bought separately and added to the in¬ 
strument’s signal. In some cases they were 
built into electronic organs. As recording 
technology developed, studios developed 
their own effects. Through trial and error 
came phasing, flanging and compression. 
These effects found their way into the rep-

plicate the sound of current chart records. 
Groups and individual recording artists must 
be able to duplicate what they create in a 
studio environment, and you as a songwriter 
need to become aware of these sound 
hooks and how to create them. Sound 
hooks can embellish your music, giving your 
songs a contemporary commercial feel. 

Effects are most commonly used by gui¬ 
tarists and keyboard players although bass¬ 
ists, drummers and horn players have also 
begun to take advantage of them in the past 
few years. For our purpose, we will focus on 
the electric piano, as it is the most basic 
electronic instrument in terms of writing and 
orchestrating songs. The piano is a percu-
sive instrument and has a characteristic at¬ 
tack derived from the striker hitting the 
string to create this sound. In a Rhodes the 
striker hits a metal rod called a tine and in 
a Wurlitzer the striker hits a reed. The reed 
or tine vibrates like a string in a standard 
piano. The amount of vibration per second 
dictates the tone. For example 500 vibra¬ 
tions per second equals 500 cycles per sec¬ 
ond equals 500 Hertz (hz) which is 
approximately the note an octave above 
middle C. Each note is amplified and be¬ 
comes the signal which can be altered 
through the addition of various effects de¬ 
vices, including phasers, flangers, choru-
sers, doublers, compressors, graphic 
equalizers, gain cells, and vocoders. 

Phasers and flangers offer similar sounds, 

a whooshing sweeping jet sound in their fast 
modes, and harmonic peaks at slower speeds. 
These effects come when the original signal 
is split. One signal passes through a filter 
(the more costly units have more filters) 
shifting the signal which is then remixed with 
the regular dry signal, causing the sound to 
be phased. The least expensive units run 
about $75 to $100, depending on the brand 
and the various features. Some units offer 
limited phasing, two filters and one control 
knob for rate, while more elaborate units like 
Boss offer not only rate, but depth and an 
LED indicator light to show when the effect 
is on, which is useful in live stage work. 

Chorusers and doublers are similar de¬ 
vices. Both effects are forms of echo which 
overlap in their functions. Chorusing offers 
a time delay of 10 to 30 milliseconds, with 
doubling ranging from 15 to 80 millisec¬ 
onds. Chorusing will give your instrument 
a lush sound with intense tonal textures. 
Doubling will give the effect of a second 
instrument playing right along with you. The 
intermodulation of the unit makes it sound 
like a studio overdub. Chorus units list from 
$125 to $289. The less-expensive units offer 
only rate and depth while others have a third 

Phase shifter 

control allowing you to tune the delay time. 
Compressors are level-limiting devices, 

offering sustain and a way to alter the attack 
characteristics of your keyboard. The im¬ 
mediate attack and soft fade of your key¬ 
board could be changed through 
compression to soften the initial attack and 
extend the same level of volume throughout 
the life of the note or chord. The combi¬ 
nation of a compressor with a phaser will 
increase the effectiveness of a phaser meas¬ 
urably. Compressors list between $60 to 
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"On the Road" 

With DeltaLab! 
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$100 on Boss, Ross MXR and DOD. You 
have only to listen to the radio to experience 
compression. Virtually every radio signal is 
compressed. The effect is commonly used 
in recording to create a preset loudness. 

Graphic equalizers are little more than 
extremely selective tone controls. Rather 
than allowing you to boost or cut the bass 
and treble, you have the option to raise or 
lower any frequency you choose, within the 
limitations of the device itself. If you wish to 
split your keyboard and play bass notes on 
the lower register and lead on the upper and 
you want the top end to stand out then you 
would boost the higher frequencies. It is 

most effective to "punch holes” in the overall 
sound of the keyboard so its tone will not 
interfere with the vocal or the timber of 
someone else's instrument. Equalizers list 
from $79 to $119, depending on how many 
separate bands you desire. The most com¬ 
mon units have six or ten bands and some 
are equipped with an on-and-off switch to 
allow the user to change the sound of his 
or her instrument at the touch of a button. 

(All the units mentioned so far are put out 
by dozens of manufacturers. The brands I 
have mentioned offer individual units that 
are road worthy and handle one function. 
There is a line that is less road tough but 

multifunctional, Electro Harmonix. An ex¬ 
ample would be their Echo Flanger, one unit 
offering flanging, slapback echo, chorusing, 
and filtering [the effects cannot be used to¬ 
gether]. They cost about $200.) 
A new product on the market that will 

enhance any Rhodes keyboard or effect is 
the Zeus gain cell. This in-line device will 

Sole. 
music 
Wake up your 
music with 
Big Jam 
Effect Pedals 
by Multivox. 
Now musicians at all levels 
can create innovative sound, 
outstanding and unique 
musical effects with Big Jam 
Effect Pedals by Multivox 
No other line of effect 
pedals provides the qual¬ 
ity sound production or 
the special features that 
Big Jam delivers. 

3-function LED. 
Our three-phase LED permits instant 

recognition of operating mode re¬ 

Digital delay 

Noiseless 
electronic circuitry. 

gardless of how many Big 
Jam pedals are at your 
feet. And Big Jam fea¬ 
tures a built-in battery 
power check to warn 
you of a weak battery. 

Big Jam's state-of-the-art electronic 
circuitry and soft rubber cover elimi¬ 
nates irritating clicking and mainte¬ 
nance worries. With Big Jam. you get 
great sound not annoying noise. 

Add dramatic new dimensions to 

Recessed 
slide controls. 
Big Jam slide controls 
make it easy to precisely 
control the sound pro¬ 
duced. The controls are 
recessed in a rugged 

your music with a Big Jam 
Phaser. Spit-Wah. Com¬ 
pressor. Octave Box, 
Flanger. Six-Band Gra¬ 
phic Equalizer. Analog 
Echo /Reverb. Distortion. 
Bi-Phase or Jazz Flanger. 
Step into your local music 

metal casing to avoid accidental 
movement And each pedal has a 
non-slip rubber sole that prevents 
movement while in use. 

retailer and step on a Big Jam Effect 
Pedal today. 

M BIG JAM 

MULTIVOX 
370 Motor Parkway 
Hauppauge, New York 11787 
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correct level mismatches between keyboard 
and amp or step up a signal from a weak 
effect. It will also decrease a signal that is 
too strong by acting as a pad, protecting 
your amp or mixer from overloading. 

There are more exotic devices on the 
market, with the Vocoder currently being the 
most popular. Vocoders imprint vocal char¬ 
acteristics on whatever instrument you run 
through it, with the exception of percussive 
instruments. It works best with keyboards 
that sustain—a string machine, organ, or 
polyphonic synthesizer. The device works 
through a double-gating process, where two 
different inputs are combined to create the 
effect. The most common usage is an in¬ 
strument and the human voice, such as in 
the vocal passages of Funky Town by Lipps, 
Inc. However there are many uses for a Vo¬ 
coder. One example would be to put a violin 
through one side and synthesized strings 
through the other. The Vocoder would an¬ 
alyze the violin and imprint it on the synthe¬ 
sized strings to combine them into a string 
sound rivaling a real string section. 
The concept for the unit was developed 

by Bell Telephone during the 40s in order 
to put more calls through the same line 
without a loss of clarity. Vocoder units start 
at $1000. The more expensive units have 
more filters (22 as opposed to 14) and the 
ability to add white noise on the “s” sound 
for more sybillance. 

There is a seemingly infinite number of 
brands and prices for these various “magic 
boxes.” What turns your best friend on may 
leave you cold. Since sound hooks are as 
personalized as the type of music you write 
or the keyboard you choose to write on, take 
your time . . . and try before you buy! 

Jeff Janning is a Los Angeles-based 
singer/songwriter/recording enthusiast 
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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¬ 
mercial Short-cuts, and Success Formulas. Other 
intriguing topics include: 

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

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 

• 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 

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. 

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. 

(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. B 



Synthesizers: 
How They Work, 

Why They’re Invaluable 
If you haven’t already heard, synthesizer sounds are cramming the airwaves these 

days, in every kind of musical idiom. In 
fact, studio use of synthesizers has become 
so popular that recording centers like Los 
Angeles, Nashville and New York are pop¬ 
ulated by studio musicians who specialize 
in synthesizer programming and perfor¬ 
mance. Thus it's in your interest as song¬ 
writers to know what they can do for your 
songs. 
What is a synthesizer? It s an electronic 

musical instrument which can produce vir¬ 
tually any sound. In music, the creative 
player can produce the sounds of conven¬ 
tional string, wind, brass, and percussive in¬ 
struments, and every type of sound effect 
from bombs, to thunder, to “Star Wars" pha¬ 
sors, as well as new sounds that have never 
been heard before. The synthesizer is, in 
short, a musical instrument that gives the 
musician complete control over the param¬ 
eters of sound. 

By Robert H. Hoffman 
These oscillators can be tuned over a wide 
pitch range, thus giving you the ability to 
cover the range of the audio spectrum that 
can be perceived by human ears. 
The oscillator can take on different basic 

tonal characteristics due to the fact that 
most synthesizers offer you a choice of sev¬ 
eral waveforms. Waveform is a term applied 
to electronic signals based on the "picture” 
of the signal. 

Now, using your voice again, change the 
shape of your mouth (wah wah) as you pro¬ 
duce a raw sound with your windpipe and 
vocal cords. You can hear the changes that 
are made as you change from a wider to a 
smaller mouth opening, your mouth and its 
shape have a noticeable effect on the tones 
produced by your voice, shaping them into 
the basic vowel sounds. To accomplish dif¬ 
ferent types of voice variations in a similar 

Variableprogrammable polyphonic 

It helps to think of a synthesizer in rela¬ 
tionship to the human voice. Let's start with 
the raw sounds that are created by a human 
being when wind is forced up through the 
larynx and over the vocal cords. This sound 
is much like an oscillator (voice) in a syn¬ 
thesizer. By itself, an oscillator is nothing 
more than a raw tone generating device. If 
you have two oscillators, you can produce 
two raw tones; three, three raw tones, etc. 

manner, a synthesizer has several modifiers. 
A filter, known as a voltage controlled filter 

(VCF), is one of the modifiers on a syn¬ 
thesizer, and works in much the same man¬ 
ner as a mute on a trumpet. When the mute 
is over the bell of the trumpet, the sound 
you hear is muffled, or filtered. As the mute 
is lifted away from the bell, the sound is less 
muffled, or less filtered. Filters are exactly 
what the name implies: they allow you to 

filter out certain harmonics, or frequencies, 
so that you can change the basic charac¬ 
teristic of the sound. 
An amplifier, or voltage controlled ampli¬ 

fier (VCA), is another modifier on a syn¬ 
thesizer. The VCA controls amplitude, or 
volume, just as your diaphragm and lungs 
and vocal cords can be combined to in¬ 
crease the volume of your voice. The am¬ 
plifier modifies the sounds you are creating 
by increasing or decreasing the volume, one 
of the most expressive effects in the creation 
of music and one of music's dynamic com¬ 
ponents. 

Other modifiers on a synthesizer include 
something called a ring modulator which is 
useful in creating sounds with a bell-like or 
gong-like quality, and phase synchronizers 
which allow you to combine oscillators 
(voices) for a richer, deeper, more electronic 
sound. 
The final links in the chain of events are 

called controllers. Controllers on a keyboard 
synthesizer are the keyboard, the envelope 
generator, the low frequency oscillator (LFO) 
and special effect circuits like sample/hold 
which are commonly used to create random 
rhythmic sound patterns. On a guitar syn¬ 
thesizer, the guitar, rather than a keyboard, 
is the controller, but all other controllers are 
the same as those on a keyboard synthes¬ 
izer. 
The keyboard's function as a controller 

is obvious, since it is this musical mecha¬ 
nism that is used by the performer to acti¬ 
vate most of the sounds a musician will 
create on a synthesizer. 
The most popular controller on a syn¬ 

thesizer, other than the keyboard or guitar, 
is something called an envelope generator, 
or ADSR (attack, decay, sustain, release). 
The envelope generator is used to “articu¬ 
late” sound in much the same way you use 
your teeth, lips, and tongue to articulate the 
various consonants and vowel sounds in 
English or any other language. 
Most sounds have a very definite begin¬ 

ning, middle and end. These various stages 
of the sound, sometimes called an “event,” 
are the attack, decay, sustain and release. 
For example, a trumpet has a very bright 
sound, with a sharp beginning caused by 
the trumpeter's lips buzzing in the mouth¬ 
piece. The trumpet sound also has a slight 
decay after the initial attack, and the sustain 
and release are dependent upon how long 
the trumpet player can blow. A flute, on the 
other hand, will not have nearly as sharp a 
beginning as a trumpet, nor will the sound 
of the flute end as sharply once the flautist 
has stopped blowing. So the trumpet and 
flute, as well as all musical instruments, each 
have a distinctive “envelope," and these en-
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velopes can be recreated using the envelope 
generator. 

While on the subject of envelopes, it is 
important to remember that you will be 
much more effective as a synthesizer player 
if you think like the person who would be 
playing the violin, trombone, or flute, and 
remember to breathe and phrase the mel¬ 
ody line in the same way the player would 
phrase the melody on the particular instru¬ 
ment. 

Synthesizers can be classified in several 
categories: variable lead, preset lead, varia-
ble/preset polyphonic, variable/programm-
able polyphonic. Let's look at each category: 

most popular instruments in this price range 
are the ARP Odyssey and the Minimoog. 

Over $2000, you can expect to find var¬ 
iable lead/meiody synthesizers with virtually 
every synthesizer circuit available built right 
into the instrument. One of the most rec¬ 
ognizable in this category is the ARP 2600 
synthesizer, an instrument widely used in 
recording studios and educational institu¬ 
tions because of a design which provides 
both internally hard-wired circuitry and patch 
cord override capabilities. 

reset lead. This type of instrument elim¬ 
inates the need for understanding any 

synthesizer basics whatsoever, since the 

Basically, a preset synthesizer will feature 
push buttons designating certain voicings. 
All the player has to do is push a button and 
achieve whatever sound is indicated above 
the button; e.g., steel guitar, flute, mandolin, 
banjo. 

This type of synthesizer, in order to be 
really useful to the songwriter, must have 
realistic voicings. There are some preset 
models, like ARP's Pro/DGX digital synthes¬ 
izer, which offer an astoundingly realistic 
selection of instrumental and other voicings. 
The Pro/DGX also features a touch sensi¬ 
tivity feature which allows you to add vibrato 
to the flute, or sliding to the trombone, or 
string bending to the guitar, simply by add¬ 
ing extra pressure to the keys. Other preset 
synthesizers include those manufactured by 
Roland, Yamaha, and Korg. 

ariable/preset polyphonic. This area of 
electronic music synthesizers combines 

Variable lead. These are synthesizers that 
have the capability of producing one or 

two notes at a time. Like any lead or melody 
instrument; e.g., saxophone or flute, these 
synthesizers are used primarily for melody 
lines. If you are recording a demo of a song 
that requires a lead line instrument in the 
bridge, and you play keyboards and not sax¬ 
ophone or flute, the variable lead line in¬ 
strument lets you play the sax or flute sound 
from the keyboard. In addition to conven¬ 
tional instrumental sounds, you can pro¬ 
duce sound effects, and electronic melody 
lines. The variable lead synthesizer sound is 
heard on hundreds of recordings by key¬ 
boardists like Chick Corea, George Duke, 
Joe Zawinul, and Jan Hammer, as well as 
on recordings by such artists as Steely Dan, 
Kenny Rogers, and Earth Wind and Fire. 

