


Play for keeps. 

You know how it can be. You buy a guitar thinking, 'This is it. I've finally 
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O
n the Most Wanted Interviews list we keep around the office, the name John Lennon has 
stood at the top since I came to Songwriter in 1978. Back then, the “ranking” might have 
seemed a little odd; Lennon hadn’t released an album since 1975, and was, by all accounts, 
out of touch with the music biz. Even a temporarily out-of-touch John Lennon, I figured, 
was more in touch with the art and angst of great — and courageous — songwriting than 

anyone I could think of. 
It tears at my heart that our long-intended tribute to John on these pages has to be a tribute after the fact 

of Dec. 8, 1980. John Lennon was one of those oh-so-rare artists who could be trusted up there in the 
crow’s nest. He envisioned, he defined, and he committed his observations and notions to song with 
awesome, pioneering honesty and humanity. His art and life, in fact, is a “must” textbook for 
songwriters. A book where you’ll find great hopes amidst the great hooks, visions inside the verses. 
Sure, you can write the safe songs for the Top 40, but if you really want to matter as a songwriter (and, 
thus, ideally, as a societal mover), you’ll set higher goals . . . the kinds that John Lennon set. 

— Rich Wiseman 

Due to our special tribute to John Lennon, we have combined our January and February 
issues. However, please note that this issue counts as one issue; thus, another issue has 

been tacked on to your subscriptions. 
— Len Latimer 
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From The Crow^ AesüA Bio 
“John Lennon's ultimate goal as a songwriter was to tell the truth as he saw it.“ 

40, John Lennon sang 
about starting over, and