Variable lead line synthesizers are cur¬ 
rently available at prices ranging from $475 
to $3500. This price differential is based on 
three tiers of pricing. Under $1000 you can 
expect a basic variable synthesizer offering 
a satisfactory, if not wide, range of sound 
possibilities. These instruments give you the 
basic components necessary for synthesis, 
and are designed for the beginning player. 

In the $1000 to $2000 range, you will get 
more voices (oscillators) and considerably 
more modification capabilities. The two 

present version of a synthesizer has been 
preprogrammed by the manufacturer to 
produce certain instrumental voicings and 
sound effects. 

some of the features of preset instruments 
with those of totally variable instruments, 
with the addition of polyphonic, or multiple¬ 
voicing, capability. 

A good example of this category is the 
ARP Omni. The Omni consists of a preset 
string section—viola, violin, cello, and con¬ 
trabass—plus a variable synthesizer section 
that allows you to create a variety of key¬ 
board sounds, including clavichord, harp¬ 
sichord, pipe organ, and electronic piano. 
A preset bass synthesizer section gives you 
a choice between an electric bass sound 
and a string bass sound. 

At a higher price, but in the same cate¬ 
gory, is the Polymoog, which features nine 
present polyphonic voicings and a variety 
of variable synthesizer controls to create 
your own polyphonic sounds. (A smaller ver¬ 
sion, the Polymoog keyboard, features only 
the preset voices.) 

The basic characteristic of any variable/ 
preset polyphonic instrument is the com¬ 
bination of some preset sounds with some 
variable controls. The major reason for the 

Variable/preset polyphonic 
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popularity of this type of keyboard is that it 
is polyphonic, which means that any key¬ 
board player with reasonable chops on 
piano or organ can easily adopt his or her 
playing technique to the synthesizer. 

Únlike conventional keyboard instru¬ 
ments, however, the keyboard player is ca¬ 
pable of producing several different 
instrumental voices simultaneously, a factor 
which can reduce recording time signifi¬ 
cantly. Suppose you were recording a demo 
which required both electric piano and 
strings at the same time. You could record 
both these sounds on one track, with one 
instrument, using an Omni or a similar key¬ 
board. 
One distinct difference between instru¬ 

ments in this category is that some allow 
you simultaneous production of contrasting 
voices, while others allow you only one basic 
sound to be produced at a time. The Poly-
moog, Oberheim four-voice and eight-voice 
units (without programming), the Yamaha 
CS series, and other products in this cate¬ 
gory let you play chords, but only one sound 
will be produced, like a piano or organ. So 
before jumping into this category, you must 
consider musical applications and your 
budget. The higher-priced instruments offer 
you polyphonicity, but only one sound at a 
time. The more moderate-priced instru¬ 
ments, like the Omni, limit the number of 
different sounds possible, but allow three 
different sounds, like strings, piano, and 
bass, to be produced simultaneously. 

\ Zariable/programmable polyphonic. This 
V is a new category of synthesizer, and the 
first instruments have been around for about 
two years. Two of these instruments—the 
Prophet 5 and the ARP Quadra—approach 
the idea of programming in virtually the 
same manner. The musician uses the vari¬ 
able controls to set up the exact sound he 
or she wants, then locks that sound, or 
"patch," into a built-in computer memory. 
The difference between these two instru¬ 

ments is that the Prophet allows five notes 
to be played at one time, but can produce 
the same sound, at a different pitch, for each 
note depressed. The Prophet is, in fact, a 
multivoice lead/melody instrument with pro¬ 
gramming. The Quadra, on the other hand, 
follows along the lines of the variable/preset 
polyphonic instruments, in that it contains 
four separate synthesizers— lead, poly/synth, 
bass, and strings—each of which are pro¬ 
grammable and controllable from one key¬ 
board. While the Quadra creates the sound 
of four synthesizers at once, much like the 
layering effect a musician can achieve in a 
multitrack recording studio, except for the 
fact that the Quadra produces all four 
sounds from one keyboard, while the pre¬ 
vious method for producing the same sound 
required four synthesizers, and four tracks 
(or four arms, which is not a common mu¬ 
tation among humans). The most important point to remember 

when buying a synthesizer is to know, 
at the outset, what your intended use of the 

instrument will be. Synthesizers, like pianos, 
come in a variety of shapes and sizes, and 
while there is certainly one most suitable for 
your application, you should know what that 
applicaton will be before you start shopping. 
Select a synthesizer category, then compare 
the various brands based on the following 
criteria: 

Sound. Let your ears be the judge. 
After all, it's your music and it should 
sound right to you. Ask the salesman 
to demonstrate the kinds of sounds 
you are interested in using for your 
demos, performance, or specific mu¬ 
sical application, and compare the 
sounds of several different makes and 
models. 
Human Interface. How easy will it 

be for you to learn how to play the 
synthesizer yourself? Does the man¬ 
ufacturer provide detailed owner’s 
manuals, and other learning aids, so 
that you can start using the synthes¬ 
izer after a brief period of learning? 
Does the control panel look logical to 
you? Is it easy to see all of the func¬ 
tions? It is easier to see the position 
of a slider than the position of a rotary 
knob. What does the synthesizer use— 
sliders or knobs? 

Reputation. Brand names don’t 
mean everything, but a brand name 
that you recognize probably means 
that the manufacturer has been in 
business for a few years, and has 
probably sold (and therefore satisfied) 
your fellow musicians. Does the man¬ 
ufacturer offer a good warranty and, 
more important, are there trained ser¬ 
vice centers in your area capable of 
fixing the instrument should anything 
go wrong? 

Price. Last but not least, you only 
have so much money to spend. Better 
satisfy points 1, 2, and 3 before you 
decide to get away cheap. Price re¬ 
flects all three of the above points, and 
is simply the American way of indi¬ 
cating a particular product's value to 
you in terms of sound, playability, and 
reliability. The quality of materials and 
labor used in manufacturing a syn¬ 
thesizer are directly related to the cost 
of the instrument, and it is important 
that you feel the instrument is well 
made, with good electronic compo¬ 
nents before you sign on the dotted 
line. 

The chameleon-like qualities of a syn¬ 
thesizer are probably the most fascinating 
aspect of this instrumental category. Never 
before have musicians had so much control 
over the sound production process. It is, 
perhaps, the first instrument about which it 
can be said, “Its potential is limited only by 
the user’s imagination.” 

Bob Hoffman is a former vice president 
of marketing for ARP Instruments. He now 
serves as creative director for Berenson & 
Ishane, Inc., a Boston-based advertising 
agency. 
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How To Record Great 
Keyboard Demos 

Presenting songs live to publishers, pro¬ 
ducers, and recording artists is be¬ 
coming a rare occurrence nowadays. 

The time demands on music industry per¬ 
sonnel are such that in order to listen to and 
study new material, they must have a tape 
available to examine at their own conve¬ 
nience. This places the burden on the song¬ 
writer to be able to come up with a good 
enough quality recording of his song that 
will enable the listener to hear the essential 
framework and overall sound and feel. 
Making these demos sound convincing 

can be aided by your knowledge of effective 
and economical keyboard use. Demo tapes 
using keyboards range from simple piano/ 
vocals to elaborate studio sessions. Leaving 
full-scale production to those songwriters 
with the technical know-how and the ability 
to finance expensive recordings, let us ex¬ 
amine how keyboard instruments can be 
used in making simple tape presentations 
work. For the purpose of this article we will 
divide demos into live piano/vocal, piano 
with overdubbed vocals, and multikeyboard 
tracks with overdubbed vocals. 
I ive piano/vocal demo. The goal in a 
Lgood piano/vocal demo is to achieve 
fullness via simple means. Whether your 
song is uptempo or ballad, the piano part 
must fill in the chord progression with the 
appropriate rhythmic texture. In addition to 
this a bass line can be worked into the left 
hand. The art of accompanying a singer in¬ 
volves using a few notes to suggest many 
parts, leaving space for the singer to sing 
freely without competition from the piano 
(this also means without competition from 
yourself if you are your own accompanist). 
A sparse funky rhythm, a jazzy chord voicing, 
a country lick, or a simple rock bass figure 
may be what you need to suggest a full funk, 
jazz, country, or rock style. Filling in the 
spaces when the singer is not singing is 
where taste comes in, playing just enough 
notes to keep the song moving forward. 
Once you have worked out your piano/ 

vocal arrangement then you need to record 
the performance as well as your equipment 
permits. On the bare bones level, a portable 
cassette player should be placed at the ap¬ 
propriate distance between singer and pi¬ 
anist to achieve the right balance when 
played back. With a stereo tape recorder 
(reel-to-reel or cassette) and two mikes, you 
can begin to get a quality sound, adjusting 
each mike separately for balance. To achieve 
a good stereo effect let the piano part bleed 
into the vocal mike and vice versa. For a 
professional sound you must have a good 
quality tape deck such as a Teac or Sony, 
and quality recording mikes. A third con¬ 
denser mike like the Teac EM-120 is good 
for piano while an inexpensive Shure mike 
like the PE 56 or 58 records voice very well 

By David “Cat” Cohen 
for the price. With good stereo equipment 
excellent live recordings can be obtained 
with practice. 

Stereo piano with vocal overdubbing 
(four-track). Though stereo recording 

can be effectively accomplished, it is not 
until you use a four-track machine that your 
options open up. Here with the technics of 

with your four-track machine, then you can 
begin to achieve a fuller sound in your in¬ 
strumental tracks. A synthesizer or string 
ensemble can also greatly expand the di¬ 
mensions of your accompaniment. The 
sound of all these instruments can be further 
processed with electronic accessories while 
recording or while mixing four-tracks down 
to two. For optimum sound quality with a 
four-track machine it is best to stick to your 
basic four channels, using two or three for 
your keyboards, and the one or two re¬ 
maining for your vocals. How those tracks 
can best be used depends on how important 
vocal harmony is in your total sound in re¬ 
lation to keyboard coloration. Four-track 
possibilities include: 

a) acoustic piano, electric 
piano, vocal #1, vocal #2 

b) acoustic piano, electric 
piano, synthesizer, vocal 

c) electric piano, synthesizer 
bass, string ensemble, vocal 

overdubbing available to you, there are 
many different ways to improve the flexibility 
and sound quality of your demos. First of 
all, you can record the piano in stereo using 
two mikes slightly above the strings at op¬ 
posite ends of the sounding board. Second, 
the piano part can be recorded separately 
and the vocals done later. This allows you 
to see the effectiveness of your piano ac¬ 
companiment from a detached point of 
view, and correct what does not work. An¬ 
other advantage is playing only part of your 
arrangement on the first track, and adding 
fills on later tracks after the vocals are re¬ 
corded. For convenience and control, multi¬ 
track recording allows you to punch in on 
the vocal track, changing phrases or lines 
without having to redo the whole song. An¬ 
other option is that you may record different 
singers over the same instrumental. For vo¬ 
cal coloration, you can also add vocal back¬ 
ups and/or doublings on any open tracks. 
Multikeyboard with vocal overdubbing 

(four-track). If you have an electric 
piano as well as an acoustic piano to use 

The advantage of using both acoustic and 
electric pianos is that the acoustic piano can 
play more rhythmically and percussively 
while the electric piano can sustain tones 
better, especially when phased, flanged, 
chorused, or delayed. 

If four-tracks do not give you enough 
room to complete your arrangement, and 
you are fortunate enough to have a profes¬ 
sional stereo reel to reel tape deck to mix 
down to, then you can “ping-pong" to create 
more room. This is achieved by simply mix¬ 
ing down your four basic tracks to a stereo 
mix on your two-track machine (one-track 
is possible but not recommended). Take this 
tape and play it on your four-track machine. 
You will now have two open tracks to add 
vocals or additional “sweetening.” Examples 
of how this can be done include: 

a) acoustic piano 
electric piano 
synthesizer bass 
string line 

b) acoustic piano 
electric piano 
vocal #1 
vocal #2 

stereo mix (R) 
stereo mix (L) 
vocal #1 
vocal #2 

stereo mix (R) 
stereo mix (L) 
synthesizer line 
string line 

When you “ping-pong" correctly you lose 
a slight amount of sound quality, but the 
gain of more tracks usually compensates for 
this. However, “ping-ponging" a second 
time is usually not worth the loss in clarity. 
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Pop Keyboard Publications 
The following is a list of publications on 

pop keyboard methods. While you will 
find that these books are not as widely 

available as books on guitar methods, they 
can be found. These offer assistance in key¬ 
board technique, style, theory, etc. 

Teach Yourself Rock Piano, by Jeff Gutch-
eon. Geared towards the intermediate player, 

this book seeks to better familiarize the mu¬ 
sician with a variety of pop influences in¬ 
cluding ballad, boogie, funk, gospel, 4/4 
rock, and pop shuffle. It includes the styles 
of Elton John, Jackson Browne, Carole 
King, and more, along with arrangements 
for playing and tips on reading notation. 71 
pp. $3.95 from AMSCO Music Publishing 

The Only 
hZ By plugging HOT SINK 

One In TheÄ 
World 

output, you can run directly 
into an inexpensive home 
cassette recorder, tape deck, 

mixing console. P.A. system, studio 
board, guitar amp, power amp, or 
even effects pedals. 

With HOT SINK’S variable level 
control, you can get the distortion of 
running your amp, “full-out," or your 
regular clean sound—perfect for 
recording or stagework. And 
with the headphone output, you can 
practice (or tune up on stage) in 
private. No batteries or AC power 
required. 

HOT SINK—the first and only 
attenuating direct box in the world. 

PROFESSIONAL MUSIC PRODUCTS, INC. 
14731-E Franklin Avenue • Tustin, CA 92680 (714)838-8421 

Co., 33 W. 60th St, New York, N.Y. 10020. 
How To Make Electronic Music, by R. 

Drake, R. Herder, and A. Modugno. Beginner 
to advanced students of electronic music 
will find helpful information on the terms, 
processes, and equipment associated with 
this field. Taking the reader from step one 
and advancing step by step, the book is 
clearly organized and includes helpful dia¬ 
grams. 108 pp. Published by Educational 
Audio Visual Inc. $3.95 from Harmony 
Books, a division of Crown Publishers Inc., 
One Park Avenue, New York, N.Y. 10016. 

Electronic Music, by Allen Strange. This 
book provides a thorough and involved look 
at systems, techniques, and controls-pro-
cesses involved in producing electronic mu¬ 
sic. Somewhat technical and involved for the 
general musician, the book is recom¬ 
mended for advanced students. 160 pp. 
$8.60 from Wm. C. Brown Co. Publishers, 
2460 Kerper Blvd., Dubuque IA 52001. 

Electronic Music Synthesis, by Hubert S. 
Howe, Jr. For those planning to get involved 
in making electronic music through syn¬ 
thesizers, the book provides three sections: 
acoustics and psychoacoustics; equipment 
and methods of synthesis; and fundamental 
concepts of computer music. It is fairly 
heavy in technical detail, but very informa¬ 
tive. 272 pp. $12.95 from W.W. Norton & 
Co. Inc., 500 5th Ave., New York. N.Y. 10110. 

Jazz/Rock Voicings For The Contempo¬ 
rary Keyboard Player, by Dan Haerle. For the 
musician already familiar with some music 
theory, this book is for those wanting to im¬ 
prove their voicing on the keyboard. Com¬ 
plex chords, modal harmonies, blues 
progressions, and melody harmonization 
are some areas explored. 41 pp. $4.45 from 
Studio P/R Inc., 224 S. Lebanon St, Leba¬ 
non, IN 46052. 

Techniques And Theory For Pop Key¬ 
board Players, by Preston Keys. For the key¬ 
board player with one to three years of 
theory knowledge, this book explores both 
music theory and techniques such as esti¬ 
mates and fills. 75 pp. $5.95 from Studio 
P/R Inc., 224 S. Lebanon St, Lebanon, IN 
46052. 

Interpreting Popular Music—Keyboard, 
by Jeri Sothern. Another in a series of Studio 
P/R publications, this book aids in the im¬ 
provement of playing in popular keyboard 
styles. 102 pp. $9.95 from Studio P/R Inc., 
224 S. Lebanon St, Lebanon, IN 46052. 

Jazz Improvization— Tonal And Rhythmic 
Principles, by John Mehegan. A widely re¬ 
spected book, this is for more advanced 
students who want to explore the accom¬ 
paniment and improvisation aspects in¬ 
volved in playing jazz standards. 207 pp. 
$9.95 from AMSCO Music Publishing Co., 
33 W. 60th St., New York, N.Y. 10020. 

—Compiled by Tyrone Taster 
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you Asked For it — 
you Cot It! 

Take: 

One ... Of the most sought after studio drummers in 
England, “Gerry Conway”. He has recorded with 
Paul McCartney, Elton John, Kikki Dee, Cat 
Stevens and many more. 

Two ... From New York, “Eddie Tuduri”. (Beach Boys, 
J.D. Souther, Doctor John, Rick Nelson, Delaney 
and Bonnie) 

Three ... The hardest rock styles on the charts today. . from 
new wave to straight ahead. 

Four ... The raw punch of Sound City Recording Studio 
(Tom Petty, Pat Benatar, Cheap Trick, The Babys) 
and you’ve got . . . Volume . . . 

Five ... The HOT ONE! 
Gerry has brought the true British influence of today's contem¬ 

porary rock styles to side one and Eddie captures the funky 
American rock and roll on side two. 
Whether you’re into Blondie or The Little River band, it’s all 

here and executed with powerful precision. 
All ten selections are in 4/4 time and use our standard 

arrangement. The overdubbing is back to the basics, just good 
ole tambourine and cowbell. 
DRUMDROPS VOLUME FIVE: 
The High Energy Album For Explosive 
Songwriters and Players! 

SELECTIONS 
SIDE ONE "BRITISH" 

1. Intro 1:45 
2. Fast Punk Rock 
3. New Wave Shuffle 
4. Straight Ahead New Wave 
5. Medium British Rock 
6. High Energy British Rock 

SIDE TWO "AMERICAN" 
1. Double Time Push Rock 
2. Louisiana Funk 
3. Straight Ahead Rock & Roll 
4. Southern Punch 
5. Syncopated Hard Rock 

BASS TO YOUR STEREO IN 
SECONDS AND BE TUNED TO 

THE EXACT SPEED OF YOUR 
TURNTABLE FOR PLAYING 
ALONG WITH OTHER ALBUMS. 
Introducing the ToneTuner. The quickest and easiest 
way to get your strings perfectly in tune with each other 
and your turntable. 

Simple to use. Place ToneTuner on your turntable. You 
will hear a tone for each string held at the exact pitch for 15 
seconds. Just before the tone, you will hear the number 
string to tune and the name of the note. Simply turn your 
tuning peg until your note is harmonically identical. 

Playing along with other albums. While a recording 
artist is in the studio, they tune their guitar or bass to the 
U.S. Standard “A440” tuning. However, when you play 
their record on your turntable, if it isn’t spinning at exactly 
331/3 revolutions per minute, the pitch of the note will 
deviate. If your turntable runs slow, the pitch will be lower. 
Fast — higher. It is extremely hard to get your guitar in 
tune with the guitar on the record. ToneTuner was recorded 
on the finest equipment available at “A440 Calibrated” 
tones. But, when you play the ToneTuner on your turn¬ 
table, and tune your guitar or bass to it, no matter what 
speed it’s turning, your instrument will be perfectly 
matched to the guitar or bass on the record you’re going to 
be playing along with. 

MAIL TODAY!! 
□ YES! Send me Volume Five! 
I am enclosing $ 10.95 for each album or cassette 
including postage and handling. 

Album □ -, 
Cassette □ «p_ 

Send me: 

□ ti « Album □# 1438 
VOI . I Cassette □ # 1449 $_ 

Basic Rock, Country, Jazz 
I— I Ifni O Album □ # 1450 
|_| VOL £ Cassette □# 1461 _ 

□ YES! Send me Tone Tuner 
I am enclosing $5.95 for each Tone Tuner including 
postage and handling. 

Funk, Country. Fusion 
1— 1 11*1 o Album Q # 1472 * 
. . VOI. 3 Cassette □# 1483 $ 
R&B, Otftime. Funk 
1— I if i 4 Album □ # 1494 
I I VOL 4 Cassette □# 1506 $_ 
Light Rock 

$ 
California residents add 6% sa^^æc $ 

_ Albums @ $5.95$_ 

California residents add 6% sales tax.$_ 

TOTAL $_ 

NAME_ 

ADDRESS_ 

CITY_ STATE_ ZIP_ 
Make Check Payable To: 

Songwriter Magazine 
P.O Box 3510 

Hollywood, CA 90028 



The 
BooksYou 

Should Read 
Are On 

Songwriter’s 
Bookshelf 

How to Be 
a Successful 
Songwriter 
Interviews, interviews, inter¬ 
views! Mac Davis, Loggins & 
Messina, Henry Mancini, The 
Osmonds, Bill Preston. Barry 
White. Seals & Crofts, Paul 
Williams, and 14 other famous 
songwriters. Literally hun¬ 
dreds of hours of interviews 
with people who have helped to 
create more than 160 gold rec-
ords. Contains advice on 
where to get ideas, how to 
structure a song, the all too 
common mistakes to avoid, 
presentations, song protec¬ 
tion, and perhaps more impor¬ 
tantly, how to promote and sell 
your final masterpiece. 

Code #1315. $6.95 

The Songwriters 
Handbook 
by Harvy 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 comprehensive books 
on the subject yet” Henry 
Mancini. . An Important 
and necessary reference 
guide” Burt Bacharach. "Is 
encyclopedic In the Informa¬ 
tion it covers'" Marvin Ham¬ 
lisch. 
Code #1179 $12.20 

How To Make 
Money In Music 
A concise, up-to-date, guide¬ 
book for success in today's 
music business. Tells you how 
to open the doors and secure 
for yourself a niche within the 
bustling, burgeoning music 
business Covers recording, 
concerts, equipment, man¬ 
agement. promotion, copy¬ 
rights, publishing, and various 
contracts with sample forms. 
Paperback. 272 pages 

Code #1281 . $6.95 

How to Write 
Lyrics That 
Make Sense . . . 
and Dollars 
by Hy Glaser. This fascinating 
and informative book explains 
the mechanics of writing lyr¬ 
ics plus an in depth look 
at the world of music publish¬ 
ing. Hy's songs have been 
recorded by such artists as 
Frank Sinatra, Nat King Cole. 
Sarah Vaughan. 

Code #1113 . $10.95 

How To Have 
Your Hit Song 
Published 
by Jay Warner, a noted, ex¬ 
perienced music publisher. 
This book is a step-by-step 
guide to marketing your song. 
Topics include "how to choose 
a performing rights society.” 
"how to present your songs," 
"how a publishing company 
works," "how to make pub¬ 
lishing contacts,” "how to 
publish your own songs," etc. 
95 pages plus indexes and 
glossary 

Code #1348 . $12.95 

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

Code #1090 $10.50 

This Business 
of Music 
edited by Shemel & Krasilov-
sky Revised and enlarged. In¬ 
valuable source covering seri¬ 
ous music, background music 
and transcriptions, tape and 
cartridges, production and 
sale, live performances. 204 
pages. 

Code #1023 . $12.95 

Melody and 
Harmony in 
Contemporary 
Songwriting 
by Daniel A. Ricigliano. Ricig-
liano is the author of the highly 
successful book Popular & 
Jazz Harmony and is a faculty 
member of the Manhattan 
School of Music. Book pre¬ 
sents the most significant me¬ 
lodic and harmonic principles 
in songwriting. Illustrates and 
examines the effects of a par¬ 
ticular interval, chord, pro¬ 
gression, etc., rather than to 
suggest that it is "good" or 
“bad," or that it should or 
should not be used. From in¬ 
versions to endings, diatonic 
sevenths to whole tone scales, 
book is highly informative. See 
separate workbook below. 

Code #1360 $13.50 

Melody and 
Harmony in 
Contemporary 
Songwriting — 
Workbook 
Companion workbook to text¬ 
book above (see Code 
#1360). Each chapter corre¬ 
sponds to the same chapter 
given in the text. Exercises are 
designed to help the student 
acquire working knowledge of 
the material presented in the 
text. 

Code #1405 . $9.50 

» 
Modern Recording 
Techniques 
by Robert E. Runstein. Intro¬ 
duces the reader to the equip¬ 
ment. controls and techniques 
used in the modern studio re¬ 
cording. Learn how to talk in 
real audio terms to studio 
engineers. 

Code #1168 . $11.50 

The Music/Record 
Career Handbook 
by Joseph Csida. An encyclo¬ 
pedic guide to beginning and 
developing more than 30 dif¬ 
ferent careers in the creative, 
commentary, business and 
educational areas of the music 
and record industry. "Csida's 
credentials are impeccable 
and impressive — former 
music editor of Billboard . . . 
He covers virtually all aspects 
of song and music writing, 
royalties, publishing, etc." 
Downbeat. 376 pages 

Code #1089 . $15.95 

The Songwriters' 
Success Manual 
by Lee Pincus. Author is music 
publisher whose songs include 
Lennon/McCartney's She 
Loves You and I Saw Her 
Standing There. In the man¬ 
ual's 28 chapters the author's 
experience is used to help any 
writer trying to break into the 
business ", . . Very helpful 
to the beginning songwriter 
. . . Realistic and practical” 
ASCAP Today 

Code #1078 . $7.95 

(Why You Can) 
by Tom T. Hall. Over 10 years 
of Tom's commercial success 
go into this practical and non 
technical guide to songwriting 

I and the music industry. Also 
included are definitions of 
music business terms and ex¬ 
pressions, examples of song¬ 
writer contracts and analyses 
of Tom's own biggest hits. 

Code #1056 . $5.95 

Psychology 
of Music 
by Carl E. Seashore. Between 
the physical world of vibration, 
as measured by apparatus, 
and the world of consciously 
heard music there is a third 
area of investigation — the 
psychology of music. Book 
opens with the musical mind 
and with a series of chapters 
on music as a medium; vibra¬ 
to, pitch, loudness, duration, 
timbre, tone, consonance, 
volume, and rhythm, dealing 
with each from the special 
point-of-view of the role of 
psychology. It then moves to 
such factors as learning, imag¬ 
ining. and thinking in music; 
the nature of musical feeling; 
measures of musical talent; 
etc. 

Code #1382. $6 

Gospel Music 
Directory and 
Yearbook 
An annual publication of the 
Gospel Music Assn. Lists 
gospel award winners plus 
artist/musicians, talent agen¬ 
cies. periodicals, radio sta¬ 
tions, record companies. 
Gospel Publishers. 

Code #1157 . $6.00 

Sounds and Scores 
by Henry Mancini, 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 fol¬ 
low along and study the 
scores . . . discussions of 
scoring, etc. A must for the 
student film composer. 

Code #1180 . $20.95 



A Music Notation 
Primer 
A little book that will teach the 
songwriter how to write 
music with pen and ink. Writ¬ 
ten by a professional studio 
copyist who has taught col¬ 
lege level copying and nota¬ 
tion classes for several years, 
the book has been classroom 
tested and well received on 
many campuses. . . Will 
solve a lot of problems 
young writers have. A must 

j for all beginning compos-
1 ers." Dr. Herb Patnoe, De 

Anza College. ", .. an in¬ 
valuable aid to anyone enter¬ 
ing the field of professional 
music preparation" John Wil¬ 
liams, motion picture com¬ 
poser (“Jaws," "Star Wars,” 
“Close Encounters”). 47 
pages. 

Code #1337. $5 

Making It 
With Music 
by Kenny Rogers, one of Amer¬ 
ica’s top recording stars, and 
Len Epand, music journal-
ist/record publicist. A much-
needed book on forming a pop 
group and making it succeed. 
Here is valuable information on 
a wide range of subjects — 
from buying equipment to re¬ 
hearsing, arranging and stag¬ 
ing; from songwriting to ap¬ 
proaching record companies; 
from dealing with booking 
agents to touring. The book 
even offers advice on invest¬ 
ments and on renegotiating a 
deal. Len Epand's introduction 
traces the steps of Kenny 
Rogers' career from group 
member to solo artist, and 
puts the pop music business 
into perspective. Included are 
sample contracts and many 
behind-the-scenes photo¬ 
graphs of Rogers's musical 
evolution. 192 pages; over 50 
illustrations. 

Code #1416 . $14.20 

This Business 
of Music 
editd by Shemel and Krasil-
ovsky. Here is the revised, 
expanded, and updated new 
Copyright Act edition of a 
book that has become estab¬ 
lished as the most relied on 
guide to the music-record-
tape industry. It provides de¬ 
tailed explanations of the le¬ 
gal, practical, procedural prob¬ 
lems encountered by every 
practicing music man and 
provides detailed explanations 
of the new Copyright Act of 
1978. 575 pages. 

Code #1012 . $19.50 

Technical Handbook 
of Mathematics 
for Motion 
Picture Music 
Synchronization 
by Ruby Raksin. Here is a 
book for both beginners and 
the highly skilled profession¬ 
al. It makes the business of 
catching cues foolproof, set¬ 
ting the composer free to cre¬ 
ate the music. The first and 
only complete film music 
synchronization text with all 
charts, tables, formulas and 
information needed. Clicks, 
beats, and other film mea¬ 
surement solutions. 

Code #1102. $41 

Songwriter 
Magazine’s 
Special Report 
“How to Sell 
Your Songs’’ 
Sixteen music business pros 
contributed to this very spe¬ 
cial report to bring you a de¬ 
tailed explanation of the pro¬ 
cess of getting your songs 
published and recorded. It 
answers the "most-asked” 
questions from how to make 
a presentation demo to how 
to approach a publisher. 
Legal tips and contract terms 
explained . . . must reading. 

Code #1269. $2 

Great Songs 
of Madison Ave. 
If you're interested in writing 
commercial jingles this book is 
a must. Contains the words 
and music to over 100 top jin¬ 
gles such as Brylcreem a Little 
Dab'l I Do Ya, Let Your Fingert 
Do The Walking (Yellow 
Paget), Nobody Doetn’t Like 
Sarah Lee, Winston Tastes 
Good, Put a Tic Tac In Your 
Mouth . Sometimes I Feel Like 
a Nut, You Deterve a Break 
Today, etc., etc. For all or¬ 
gans, piano, guitar, and other 
“C" instruments. Terrific song 
collection book. 251 pages 

Code #1292 . $8.95 

I Howtopuy«!'/2”0 
years 

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

P.O Box 3510, Hollywood, CA 90028 

How To Write 
a Hit Song 
and Sell It 
by Tommy Boyce and Melvin 
Powers. A how-to book for the 
beginner or the up-and-com¬ 
ing songwriter. Reveals pro¬ 
fessional songwriting tips and 
charts a course of instruction 
to follow. Tells how he wrote 
six of his biggest hits and in¬ 
cludes the music and lyrics for 
study. 460 pages. 

Code #1067 . $8.50 

From Score 
to Tape 
by David Bird. Guide to Music 
producers, engineers and 
studio musicians. Glossary of 
recording terms, micro¬ 
phones, compressors. Echo, 
Dolby, E.Q., recording the 
voice, etc. A demonstration 
record is included for exam¬ 
ples of studio sound effects 
and shaping. 

Code #1135 . $10.50 

How To Play The 
Piano Despite 
Years of Lessons 
by Ward Cannel and Fred 
Marx. Breaks down “music 
theory" barriers, teaches you 
how to harmonize, create sim¬ 
ple variations, countermelo¬ 
dies and accompaniments, 
chords, voicing arrangements, 
melody and chordal move¬ 
ments . . . how to play by ear 
(and how not to) . . . Plus a 
new 48 page folio of sheet 
music. 

Code #1124 . $13.95 

Rush Me the Following Books 

Code # Title Quantity Price 

Legal Protection 
for the 
Creative Musician 
by Lee Elliot Berk, president 
of Berklee College of Music, 
and legal advisor to the Na¬ 
tional Assn, of Jazz Educa¬ 
tors. Easy to read style . . . 
teaches you to spot those in¬ 
stances when you should 
seek professional guidance. 
Illustrated by actual recent 
litigation involving well-known 
music personalities. 
Code #1146 . $16 

Magazine’s 
Music Directory 

Songwriters' 
Rhyming 
Dictionary 
by Jane Shaw Whitfield; Edited 
by Frances Stillman. Thou¬ 
sands of rhymes. A handy 
time-saving reference guide 
for lyric writers. 283 pages. 

Code #1034 . $6 

This handy, time-saving an¬ 
nual directory lists the top 
music publishers, carefully 
selected for their chart action 
and indexed according to 
their musical preference, 
such as "Pop,” “Country," 
"Easy Listening,” and 
"R&B “ But that's not all! 
You also get the top record 
companies, personal manag¬ 
ers, independent record pro¬ 
ducers, songwriter organiza¬ 
tions and associations, plus a 
special Canadian section. 

Code #1258. $3 

Total 

Calif, residents add 
6% sales tai_ 

□ Check or money order enclosed for _ Total Amount 

□ Charge my purchase to □ Visa □ Master Charge. 

Expiration date_ Account Number_ 

Cardholder Name _ -
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All U.S. Orders Include Postage and Handling. 
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Key board Textures, Part I: Block Chords 

By David 'Cat’ Cohen 
chords as used in today's pop keyboard 
music. In the next issue we will discuss 
technics for split-chord textures. 

David "Cat" Cohen, formerly of David “Cat" Cohen 
and the Canary Sisters. is a Los Angeles-based key¬ 
board teacherlperformerlsongwriter. 

n the last three columns we have dis¬ 
cussed different types of keyboard har¬ 
mony, both in and out of the diatonic scale. 
Now, as we accumulate a vocabulary of 

chord progressions, it is important that we 
learn how to apply them to specific key¬ 
board textures. In pop music it is usually not 
how many chords you know, but what you 
can do with them that counts. Let's examine 
a few technics for turning a chord progres¬ 
sion into an effective accompaniment for 
song presentation. 

For example, let us say we are given an 
arrangement or lead sheet with the following 
chord progression (eight bars): 

HD ¡F#m I Em IG IAI Bm IE IA sus I All 
Playing the triads with close positioned in¬ 
versions in the right hand and the tonic or 
root in the bass (left hand), we come to 
Ex. 1 These simple voicings are the basis 
for a contemporary accompaniment, but we 
need to add rhythm and texture to give style 
and distinctiveness to our playing. 
There are many technics for voicing 

chords to choose from. Let us focus on 
three main categories — block chords, split 
chords, and arpeggios. 

Block chords are useful in rhythmic up¬ 
tempo styles of pop music since they can 
be played percussively. On the keyboard 
they are usually used in conjunction with a 
bass line (either played by the bass player 
in a band context, or by the pianist's left 
hand in a solo context). In the February, 
March, and April columns we explored the 
bass chord, or “boom chick ' style. For that 
style, check Ex. 2 (complete with connect¬ 
ing bass notes and syncopation). 
Another style using block chords is 

played with solid quarter notes in the right 
hand over a rhythmic syncopated bass line 
in the left hand . This pattern is very common 
in moderate rock, country, and MOR styles. 
See Ex. 3 

Equally, if not more effective, is this pat¬ 
tern in a shuffle rhythm, based on sparse 
triplets (Ex. 4). This sound was especially 
popular with the likes of Laura Nyro and the 
Lovin' Spoonful in the late 60s. 

In 16-note styles such as funk, R&B, and 
disco, syncopated block chords are played 
in the right hand. To make our chord pro¬ 
gression more in these styles, we will in¬ 
clude 7ths in each chord The disco style 
uses straight quarter-note pulse or eighth 
notes in the left hand. See Ex. 5 and Ex. 6 
The more contemporary R&B styles avoid 

this disco cliché and use more staggered 
16th patterns in the left hand instead ( Ex. 7 ). 
These are only a few applications of block 
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1980 Pro-Line Guide 
• A comprehensive 64 pg. color guide to all 
Carvin Pro-Line equipment including illustra¬ 
tions, technical information and specifica¬ 
tions with Special Direct Prices. 
• Carvin’s new products for the 80’s include; 
double neck guitars, modular power amps up 
to 700w RMS. Recording and road mixing 
boards, JBL Pro speakers, bi-channel tube 
guitar amps, Parts, plus much, much more. 
• As we introduce you to the finest Pro Equip¬ 
ment available, you’ll appreciate Carvin’s 
policy of selling Direct for exceptional values. 
Write:CARVIN Dept. SW80, 155 Industrial Ave., 

Escondido,CA 92025» Phone: (714)747-1710 

~ CARVIN"frÊECÂTALOG 
Name _ 

Address _ 

City _ 

State __ Zip_ SW80 

Circle number 11 on the reader service card 

BLANK 
CASSETTES 
Professional Quality Demos 

Our Specialty 
Time Length Customized 

Direct from Manufacturer 

Below Wholesale Prices!! 

• CHROMIUM • 
GAMMA FERRIC OXIDE 

• HIGH OUTPUT • 
• LOW NOISE • 

• VOICE APPLICATION • 

Cassette Duplicating 
Also Available 

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

N.Y Office, (212) 435-7322 
For info. Call toll-free 

(800) 221-6578 
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How To Strum, Country Style 

By Rob Sanford 

Dut on your overalls and straw hat, be¬ cause this month we are going to be 
strumming our way through the rhythm 
patterns that accompany some of the 

world’s biggest country-flavored hits. Al¬ 
though this month's strums are based on a 
pickstyle technique, feel free to use your 
bare fingers. Whichever way you play, these 
standard country arrangements and strums 
should help you squeeze a country tune or 
two out of your guitar and yourself. 

Ex. 1 shows a typical strum and progres¬ 
sion for a basic country ballad. If you made it 
through the rock and disco strums of the 
past two columns, then this country strum 
should go down as smooth as the finest 
corn silk whiskey. 

Per usual, first play and acquire a feel for 
the accents and then flesh out the rest of the 
strum as your confidence allows. Notice that 
the accents in the verse pattern occur on 
beats one and three while the accents in the 
chorus occur on beats two and four. 

If you nail down Ex. 2, you will have about 
95% of country-rock strums in 4/4 time 
under your accompaniment fingers. Ex. 2 is 
exemplified in such tunes as the Eagles’ 
classic Lyin' Eyes. 
The verse uses an alternating bass pat¬ 

tern on accented beats one and three with 
full chord strums occurring in eighth-notes 
on beats two and four. Be careful to execute 
the hammer-on which occurs on beat three. 

In the first bar, for instance, the open 
A-string beat three is played on the beat 
with a downstroke. Then, the fretting hand 
“hammers-down” the B-note at the second 
fret of the A-string without any further help 
from the pick. In effect, hammering-on gives 
you two pitches for the price of one pick¬ 
stroke. This hammering-on technique con¬ 
tinues throughout the verse pattern. 
The chorus pattern uses a similar alternat¬ 

ing bass-note and chord-strumfigure. Here, 
however, the bass note occurs on the ac¬ 
cented downbeat of each measure only, 
while beats two through four consist of 
eighth-note chord-strums. Try isolating the 
bass pattern in the chorus and playing it a 
few times by itself. Once you hear the bass 
motion alone, add the chord-strum accom¬ 
paniment. The object is to create the illusion 
of two instruments — a bass guitar and a 
six-string — playing a front-porch duet ac¬ 
companiment. 

Ex. 3 is a 3/4 time rendition of a country 
rock strum. Note that the verse alternates 
between a measure of a bass-note with 
chord-strum pattern and a measure of a 
bass run pattern. Here again, it is a healthy 
learning practice to play the bass part by 

F Fm D7 G7 

EX 2 
VERSE G C 

ft#- D7 
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HE SESSION 500 
"SISEE Of THE ART.'.REFINED 

Since its introduc¬ 
tion, the Peavey Session 
400 has become the 
established standard for 
steel guitar amplifiers. 
The Session ranks as 
the most popular steel 
amp ever produced, 
used and endorsed by 
many of the greatest 
names in the business.... 
guitarists as well as steel 
guitarists. 

Most companies 
would be very reluctant 
to make even the 
slightest changes in 
such an astoundingly 
successful product. ..but 
then innovation and 
improvement are a “way 
of life” at Peavey. 

The' Session 400’s 
widespread acceptance 
by groups all over the 
world has produced 
hundreds of improve¬ 
ment ideas from 
professional musicians, 
music dealers and field 
technicians to make a 
great amp even better! 
The input from these 
groups, as well as the 
changing demands of 
contemporary music 
indicated to us that the 
time was right to apply 

our acquired experience, 
technology, and new 
advances in semi¬ 
conductors to a totally 
new unit, the Peavey 
Session 500. 

We invite you to try 
our new “state-of-the-
art” amplifier with your 
pedal steel or guitar (the 
500’s wide dynamic 
range, versatility, and 

.. . 

power make it an 
outstanding guitar amp). 
You’ll see why it is truly 
without peer in today’s 
marketplace. 

FEATURES: 
250 Watts RMS 
15” or 18” premium Black 
Widow speaker 
Pre and post gain 

■ Bass, middle, treble, 
presence controls 
Paramid equalization 
Built-in string effect with 
dynamic expansion 
circuit remote switch 
selectable 
Built-in phase shifter, 
remote switch selectable 
Built-in electronic 
crossover variable 50 to 
500 Hz for bi-amping 
Reverb, variable remote 
switch selectable 
Built-in volume pedal 
circuitry for direct input 
to amp for noise free 
performance 
Built-in compression to 
avoid unwanted 
distortion 
Preamp output and return 
600 Ohm transformer 
balanced output 
Headphone jack 

PEAVEY ELECTRONICS 
711 A Street/Meridian, MS. 
© 1979 

For complete information, write for the Peavey Session 500 New Product Information Bulletin. 
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itself first and then, later, to add the chord 
strums where they belong. 
The chorus of Ex. 3 is a fairly straightfor¬ 

ward pattern using a bass-note on the 
downbeat of each bar with chord-strums in 
eighth-notes on beats two and three of each 
bar. Notice that each chord is held for two 
bars each and that the resulting bass itself is 
an alternating pattern. Again, play the bass 
part alone first, and then add the chord¬ 
strums as your confidence for the feel of the 
pattern unfolds. 

Ex. 4 illustrates a standard swing country 
pattern which crosses over often to coun-
try/rock and pop. You can hear the feel for 
this strum in Robert John’s Sad Eyes and 
Lennon and McCartney's Oh, Darling. 

In the verse, note the use of the staccato 
effect on the accented downbeats of the 
triplets of beats two and four. In music nota¬ 
tion, this staccato effect is represented by a 
dot over or under the note or chord to be 
played staccato. 

Staccato literally means “detached" or 
“distinct." However, a chord played stacca¬ 
to is not the same as a muted chord . To play 
staccato, actually sound the chord and then 
quickly deaden it. A general rule of staccato 
playing is to sustain the staccato-ed chord 
for half of its notated value and then to rest 
the other half of its notated value. In the case 
of the muted note or chord, the sound is not 
sustained from the start. In order to create 
the staccato effect on guitar, release the 

fretting fingers after the chord is sounded. 
You can also mute with the palm of the pick¬ 
ing hand. So, the staccato effect includes 
the muting effect. To play staccato is to 
"play and then mute.” 
The chorus of Ex. 4 uses straight eighth¬ 

note triplets throughout while maintaining 
the accented and staccato-ed downbeats 
of beats two and four. 

After simply understanding these strums, 
do not neglect the all-important final step of 
practicing each one enough times till you 
can play each as easily as the mountaineer 
ties his hiking boots. He does not conscious¬ 

ly think about which lace goes over which 
lace, but rather he focuses solely on where 
he is headed — the next mountain, the next 
challenge — as if he does not have feet at 
all. So, practice these strums to the level at 
which you no longer find yourself conscious¬ 
ly thinking about the rhythms or your hands, 
but rather go where the song that is coming 
out of you is going. Who knows, there just 
might be a country hit on the far side of your 
next songwriting hill. Climb to it. 

Los Angeles-based Rob Sanford has conducted gui¬ 
tar seminars with Joe Pass. Howard Roberts and Bar¬ 
ney Kessel. He also writes songs. 

The Songwriters’ Voice 
A non-profit organization dedicated to the pro¬ 
tection and education of songwriters and the 
expansion of social awareness through music. 

SONGBANK’" — Rapid, safe and inexpensive protec¬ 
tion of songs while they are being shown to publishers, 
producers, record companies, friends and neighbors 

HOTLINE — Members can call or write SRS for 
answers to any music-related questions. 

SRS NEWSLETTER — Monthly news of workshops, 
forums, members' activities and general news of in¬ 
terest to songwriters. 

OPEN EARS’" — A bi-monthly publication listing pro¬ 
ducers, artists and publishers looking for songs 

COLLABORATORS’ 4 ARTISTS' DIRECTORIES — If 
you've got the music in you but no lyrics, if the words 
come easily but the melody eludes you or if you need a 
vocalist, your membership provides access to others 
nearby who may be looking for you. 

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

(213) 463-7178 
(213) 463-5691 

Check here if □ More information on SRS 
you would like □ Membership — $30 

Name _ 

Address _ D Dm B7 E+ 

City _ State _ Zip _ 
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A professional 
demo for $80 

can sell 
your song. 

Skeptical? Here's a few of the songs that have been 
sold with our demos: 

• Song for the Captain by K. Parker & Jon Hansel -
recorded by Roger Whitaker in England for his 
Voyager album on RCA. The album remained on the 
charts for ten weeks. 

• At My Disco by Raymond Teal - Being recorded in 
Miami for TK Records. 

• One Night Dream Girl by Sam Conjerti - Pub¬ 
lishing agreement signed in New York with Sudden 
Rush Music. 
Why did these songs get results? They probably 
aren’t better than your best songs. They just have 
better demos. 

WHY OUR DEMOS ARE BETTER 
We make professional demos. We record in a first 

rate 8 track Hollywood studio using professional 
studio equipment. 

Most other demo services make “homemade” 
demos. They record in a living room or garage using 
home recording equipment. 
We use only professional vocalists and musicians. 

Our players are Hollywood studio players with lots of 
session experience with major artists like The Assoc¬ 
iation, Ohio Players, Leon Russell, Larry Carlton 
and others. Most other demo services use amateurs. 
Demo Masters is the industry’s only truly profes¬ 

sional demo recording service. Our production staff 
has made demos for Don Kirshner Publishing, Cream 
Records and April-Blackwood. 

WHAT SONGWRITERS ARE SAYING 
ABOUT THEIR DEMOS 

• Al Kasha, Songwriter Magazine columnist and 
Oscar Winning tunesmith, called us “America's #1 
Demo Service.” 

• “The quality of engineering, sound mixing, and 
vocal as well as the exceptional back-up instrumenta¬ 
tion is truly outstanding.” Jerry Caldwell (Black 
Mountain, North Carolina) 

• “Your male vocalist has a really rich voice with 
lots of character. He sounds alot like P C. Moblee of 
Chicago.” Rick Odum (Hollywood, California) 

• “I must admit with all sincerity the instrumental 
mix is absolutely fantastic.” Raymond Teal (Miami, 
Florida) 

• "Your recording really made the song come 
alive.” Sam Conjerti (Lockport, New York) 

SAMPLE DEMOS 
We've pressed a record of some of the demos we've 

recorded. It should give you a pretty good idea how 
professional your demo will sound. The record's only 
$1 which is refunded when you order a demo or return 
the record. Just check Sample Record on the Order 
Form. 
A PROFESSIONAL DEMO OF YOUR BEST SONG 
Try us. Just send us a lyric sheet and rough tape of 

your best song and complete the section on the Order 
Form entitled “Demo Recordings." We'll give your 
song the professional demo it deserves. 

Talk to a Professi°na'. ab ryâ  (213) 999-6963. 800-423-5711. In California call collect (Z 
SONGWRITERS 

. — — — — — — — — — — ORDER FORM 
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Anatomy Of A Hit: Should’ve Never Let You Go 

< hould've Never Let You Go expertly con-
\ tinues a recent trend — the hit duet, as 

) exemplified by Don't Fall In Love With A 
y Dreamer (Kenny Rogers/Kim Carnes) 
and Something 'Bout You Baby I Like (Glen 
Campbell/Rita Coolidge). For any songwrit¬ 
er interested in composing for a female¬ 
male duo, Should’ve Never Let You Go pro¬ 
vides a fine model. 

The first line, When you walk into a room, 
has a pedestalizing quality and sets a mood 
of affectionate awe. The melody perfectly 
conveys this by lifting on walk and pausing 
briefly, then climbing again to the key word 
room. The following phrase, Your beauty 
steals my breath away extends this tender, 
caring attitude. The notes repeat on your 
beauty, projecting how great that beauty is 
in the eyes of the beholder. 

Every sensitive feeling is poignantly 
shown by a high answering piano figure in 
the second and fourth bars. These pianofills 
recur throughout the song, underscoring 
every statement made by the lyrics. 
The third line, When you look into my eyes 

is more intimate than the preceding two. The 
phrase when you now appears for the sec¬ 
ond time. Further repetition can be found in 
the next line: / find it hard to find the words to 
say. 

Although Should've Never Let You Go 
isn't constructed in a typical verse/chorus 
format, the repetition is subtly employed 
from beginning to end, making words and 
music easy to remember. 

The syncopations are also subtle but 
quietly strong, with the triplet on I find it hard 
culminating in say, a curl of sixteenths. 
The great Oscar Hammerstein once said 

that "w's” sang better than any other letter, 
and we can see the validity of his viewpoint 
with when you walk and When you look into 
my eyes I find it hard to find the words to say, 
wanna run away and hide. 

Viewing the Sedaka/Cody lyric from a 
duet point of view, all emotions expressed 
are sincere and direct, but even more per¬ 
tinent, they can be sung by a person of 
either sex. They can also be performed by 

On July 19, 1979, Henry C. Linkert successfully completed all movements of Schumann's 
Symphony No. 11n B-Flat, Op. 38. with what is known as the world's only one-man 

philharmonic orchestra. 
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one singer alone. The song offers total flexi¬ 
bility to any artist who wants to record it, 
which should insure its chances of being a 
standard. 

Should’ve Never Let You Go 
Words and music by 

Neil Sedaka & Phil Cody 

When you walk info a room. 
Your beauty steals my breath away. 
When you look into my eyes, 
I find it hard to find the words to say. 
Wanna run away and hide, 
I just got to let you know. 
Feel so tangled up inside, 
I should have never let you go. 
Anyone can make mistakes, 
And we both have made our share. 
But a life without your love 
Is a life too hard to bear. 
I don't care who's right or wrong. 
Only know I love you so. 
Why did I have to write this song? 
I should have never let you go. 
Why, in all the wide, wide world, 
Have I run into you here? 
Wish I could disappear. 
I'll never understand 
Why I even give a damn. 

When you walk into a room, 
You know. I stand on shaky ground. 
I've built so many walls around me, 
Now the walls are tumbling down. 
You're the kind I can't forget, 
Let the tears begin to flow. 
I have only one regret: 
I should have never let you go. 

© 1978. Kiddo Music Co./KIrshner Songs/ April Music 
Publishing. International copyright secured. All rights 

reserved Used by permission. 

I just got to let you know demonstrates 
excellent prosody, since the got is the emo¬ 
tional crux of the thought. The idea is also 
expressed colloquially. Have might be su¬ 
perior grammatically, but it would diminish 
the line’s power. 

Equally effective prosody appears on 
wanna run away and hide as the tune dips 
on hide since hiding is a solitary, isolated 
act. 

For all its gentleness, the lyrics have 
force, e g. feel so tangled up inside. And of 
course, the title is an urgent, unqualified 
statement, Should've never let you go. 

Conversational flavor is evident with Any¬ 
one can make mistakes and we both have 
made our share. The combination of voices 
works magically well on But a life without 
your love is a life too hard to bear, because 
there’s a feeling of build; pain and anxiety 



have crept in. The escalating desperation 
continues with I don't care who’s right or 
wrong, only know I love you so, why did I 
have to write this song, I should have never 
let you go. 

I don't care who's right or wrong accurate¬ 
ly pinpoints a lover's post-breakup attitude 
about pride. Most people feel miserable, 
angry at themselves when they let pride get 
in the way of a rheaningful relationship. 
Only know I love you so is one skillful inner 

rhyme among many in the song. 
We see again, as with find, the repetition 

of the word life. There is smooth alliterative 
flow in make mistakes, and we both have 
made our share. We travel a rising emotion¬ 
al curve, as the hero and heroine come to 
grips with their feelings. 
The dual harmony is explosively powerful 

on the dramatically sustained Why, in all the 
wide wide world (which again makes strong 
use of the “w" sound), have I run into you 
here? Wish I could disappear. This is a uni¬ 
versal response, when we run into an old 
love that still means a great deal to us. We 
don't know how to handle the situation. Our 
reaction usually develops into self-re¬ 
proach, which Sedaka and Cody capture 
with I'll never understand why I even give a 
damn. 

This is the first false rhyme so far, under¬ 
stand and damn, but it is also an example of 
choosing between craftsmanship and the 
projection of a vital emotion. Many people 
who have heard this record remember and 
mention the above lines, so we can assume 
the thought touches something in them and 
is a dramatically appropriate choice. 
The opening phrase of the song recurs 

again: When you walk into a room, followed 
by lines at once intimate and visual: You 
know, I stand on shaky ground, I’ve built so 
many walls around me, now the walls are 
tumblin' down. Lonely lovers often build a 
shell around themselves, but the shell is 
always precariously thin and tends to disin¬ 
tegrate when faced with reminders of the 
painful past. 

You're the kind I can't forget is, with its 
alliteration, both sincere and slick, and Let 
the tears begin to flow represents a falling of 
the artificial barriers and an inevitable sur¬ 
render to grief. The writers sum up beauti¬ 
fully with, / have only one regret, I should 
have never let you go. 

The lyrics are bittersweet and the melody 
has a matchingly sad, romantic quality. 
Should've Never Let You Go is professional 
in the best sense: every craft-like element is 
in it, yet you don't feel the intrusion of tech¬ 
nique. The song, by its commercial suc¬ 
cess, also makes another point. Certain feel¬ 
ings, such as love and loss, are applicable 
to a 13-year-old who has been jilted, or a 
40-year-old after a divorce. Neil Sedaka and 
Phil Cody don't slant the song with a heavy 
hand; there is no specific pitch to a younger 
or older audience, but simply a depiction of 
feelings familiar to all in terms everyone can 
relate to. If you, as a writer, can make your 
words and music relevant to all generations, 
you stand that much more chance of mak¬ 
ing a universal impact. 

A SINGER'S DREAM! 
_ r -

«J« KMKif- 1 I lOMinrn». Mcnox—— ■ 
1 OCkAY I I BANS 1AM ’«Kt I e?* < • 

The Thompson Vocal Eliminator can actually remove most or virtually 
all of a solo vocalist from a standard stereo record and yet leave most of 
the background music untouched! Not an equalizer! We can prove it 
works over the phone. Write for a brochure and demo record below. 

YOU SHOULD SEE US 
For: 
• Delay and Ambience 
• Studio Echo/Reverb 
• Tape Noise Reduction 
• Parametric Equalization 
• Electronic Crossovers 
• Comp/Limiters 
We manufacture a full line of high q 

equipment. You will probably have to pay twice as much elsewhere to 
obtain comparable quality. Only Direct Sales make our prices and 
quality possible. 
Send $1 for a 20 page brochure and 20 minute demonstration 

record. 

Write to: LT Sound, Dept. SW, P.O. Box 729, 
Decatur, GA 30031. (404)284-5155 

Circle number 33 on the reader service card 

Call The Sam Ash 
HOT LINERS! 

The Sam Ash Hot Line is your direct line to the professional 
advice ana low oiscount prices tnat you n get only from oamAsn, 
New York’s Music Department Store. Call our Hot Liners on our toll free num¬ 
ber and you’ll understand why musicians all over the world depend on them for 
information, price quotes or just plain advice. 
There’s no mystery we’re the biggest in the business, with six Sam Ash stores 

in the New York area plus a huge warehouse. We’ve got a 55 year-old reputation 
that proves we know what our customers need. So when you need musical 
equipment and want to deal with a firm that you can trust with your hard 
earned money, use the toll free Sam Ash Hot Line. We’re waiting to help you. 

GUITARS • AMPS • SOUND REINFORCEMENT EQUIP • 
KEYBOARDS • DRUMS • ALL INSTRUMENTS & ACCESSORIES 

v\NE CALL TOLL FREE: Since 1924 

£800-645-3518 
IN NEW YOAK STATE CALL 212 347 7757 MUSIC STORES 

301 PENINSULA BOULEVARD HEMPSTEAD NEW YORK 11550 

Circle number 24 on trie reader service card 



H JTAL Cl UR 
The LA Helee 

Eric Doctorow, who was a partner in 
image marketing and media and vision 
management, is now the senior vice presi¬ 
dent and general manager of Montage 
Records . Glenn H. Friedman has been 
made music publishing director of Al Bu-
netta Management, Inc. He has been cre¬ 
ative manager for Chappell, BNB Asso¬ 
ciates and A. Schroeder, International . . . 
Elektra/Asylum appoints Rick Ungar A&R 
director. Rick has been an attorney for an 
entertainment law firm and an artist man¬ 
ager . . ASCAP hires new membership 
representative, Sam Schwartz. Sam 
leaves a management firm where he 
worked with many TV and film composers 

Clancy Grass leaves Little Bear Enter¬ 
prises to pu rsue personal management and 
production through his own Grass Man¬ 
agement. Clancy was president of Little 
Bear . . Casablanca Records promotes Al 
DiNoble to vice president and general 
manager. Al started at Casablanca in 1976 
as national promotion director and was vice 
president of product development . . . 

MCA Records has moved to their new of¬ 
fice building at 70 Universal City Plaza, Uni¬ 
versal City, CA 91608. Their new general 
information number is (213) 508-4000. 

Lg Apple Lites 

Warren Schatz leaves his post as RCA's 
A&R vice president to take over as senior 
vice president and chief operating officer of 
Ariola America . . . Chappell and Intersong 
Music hire Jamie Howarth to engineer 
their in-house 16 track recording studio. 
Jamie moves from Howard M. Schwartz 
Recording . . Jerry Greenberg leaves 
the presidency of Atlantic Records to form 
his own label with brother Bob Greenberg. 
The new label will be distributed by Atlantic 

Doug Morris takes over as president of 
Atlantic Records, after heading Ateo Rec¬ 
ords and custom labels division of Atlantic 
since 1978. Doug started his own Big Tree 
Records in 1970, with distribution by Atlan¬ 
tic starting in 1974. Big Tree was boughtout 
by Atlantic in 1978. England Dan and John 
Ford Coley are Big Tree artists, and Doug 

signed Gary Numan and Peter Townshend 
of The Who to Atlantic . . . Music Connection 
Productions expands its staff. Barry 
Hirschberg is A&R staff producer. Barry 
leaves BBP Productions. Paula Dorf 
leaves her vice presidency of Sanford Ross 
Management to take over as artistic devel¬ 
opment director; and Malcolm Fisher is 
responsible for developing new wave proj¬ 
ects. Malcolm has recently produced the 
Jags and the B-52s . . . Virgin Records 
names Charles Dlmont vice president and 
general manager. Charles came to the U .S. 
this year after three years with Virgin's Brit¬ 
ish division. 

Flash Tom HasMIe 
ASCAP has a new public relations director 
and membership representative, John 
Sturdivant. John has been vice president 
and general manager of Ruboca Records, 
director of artist development at Tree Inter¬ 
national and vice president of Record World 
in Nashville Bob Doyle leaves Warner 
Brothers, where he was A&R assistant di¬ 
rector, to join the executive staff of ASCAP. 

-Pat & Pete Luboff 
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Back Issues. 
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38. 69 ". .. All alone in the middle of the Pacific, just me and my piano .. (repeat and fade). 
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“Get Right Back To Where We Started From...” 
...and Order the Back Issues of Songwriter That Will Complete Your Collection! 

Most are Still available, OCT/75 — Jim Weath- NOV/75 — Barry Mani- DEC/75 — Alan O'Day, JAN/76 — Gordon 
at $2 anipre Hptp arp thp eriY. Breakin 9 Into The Io*- Jim Foglesong, Alternative Chorus, Lighttoot, Chappell s 
at »¿ape e e e Country Market, Snuff Memories Of A Song- Copyright Revision Bill Roger Gordon Steve 
issues we can Offer you. Garrett plugger Cropper 

FEB 76 — Hoyt Axton, MAR 76 — Jimmy APR/76 — Sammy MAY 76 — David JUL/76 — Loggins & AUG 76 — Barry Mann 
Dick Clark, AGAC Webb, Karen Hodge. Cahn, Buddy Killen, How Gates Improving Use Of Messina, Movie Lyrics & Cynthia Weil, Auto-

How To Get A Good Mix To Present Your Songs Melodic Range, SRS' And Music, The N.Y. biography Of A Copy-
Helen King Songwriters' Showcase right, Song Festivals 

SEP 76 — Paul Anka. 
Banking And The Music 
Business, What You Can 
Earn With A Top 10 Rec¬ 
ord 

MAR 77 — Henry 
Mancini, Academy 
Award Winners, Collabo¬ 
ration-Part II 

OCT/76 — Jerry Foster NOV/76 — Neil Se- DEC/76 — Melissa JAN/77 — Bobby FEB/77 — Ashford & 
& Bill Rice, Children’s daka, How To Make Your Manchester. Packaging Goldsboro, The Harry Simpson, Is Collabora-
Music, Register of Copy- Own Record, History Of And Selling Your Master, Fox Agency, Harry War- tion An Art?, Atlanta— 
rights Barbara Ringer Tin Pan Alley Tom Catalano ren Major Music Center 

APR 77 — Lambert & MAY/77 — Carole JUN 77 — Roger Ni- JUL/77 — Mel Tillis, AUG 77 — Larry 
Potter, Gospel Music, Bayer Sager, How To chois, Record Producing, How Songs Are Picked, Weiss, ASCAP vs. BMI— 
Songwriters' Hall Of Copyright Your Song, Hit Writing and Marketing How To Get Free Legal Nashville Hall of Fame 
Fame Record Computer Commercials Advice Museum 

SEP 77 — Kander & , 
Ebb. ASCAP vs. BMI— ’ 
Part II. How To Budget A 
Union Session 

MAY 78 — Irving Ber¬ 
lin, Clive Davis, Bread 
and Roses. Casting Your 
Songs 

MÔ^i^áfanis Ian, DEC/77 — Marvin JAN 78 — Norman MAR/78 — Chuck APR/78 — Tony Ma-
MrngOT AMogp Hamlisch, What Is Crea- Gimbel. How To Start A Jackson & Marvin caulay. Making Lyrics 
jlljsi ca^ tivity?, Composers' Publishing Co., Securing Yancy. How To Use More Dramatic, Malvina 
KSCAgyWr^* Agent Al Bart A Record Contract Mass Communications Reynolds 

Principles In Songwriting 

JUN/78 — Peter Me- AUG/78 — Bill Conti. SEP 78 —John Prine, OCT/78 — Leo Sayer, NOV/78 — Special Jin-
Cann, A & M's Chuck Breaking Through Song- Song Protection, Devel- Performing Tips, The gle Writing Issue, Steve 
Kaye, 12 Command- writers’ Block, Getting oping Your Creativity A&R Department, L.A.’s Karmen, N.Y.’s Hoot Cir-
ments Of Songplugging, Your First Break Hoot Circuit cuit 
Anatomy Of A Songshark 

JAN 79 — John Farrar, 
How To Start A Song¬ 
writers Assn., On Being 
A Woman Songwriter 

JUL/79 — Special Gui- -
tar Issue, Seals & 
Crofts, Stephen Foster, : 
On Making A Copublish¬ 
ing Deal 

FEB 79 — Tom T. MAR 79 — Stephen APR 79 — Richard MAY/79 — Special JUN 79 — Charles 
Hall, Joel Diamond, Bishop, Mike Chapman, Kerr. Joan Armatrading, Demo Recording Issue, Fox, The Copyright Roy-
ATV’s Marv Goodman, Should You Be Publish- Publisher Jay Warner, David Paich, Forum on alty Tribunal, Synes-
The Songwriter As Pro- ing Yourself?, The New Forum on Songwriting Film Scoring thesia 
ducer Copyright Form Business 

AUG/79 — Stephen SEP/79 — Patrick Sim- OCT/79 — John Stew- NOV/79 — Randy DEC/79 — Freddie 
Stills, E/A’s Joe Smith, mons & Michael Me- art, Improving Your Newman, The Gospel Perren, A Day In The 
Acuff-Rose, The Art Of Donald, On Starting Your Singing, Samantha Music Scene, Bill Life At Warner Bros. 
Self-Promotion Own Record Co., Pro- Sang. The Sheet Music Gaither, Guide To Music Music, How Suggestion 

ducer Eddie Kramer Business Biz Scams Sells Songs, TEAC's 
Porta-Studio 

Sorry, the following issues are SOLD OUT: Jun/76,Oct/77, Feb/78, Jul/ 78, Dec/78. 
■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■ 

P.O. Box 3510 ònbòbè g Hollywood. CA 90028 

Please send me the issues I've marked: □ Oct/75 □ Nov/75 □ Dec/75 □ Jan/76 □ Feb'76 □ Mar/76 

□ Apr/76 □ May/76 □ July/76 □ Aug/76 □ Sep/76 □ Oct 76 □ Nov/76 □ Dec/76 □ Jan/77 □ Feb/77 

□ Mar/77 □ Apr/77 □ May/77 □ June/77 □ July/77 □ Aug/77 □ Sep/77 □ Dec/77 □ Jan/78 

□ Mar/78 □ Apr/78 □ May/78 □ June/78 □ Aug/78 □ Sep 78 □ Oct 78 ' □ Nov'78 □ Jan/79 □ Feb/79 

□ Mar/79 □ Apr/79 □ May/79 □ June/79 □ July/79 □ Aug/79 □ Sep79 □ Oct/79 □ Nov/79 □ Dec/79 

□ Please charge my purchase to: □ Visa □ Master Charge 

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

□ I’ve enclosed my check or money brder payable Io SONGWRITER MAG¬ 
AZINE in the amount of $2 per issue. 

(Note: there is a S5 minimum charge for payment by credit card.) 

Expiration date _ Account no. -

Cardholder name - --

Signature _ —_ -
(must be signed to be valid ) 

Address _ 

City _ __ 

State _ Zip -

Outside of USA add $2 postage & handling. Allow 4 to 6 weeks for delivery. 



Collaborator 

lyricist seeks to collaborate with composer. Rock, 
pop. Jerry Martin, (408) 354-9063. 
Published CW writer seeks female companion for 
collaboration and help on farm. Jim (814) 734-4574 
Lyricist seeks to collaborate with composer. Rock, 
pop. Jerry Martin, (408) 354-9063 
Lyricist seeks musical collaborator willing to take 
risks. Sharon Larmour, 1954 Tower Ave., Schnectady, 
NY 12304 (518) 374-6689. 
Songwriter (BMI) lyricist seeks composer to put 
melodies to lyrics pop/MOR/R&B-dance/country. Prez 
Tyus, 410 State St., Brooklyn. NY 11217 (212) 875-
0430. 
Co-write with professional. Send lyrics with self¬ 
addressed stamped envelope Ray Sanders, Box 
891, Venice, CA 90291. 
Take my virginity. I've never had my lyrics set to 
music before. Tm ready! Jeff Berke, 5425 Zelzah, En¬ 
cino, CA 91316. 
Pro rock lyricist, original style, seeks comm, ener¬ 
getic composer. Write R. Binder, 1864 85th St., 
Brooklyn, NY 11214. 
ASCAP writer (songs recorded by 5 top stars) will 
collaborate with writer from London. England. Grey, 
606 Lantana Rd , Lantana, FL 33462 

Anything from leadsheets $15 to fully orchestrated 
arrangements. Three piece $60. Four piece $75. For 
each additional orchestral piece add $15. Our pro¬ 
fessionals select best instrumentation if requested. 
We copy all parts beautifully and accurately from 
master score. Send cassette or reel, lyrics, payment. 
Quick service! Ace Arranging, 10770 SW 155 St., Mi¬ 
ami, FL 33157. Information (305) 251-4424. 
$7.50 per song, lead sheets. Write: Mark Carfi. 
245-22 Superior Rd . Bellerose, NY 11426 
Lead sheets $10. Teacher with music degree Dal¬ 
ton, 1233 W 16th Place. Yuma. AZ 85364. 
Lead sheets. Professionally and precisely prepared. 
Send $8.50, cassette or reel and lyrics. Rapture Pro¬ 
ductions, 27 Burton Ln., Massapequa. NY 11758. 
"Leedsheetz.” The manuscript paper with enough 
space for ALL your lyrics! $5 per 50 postpaid. Free 
songwriters poster ($2 value) with order. SASE gets 
brochure & sample leedsheet free Crown Interna¬ 
tional, 706 Wood, Pittsburgh, PA 15221. 
Music engraving Typed; Classical, Pop, Orches¬ 
tral. Professionally executed. $1.25 per staff line. 
Send score to RC Music, Box 215, Pecos, NM 87552. 
$15 minimum deposit. 

View, CA 94040 or call Tim (415) 967-2909. Find out 
why — if you can talk, you can sing. 

For Sale 

Guitar Amplifiers, Factory-direct discounts! Profes¬ 
sionals love their twin-channels, sustain, reverbera¬ 
tion, graphic equalizers. Also stacks, loudspeakers, 
more. For FREE information write ROXTON, 10439-T 
Roselle. San Diego. CA 92121. 
Cordovox-Pro. Model — exc. condition 4 years 
old. $1,800. Harris (714) 848-8594. 

Demos/Studlos 

Lead Sheets 

Lead sheets $10 — sacreds, country, MOR. Roy 
Smart, 8921 SW 196 Dr.. Miami. FL 33157. 
Professional leed sheets. Free samples Send 
SASE A Toth Music. 474 Sunshine. Reno, NV 89502. 
Lead sheets prepared — send tape, lyric, and 
$7.50 (2 copies). Additional copies $.25 apiece 
SAMCO. box 71, Brooklyn, NY 11220. 

Instructions/ Publications 

Get organized! Our copyrighted system can help 
you organize business, creative, and promotional ac¬ 
tivities in one complete package. Free details. Song¬ 
file, Dept. SW-7, Box 7300, Tulsa. OK 74105. 
Teach yourself singing! Develop your child-voice, 
a stringed instrument. Any voice-age-style music. 
Worlds only voice improvement course with an unlim¬ 
ited money back guarantee! Dozens of full-filled sing¬ 
ing secrets to tune your voice so it sounds great, on 
three 90 min. cassettes. Send $30 to Teach Yourself 
Singing Enterprises. 1931 California Ave., #18, Mt. 

p- ——- —- - Mail to? 

OWPITQ /WAZŒ 
P.O. Box 3510, Hollywood, CA 90028 

Ad Copy n’t forget to include your name, and address or phone number Pleas* ■■■■-. Our Policy . Songwriter 
accepts no aas offenng publishing or composing services for a fee Adoifionaii . Songwriter 'esenves the right to request 
product samples ana references On word counts Letter or number groups (rpm. 6P4. etc ) count as one wora Names and 
oaaresses must be included in the word count Classified ads are not commissionabie Songwriter is not responsible for any 
ad claims Rates CollaboratorWantedS50perword($7mininium) All other categories $1 per word ($14 minimum) 

Prices of merchandise ana/or services must be included m all aas 

Top notch demos — using the best studio musi¬ 
cians from the North Jersey metropolitan area. Rates 
as low as $15. Call Durham Productions. (201) 548-
9388. 
Songwriters: Professional production of your songs, 
all styles: 4-piece arrangements $35. additional pro¬ 
duction available at $10/track. Lead sheets, $15. 
Complete services on request. Sample cassette. 
$2.50. Send lyrics, rough cassette with payment to: 
Harks Place, 7881 Althaus Rd., Cincinnati, OH 
45247, (513) 941-0987 
Your song recorded by professional studio musi¬ 
cians. Vocal, piano/guitar, bass, and drums $35. 
leadsheets $15. Specify reel-to-reel or cassette. Send 
rough tape, lyrics, check or money order to: Arma¬ 
dillo Productions Recording Studio. 82916 Yale St.. 
Houston. TX 77007 (713) 880-1071 
Qualify demos: vocal, bass, drums, piano or guitar, 
$30. Add $12 for additional instrument or background 
vocals. Brick Productions, Box 388, Debary, FL 
32713. Check or MO. 
Pro demos: Vocal, guitar bass $30 Additional in¬ 
struments $5 each. Soundtown Recording Studio, 
P.O. Box 38243, Houston, TX 77088 
Professional Country and Gospel recording artist 
available for demos. Free information. Andy, Box 367, 
Tuscola. IL 61953 

Miscellaneous 

My ad is to appear under the following heading (check one): □ Collaborator Wanted 
□Demos/Studios nFor Sale nLead Sheets □Instructions/Publications ^Misc. 

Name Phone No. 

Street Address City State 

No. of words Price per word No. of months to run 

Zip 
$ 

Total 

Check one: □ Check or money order enclosed 
Enfer accounf number here 

□Charge my VISA or Mastercharge 

Expiration I II II II | If Mastercharge I— II— Il II I 
dale I_II_II_II_I indicate number I_II_II_II_I 

month year above name here 

Signature (must be signed to be valid) 

Cardholder name (please print) 

Gospel songwriter with lead SHEETS and copy¬ 
rights on new unreleased songs, needs established 
artist to record them. Betty Winder, 1723 S 141st E 
Ave., Tulsa. OK 74108. 
Recording stars addresses. Huge list $5 25 Pan¬ 
dora Publications. Box 26706N, San Jose, CA 95159. 
Parttime piece work. Webster, America s foremost 
dictionary company needs home workers to update 
local mailing lists All ages, experience unnecessary 
Send name, address, phone number to Webster, 175 
5th Ave., Suite 1101-1379A, New York. NY 10010. 
Bands, bars, clubs, anybody! Get your logo or 
slogan on pin-on badges. Send $.25 for catalog/ 
prices/info. SAMCO, Box 71-B, Brooklyn, NY 11220 
Lawyer — services include formation of recording 
and publishing companies: ASCAP-BMI affiliation; 
copyrights; recording, publishing and management 
contracts and negotiations. Hank Leibowitz. 9 E. 41 
St. New York, NY 10017 (212) 697-6870 
"Build your own." Dulcimers and other wooden in¬ 
strument kits. SASE to Colorado Music, 29 E. Radcliff, 
Englewood. CO 80110. 
Songwriters Club For information write to: Songwrit¬ 
ers Club. 2421 Walnut Rd., Pontiac, Ml 48057. 
Experienced slnger/songwriter with a track rec¬ 
ord has extensive and diverse catalog of popular 
songs. Looking for publishing/recording situations. 
C Allan, 7361 129th St. Surrey, B.C., Canada V3W 
7B8 
Aggressive, young publishers looking for material 
Send cassette (3 tunes per tape) and lyric sheet to: 
Torren Music, BMI, 2710 Pearsall Ave., New York, NY 
10469 (212) 231-9611. Include SASE to insure tape 
return. 
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How serious are you about an electric piano? 
We know how an acoustic piano should sound and how it 

should feel. We've been building them for almost a century. 
That's why our electric grand pianos sound and feel like our 

acoustic grands. And our electronic pianos feel like our acoustic 
pianos while making unique sounds of their own. We wouldn't 
have it any other way. If you wouldn't have it any other way either, 
read on. 

The Electric Grands. The CP-80 Electric Grand has the sound 
and feel of a full-size grand, yet it is compact, sturdy, and ready for 
heavy duty touring. 
With no soundboard, and the strings anchored to Yamaha's 

exclusive Humid-A-Seal Pin Block, tuning stability is excellent. 
The treble and middle strings are similar to those used on Yamaha concert grand pianos. 

Extensive research by Yamaha has produced bass strings that, though shorter, retain all the rich, 
full-bodied character of an acoustic grand. 

There are 88 independent permanently mounted piezoelectric pickups for the entire 
keyboard. This gives you highly accurate sound, with wide, even frequency response. 

Controls include volume, bass, middle, treble, tremolo on/off, tremolo speed, and depth 
and power on/off. 

The CP-70B retains most of the features of the CP-80 and consequently has the same true 
acoustic feel and sound. Yet its price may make it more attractive for your specific needs. 

The Electronic Pianos. The 76-key CP-30 has a wide repertoire of sounds that transcend 
the usual "one-color" sound of other electronic pianos. Different combinations of voices may 
be assigned to each of the two channels, giving a true stereo effect. 

The CP-30 is velocity-sensitive so when you strike the keys harder, it gets louder. The only 
moving parts are the keys and the reliable leaf switches they activate. 

The CP-20 is a single-channel unit with similar features at a lower price. 
The portable CP- 10 (not pictured) is the newest addition. It features 61 keys and a built-in EQ. 
For more complete information write: Yamaha, Box 6600, Buena Park, CA 90622. (In 

Canada, write: 135 Milner Ave., Scarb., Ont. MIS 3R1.) Or better yet, visit your Yamaha dealer 
for a demonstration of the keyboards that take true acoustic sound and feel as seriously as 
you do. 

Because you're serious. 

@ YAMAHA 
Circle number 41 on the reader service card 



Add $1 each outside U.S.A. Simply fill out the coupon below. 

Allow 3 to 6 weeks for delivery within the U.S.A. 

Save and Protect 
Your Copies 

of Songwriter 
SONGWRITER is more than just another 
magazine — it's one you'll find yourself 
referring back to time and again. And 
what better way to save and protect 
your copies of Songwriter than with 
these library cases or binders. They’re 
custom-designed to hold a year of 
Songwriter (12 copies). Rugged. Hand¬ 
some. A perfect way to combat clutter 
and conserve space. Color: maroon with 
gold Songwriter Magazine logo. 
Files: Each file holds 12 issues. 
Price per file $4.95; 
three for $14; six for $24. 

Binders: Each binder holds 12 issues 
Issues open flat. $6.50 each; 
three for $18.75; six for $36. 

(continued from page 26) 
“So, my advice to new songwriters is not 

to pack it all up on a truck and move to 
Nashville or Hollywood. I’d tell them . .. and 
this may sound like a hard way to go ... if 
you have a song you think is a hit, shoot for 
the top. The big publishers and producers 
and artists won’t take a song unless they 
think it will be a hit, which is in the song¬ 
writer's favor. That means if they don't want 
your song it will still be free. A mediocre 
publisher could tie up a potential hit for 
years. So I say to you, if you’ve got faith in 

“When it comes 
time for me to go to 

work, I put my 
writing away. My 

time belongs to the 
school.” 

To: Jesse Jones Box Corp., P.O. Box 5120. Philadelphia. PA 19141 

Enclosed is my check or money order for $_ 

Please send me: _ Songwriter Binders _ Songwriter Files 

Name (Please Print) 

Address 

ûty State Zip 

Get a Songwriter T-Shirt! 
White with 
Red-Orange 
Songwriter 

Magazine Logo 

50/50 
Polyester 
Cotton, 

Non-Shrink 

Only $^95 
Make Check 

or Money Order 
Payable to: 

P.O. Box 3510 
Hollywood, Ca. 

90028 

Fl Yes, send me Songwriter T-Shirt(s) at $6 95 each . □ X-Small □ Small □ Medium □ Large □ X-Large 

Name 

Address 

City State zip 

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

--------------- Beautiful, Trim, French-Cut -

your song, you just might as well try to get 
it to Barbra Streisand as to Joe Dokes." 
Or Emmylou Harris. Which brings us 

back to the Grammys, and a story Johnny 
tells on himself. 

“After the Grammys were over, we were 
sitting in Chasen's eating a bite. Emmylou 
was there, and myself, and a few other folks. 
About that time they brought over this fellow 
they wanted me to meet. They introduced 
him, but I didn't recognize his name. 
“Then they said, ‘Johnny, we want to get 

a picture of the three of you together.' Now 
I figured this guy was an office worker or 
something and this would mean a lot to him, 
so I said, 'Fine, let’s do it.’ 
“We all three stood up by the table. I got 

in the middle of 'em and put one arm 
around Emmylou and one around that other 
fellow. You know, that's the way you do it in 
country music. 
“Some of them got to laughing a little and 

said, ‘No, Johnny, we want Emmylou in the 
middle. So I switched over to the outside 
and reached my arm back around Emmy¬ 
lou. This time they all started laughing. I fig¬ 
ured they must have thought I really wanted 
to put my arm around Emmylou. 
“One of the fellows said, "Johnny, we want 

you two men shaking hands. I said, Good,' 
so we reached right out in front of Emmylou 
and shook hands. By this time Emmylou 
was laughing so hard she was having to 
work at standing up straight, that other fel¬ 
low was laughing, even the camera man was 
laughing. I figured it must be good, so I 
joined in with them. We were all standing 
there grinning when they took the picture. 

“I've still got a copy of it. It wasn't until 
some time later I found out that other fellow 
... the one I thought was an office worker 
. .. was a songwriter, too. His name was 
Michael McDonald!” 

Heno Head, of Purdy, MO, is a junior high 
science teacher, freelance writer, and song¬ 
writer. 



(continued from page 33) 
of albums, not because it brings in millions 
of dollars, but because there is a certain 
neurotic pleasure in thinking all those peo¬ 
ple think a lot of you. There is that basic 
Freudian idea . . . the artist wants to be 
loved. In order to get what is necessary to 
do what we do for a living, it can't be 
money— it has to be something else. It has 
to be a desire to be liked, a desire to do 
good things, to see the communication be¬ 
tween people. 
Songwriter: Have you and the rest of Styx 
been able to deal well with success? 
DeYoung: Success is a son-of-a-bitch to 
deal with, because all of a sudden you have 
all of these rich guys who don't know any¬ 
thing about being rich guys. It sounds like 
the easiest problem in the world. But now 
you no longer have anything in common 
with your lifelong friends from a financial 
standpoint. You sit around and talk about 
the economy or just about anything and 
then all of a sudden you are apart from all 
the people that you have loved and known 
al) of your life. You do not mean to be—and 
you are not by spirit—but there is a differ¬ 
ence now. And your success will cause your 
friends to either treat you better ... or worse. 
But not the same. And it’s like a culture 
shock for you. You have to undergo this 
whole new set of principles, even though 
inside you are the same person. 
Songwriter: The plaintive tone of your 
comments makes me think of Why Ale, off 

“Cornerstone.” Is it typically autobiographi¬ 
cal? 
DeYoung: I think some of the best lines I 
have written are in that song. I love the line 

“Keep writing the 
songs and keep 

knocking on doors 
. . . The dream can 

come true.” 

“When hard times come and hard times go 
and in between you hope and pray the scars 
don't show.” To me that is life. And it's the 
same for the rich guy and the poor guy. It 
has nothing to do with money, nothing to 
do with fame. In other words, if you are walk¬ 
ing down the street and have a million dol¬ 
lars and a ladder falls on your head, you’re 
dead just like the poor guy. 
Songwriter: Was there a particular hard 
time that inspired Why Ale? 
DeYoung: Yeah, I got beaned by a baseball! 
Real hard. I play baseball in this league in 
Chicago, and it was the first day of practice. 
I was at first base switching to the first base¬ 
man's glove when the shortstop threw the 
ball. This guy can throw the ball through the 
wall and the ball hit me on the head so hard 

that for 20 minutes I wasn't quite sure what 
was going on. I said, “1 can't believe this is 
happening." And I just kept saying “Why 
me?" I had had the idea before, but when 
I got hit with the baseball, that is when 1 knew 
what I wanted to say in the song. But there 
is no mention of the baseball. Everybody 
goes through “why me's” constantly . . . 
some of them are just bigger than others. 
Songwriter: Since everybody has got the 
"why me's,” what advice would you give to 
the hopeful songwriter who may be suffering 
from the "why-not-me’s?" 
DeYoung: It would be difficult to give advice 
on how to get your songs published or some 
one to record them. I don’t have the faintest 
idea, because I have always had the luxury 
of being an artist in addition to being a song¬ 
writer, which is a great advantage. I am sure 
there are just thousands of great songs out 
there undiscovered by people who are elec¬ 
tricians or something. 1 can say keep writing 
the songs and keep knocking on doors to 
get your songs published. There is certainly 
an amount of luck involved—meeting the 
right person at the right time. But the dream 
can come true. I know all those people read¬ 
ing Songwriter are dreaming that dream, but 
we all know it will come true only for a mi¬ 
nority of people. So what's the alternative— 
to stop writing songs? Your only alternative 
is to keep doing what you are doing. There 
aren't any guarantees, so accept that right 
off the bat. If you can accept that and still 
go on, then go on. 

<Do<fou JHug Songs 
(Professionally? 

Most likely you’ve heard about Song Plugger, the music publisher’s 
tipsheet newsletterjt's the onl/ “artist contact’’ newsletter of its kind 
.. . and it wJrks! (Over 90% ofjour subscribers renew time amer 

Every two weeks we contact ihe “soon to record’’ artists and J 
producers in the recording industry and reporrto our subscribers 15 
to 18 upcoming sessions. We tell you the awst, label, producer, 
contact adcress, song casting info, and studio schedule^ 
Additional, our “best chart shots” lists 15 to 20 current hit artists 
who reconi outside material. And again we report the producer and 
contact address. . C. 
From Glën Campbell to Linda Ronstadt t .. Johnny Mathis to 

Diana Ross . . . wo ^oort all the top artists . . . but the new, 
upcomirb acts — recently ^gned — afe our real spècialty rThey’re 
the ones you don't usually hear about until they’re on the charts. 
And each and every one of the acts we report needs songs. 
Song Plugger. though, is only for the pros . . it’s not mass 

distributed by design. Our subscribersjnclude MCA, UA Musih, 
Chappell, Screen Gems, ABC/Du 1 • Columbia Records, etc., etc., 
etc. If you re a pro and wish to receive Song Plugger via first class 
mail every two weeks, simply fill out and mail the coupon below 
(Because of the confidentiality of Song Plugger, we do not offer 
sample issues.)^i 
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TOP 40 
SONGWRITER TITLE ARTIST PRODUCER PUBLISHER, LICENSEE, LABEL 

1 J. Ferrar Magic ★ Olivia Newton-John John Farrar John Ferrar. BMI (MCA) 
2 C. Hayward/J. DiGregoria In America The Chartie John Boylan Hat Band, BMI (Epic) 

C. Daniels /T. Crain Daniels Band 
F. Edwards/J. Marshall 

3 W. Robinson More Love Kim Carnes George Tobin Jobete. ASCAP (EMI-Amerlca) 
4 J. Lynne I'm Alive Electric Liç^t Orchestra Jeff Lynne Jet/Unart/Blackwood, BMI (MCA) 
5 B. Joel It's Still Rock and Billy Joel Phil Ramone Impulsive/April. ASCAP (Columbia) 

Roil To Me 
6 B Morrison J. Wilson Love The World Away ★ Kenny Rogers Larry Butler Southern Nights. ASCAP (United Artists) 
7 H. Clayton /Slgidi Take Your Time S.O.S. Band Slgldi Avant Garde. ASCAP (Tabu) 
B G. Goffln/C. King One Fine Day Carole King Mark Hallman/ Screen Gems-EMI, BMI (Capitol) 

Carole King 
9 S. Wlnwood/M. Windwood Gimme Some Lovin' Blues Brothers Bob Tischler Island. BMI (Atlantic) 

10S. Cooke Cupid/IVe Lcved You ★Spinners Mlchdel Zager Kags/Sumac. BMI (Atlantic) 
For A Long Time 

11 J. Wllson/D. Greer/S. Woodard Let Me Love You Tonight Pure Prairie League John Ryan Kentucky Wonder. BMI /Prairie League. ASCAP 
(Casablanca) 

12 P McCartney Coming Up Paul McCartney Paul McCartney MPL. ASCAP (Columbia) 
13 J Lieber/M. Stoller Stand By Me ★ Mickey Gilley Jim Ed Norman Rightsong Trio, BMI (Asylum) 

B E. King 
14 J. Williams Empire Strikes Back Meco Meco Monardo/Tony Fox Fanfare/Bdntha. BMI (RSO) 

Bongiovl/Lance Quinn 
15 F Mercury Play The Game Queen Queen Beechwood/Queen, BMI (Elektra) 
16 R Burnette/R Coleman Tired Of Toeln'The Une Rocky Burnette Jim Selter/BIII House TRO-Cheshlre. BMI (EMI-America) 
17 N. Sedaka /P Cody ShouldVe Never Let Nell Sedaka & Robert Appere Kirshner. ASCAP/Apiil/KIddlo, BMI 

You Go Dara Sedaka Neil Sedaka (Elektra) 
18 J Walsh All Night Long Joe Walsh Joe Walsh Wow & Flutter. ASCAP (Asylum) 
19 E. John/G. Osborne Little Jeanie Elton John Clive Franks/Elton John Jodrell. ASCAP (MCA) 
20 R. Dupuls/R. Chudacoff Steal Away Robbie Dupree Peter Bunetta/ Bib Ears/Chrome Willle/Goda/Oozleflnce. 

Rick Chudacoff ASCAP (Elektra) 
21 Collins Misunderstanding Genesis David Hentschel/Genesls Hit & Run/Pun, ASCAP (Atlantic) 
22 R Nielsen Everything Works If Cheap Trick George Martin Adult. BMI (Epic) 

You Let It 
23 B. Mardones/R. Tepper Into The Night Benny Mardones Barry Mraz Papa Jack. BMI (Polydor) 
24 C. Cross Sailing Christopher Cross Michael Omartian Pop ’N' Roll. ASCAP (Warner Bros.) 
25 B Scaggs/D. Foster/ Jo Jo Boz Scaggs Bill Schnee Boz Scaggs/Almo, ASCAP/Foster Frees/ 

D Lasley Irving. BMI. (Columbia) 
26 J. Hanna/R. Hathaway/ Make A Little Magic The Dirt Band Jeff Hanna/ De-Bone-Aire/Viclous Circle. ASCAP 

R. Carpenter Bob Edwards (United Artists) 
27 J. Mlume/R. Lucas Sweet Sensation ★ Stephanie Mills James Mtume/ Frozen Butterfly. BMI (20th Century) 

Reggie Lucas 
28 A Thompson Take A Little Rhylhm All Thompson All Thompson/Jon Kelly Almo. ASCAP (A&M) 
29 D. Flowers Tulsa Time Eric Clapton Jon Astley Bibo. ASCAP (RSO) 
30 J. Lennon/ I'm Happy Just To ★ Anne Murray Jim Ed Norman MacLean, BMI (Capitol) 

P. McCartney Dance With You 
31 A. McBroom The Rose ★ Bette Midler Paul A. Rothchlld In Dispute (Atlantic) 
32 L. Graham/P. Richmond Shining Star Manhattans Leo Graham Content, BMI (Columbia) 
33 C. Taylor/A. Gorgoni 1 Can't Let Go ★ Linda Ronstadt Peter Asher Blackwood. BMI (Asylum) 
34 R Supo Somethin' Bout You Baby ★ Glen Campbell & Gary Klein Colgem-EMI. ASCAP (Capitol) 

1 Like Rita Coolidge 
35 P. Townshend Let My Love Open Pete Townshend Chris Thomas Towser Tunes. BMI (Ateo) 

The Door 
36 P Beckett it's For You Player Tony Peluso/Peter Big Stick, BMI (Casablanca) 

Beckett 
37 N. Ashford/V. Simpson Ldndlord ★ Gladys Knight & Nickolas Ashford/ Nlc-O-Val, ASCAP (Columbid) 

The Pips Valerie Simpson 
38 A. Gorrle Let's Go 'Round Again Average White Band David Foster Average, ASCAP (Arista) 
39 M. Gore/D. Pitchford Fame Irene Cara Michael Gore MGM, BMI (RSO) 
40 E. Vanover/G. Burbank/ Who Shot J.R. Gary Burbank with Ed Vanover Loclty. BMI (Ovation) 

Band McNally 

•A Denotes a recording artist who will record outside songs. 



COUNTRY TOP 10 
SONGWRITER_ 

1 J. Lleber/M. Stoller/B.E. King 
2 B. Morrison /J. Wilson 
3 L. Gatlin 

4 S. Dortf/G. Harju/ 
L. Herbstrttt/S. Garrett/ 
J. Reed 

5 S. Throckmorton/R. VanHoy 
6 J. Foster/B. Rice 
7 W. Holyfield 

8 E. Rabbltt/D. Malloy/ 
E. Stevens 

9 B. Zerface/J. Zerface/ 
B. Morrlson/J. MacRae 

10 M. Brown/C. Crofford/ 
S. Dorff/S. Garrett 

TITLE 

Stand By Me 
Love The World Away 
We're Number One 

Cowboys And Clowns/ 
Misery Loves Company 

Friday Night Blues 
Over 
I'm Gonna Love You Tonight 
(In My Dreams) 
Drivtn' My Life Away 

(You Lift Me) Up To 
Heaven 
Bar Room Buddles 

ARTIST_ 

★ Mickey Gilley 
” Kenny Rogers 

Larry Gatlin and The 
Gatlin Brothers Band 

★ Ronnie Milsap 

★ John Conlee 
Leon Everette 

★ Johnny Duncan 

Eddie Rabbitt 

Reba McEntire 

★ Merle Haggard and 
Clint Eastwood 

PUBLISHER, LICENSEE, LABEL 

Rightsong /Trio/ADT, BMI (Asylum) 
Southern Nights. ASCAP (United Artists) 
Larry Gatlin, BMI (Columbia) 

Lowery, BMI (RCA) 

Cross Keys/Tree, ASCAP. BMI (MCA) 
Jack & Bill, ASCAP (Orlando) 
Maplehill, Vogue, BMI (Columbia) 

DebDave/ Briarpatch, BMI (Elektra) 

Southern Nights, ASCAP/Combine, BMI 
(Mercury) 
Peso/Warner-Tameriane 'Bronco, BMI 
(Elektra) 

SOUL TOP 10 
_ SONGWRITER title artist publisher, licensee, label 

1 S. Cooke CtpId/IVe Lared You For A ★ Spinners Kags/Sumac, BMI (Atlantic) 
Long Time 

2 R. Temperton Give Me The Night George Benson Rodsongs, ASCAP (Warner Bros. /Q West) 
3 L Johnson/G. Johnson/ Light Up The Night Brothers Johnson State Of The Arts/Brojay, ASCAP (A&M) 

R. Temperton ' ' 

4 E - M„ C„ R„ O., & Here We Go Again Isley Brothers Bovina, ASCAP (CBS) 
R. Isley /C. Jasper 1 ' 

5 S. Roberts Skyyzoo Skyy Alligator, ASCAP (Salsoul) 
6 S. Dees One In A Million You Larry Graham Irvlng/Medad. BMI (Warner Bros.) 
7 B. Stewart Sitting In The Park G.Q. Chevls, BMI (Arista) 
8 K. Gamble/L. Huff/H. Melvin 1 Should Be Your Lover ★ Harold Melvin & Assorted, BMI (Source) 

The Blue Notes 
9 M. Williams Old-Fashion Leve Commodores Jobete/Commodores Ent., ASCAP (Motown) 
10 M. Masser/G. Goffin Someone That I Used To Love A Natalie Cole Screen Gems-EMI /Prince Street/Arista. 

BMI/ASCAP (Capitol) 

EASY LISTENING TOP 10 
SONGWRITER TITLE ARTIST PUBLISHER, LICENSEE, LABEL 

1 J Farrar Magic ★ Olivia Newton-John John Farrar, BMI (MCA) 
2 W. Robinson More Love Klm Cames Jobete, ASCAP (EM -America) 
3 J. Lieber/M. Stoller/B.E. King Stand By Me ★ Mickey Gilley Rightsong /Trio, BMI (Asylum) 
4 J. Lennon/P. McCartney I'm Happy Just To Dance With You ★ Anne Murray MacLean, BMI (Capitol) 
5 Where Did We Go Wrong ★ Frankie Valli Irvlng/Swanee Bravo, BMI (MCA) 
6 C. Cross Sailing Christopher Cross Pop 'N' Roll, ASCAP (Warner Bros.) 
7 S. Cooke CupId/IVe Love You For A ★ Spinners Kags/Sumac, BMI (Atlantic) 

Long Time 
8 B. Morrlson/J. Wilson Love The World Away ★ Kenny Rogers Southern Nights, ASCAP (United Artists) 
9 Blame it On The Night Terry Williams IVe Got The Music, ASCAP (International 

Artists) 
10 J. Lynne_ I'm Alive Electric Light Orchestra Jet/Unart, BMI (MCA) 

* Denotes a recording artist who will record outside songs. 



Phosphor 
Bronze 
Strings« ••• 

They Last 
Longer. 
Every time you buy D'Addario 
strings wound with our 
phosphor bronze alloy, you re 
also getting a hexagon¬ 
shaped core wire 

It s another important factor 
for long string life and better 
tone Yet. many bronze strings 
don't have it. 
D Addario even gives you 

superior consistency in the 
wire itself And five string 
gauges to choose from. 
Ask for D'Addario phosphor 

bronze acoustic strings You'll 
hear the difference Not for 
any one particular reason 
But for all of them 

IFlddario 
f/E Farmingdale NY 11735 

D Addario Phosphor Bronze 
Strings available in 5 gauges 
for acoustic and 12 string 
guitars. 

New Oberheim OB-SX 
Circle number 206 on the reader service card 

Oberheim Electronics has just in¬ 
troduced two new polyphonic 
synthesizers, the OB-SX(6) and 
OB-SX(4). The OB-SX(6) is a six-

voice polyphonic synthesizer utilizing the 
same proven circuitry as the OB-X. The 
OB-SX(4) is identical except for having four 
voices (however, it can be upgraded to a 
six-voice by adding two voice cards). The 
OB-SX series differs from the previously in¬ 
troduced OB-X series in that it is much 
smaller and easier to use since user pro¬ 
gramming is not necessary. The OB-SX is a 
true polyphonic synthesizer for the key¬ 
board player, whereas the OB-X is primarily 
used by the synthesist. Features include: 
four-voice or six-voice option: 24/48 pro¬ 
grams option; four-octave keyboard; pitch 
bend and modulation levers; auto tune; 
hold/chord feature; edit mode; unison, pro-
tamento, LFO rate, osc 2 detune, filter fre¬ 
quency, attack, decay and release; and 
transpose. Rear panel interfaces include: 
filter pedal; sustain foot switch; and Ober-
heim computer interface. The OB-SX(6) lists 
for $3495, the OB-SX(4) for $2995. For more 
information contact: Oberheim Electronics, 
1455 19th St , Santa Monica, CA 90404. 

Circle number 21 on ttie reader service card 

Master-Room XL-350T 
Circle number 207 on the reader service card 

nicMix Audio Products has intro¬ 
duced the new Master-Room XL-
305T Acoustic Chamber Synthe¬ 
sizer, a unique reverberation sys¬ 

tem that provides excellent dimensional en¬ 
hancement of on-line audio signals as well 
as superior sound qualities for production 
applications. The acoustic properties of a 
live chamber are now available in a com¬ 
pact, rackmount unit. The XL-305T includes 
such features as a front-panel selection of 
either monaural or full stereo operation and 

a wide band mixing amplifier for on-line ap¬ 
plications. The reverberation system has an 
exceptionally smooth response and will 
handle transients without ringing, flutter or 
other side effects. The XL-305T does not 
employ any internal limiters to accomplish 
this unusual performance capability which 
is based on a totally new design approach 
to reverberation A four-band peak/dip 
equalization section is provided for each 
channel that affects only the sound of the 
reverberation, thus allowing you to tailor the 
sound of the reverb without affecting the 
direct signal. This equalization also allows 
you to effectively simulate the sound of a live 
chamber, plate, or concert hall. Along with 
the dry/reverb mix controls, input and out¬ 
put controls are provided for each channel. 
Two sets of LEDs display signal level at the 
chamber drives for effective monitoring. 
The three-and-a-half inch rack mount unit is 
fully self-contained and weighs approx¬ 
imately 15 pounds. For more information 
contact: MicMix Audio Products, 2995 
Ladybird Lane. Dallas, TX 75220 

Liberation From Moog 
Circle number 208 on the reader service card 

¡deration is a self-contained, mobile 
synthesizer. The instrument has been 
designed to give the keyboard player 

_ the same mobility and freedom as the 
guitarist. It is made up of two main parts: the 
actual instrument and the rack-mounted 
power supply section. 
The portable section of Liberation is 

roughly guitar-shaped, with a 3'/2 octave 
keyboard designed to be played primarily 
with the right hand. Performance controls 
used to change the quality of sounds while 
playing, are on the “neck" of the instrument, 
and controlled with the left hand. A multi¬ 
tude of synthesizer functions are incorpo¬ 
rated in the instrument including tunable 
oscillators which produce sawtooth, tri¬ 
angular, or rectangular wave forms, the 
patented Moog filter, ring modulation, a 
complete modulation section, sample-
and-hold, etc. Additionally, although the 
main synthesizer is monophonic, the output 
of Liberation is polyphonic. 
A 40-foot. seven-prong XLR cable con¬ 

nects the performance instrument to the 
rack-mounted power supply box which also 
houses the external synthesizer functions. 

For more information contact: Moog Mu¬ 
sic, 2500 Walden Ave., Buffalo, NY 14225. 
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The past is played out. ' 
Meet the future of the electronic piano.' , 

The Crumar Roady 
piano of the 80’s. F 
punchy bass offer 

to become the electronic 
of pianos, vibes and a 
Ity like: 

Mellow vibes, withi depth and rate. 
Percussion that can duplicate a mallet vibe sound, pro¬ 
duce the accentuation of popular electronic pianos 
(those classic, bell-like tones), or ad 
percussive solos. 
3 distinctive piano sounds that can 

That jazz bite of 

in any 
combination, and played on either the left, right or 
across the entire keyboard. And, there’s nothing me¬ 
chanical to break or go out of tune. 
Bass, with additional sustain that can be coupled with 
the vibes. 

■V Blending all of the Roady’s unique sounds for a super 
musical mix, piano voices on top of vibes, etc. 

The Roady has three output channels, so you can sep¬ 
arate each of the sounds. What's more, the Roady’s 30 
lb. weight enhances the Crumar reputation for maximum 
portability. 
The past is played out. Get your hands on the Crumar 
Roady, today. Be sure to see this and all our other fine 
keyboards at your local Crumar Dealer. 

For a demonstration kit of the 
Roady in action, send $1.00 to: 

ROADY 
CUl/UMAlR. 

«■»a 
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MUSIC TECHNOLOGY, 
INCORPORATED 
105 FIFTH AVENUE 
GARDEN CITY PARK, N.Y. 11040 
(516) 747-7890 

Circle number 34 or the reader service / 



Free ARP Tour Jacket 
After you buy a new 

ARP Odyssey, 2600, 
Pro/DGX, Quadra, or 
Omni, you’ll be playing one 
of the world’s finest elec¬ 
tronic music synthesizers. 

And you’ll be getting a 
FREE ARP Tour Jacket — 
a $45.00 retail value - as 
part of the deal. From May 
19 through August 31, 1980, 
ARP will be giving away 
this customized ARP Tour 

Jacket with the purchase of 
æme of these five great 

instruments. 
Slip into your ARP 

dealer right now. See for 
yourself why ARP is the 
first choice of the world’s 
finest musicians. Make your 
deal. Then slip on this 
free ARP Tour Jacket. 
And tell the world 
you play the best. 
Offer not available in Canada. 

ARP Instruments, Inc., 45 Hartwell Avenue, Lexington, Massachusetts 02173 
Circle number 12 on the reader service card 




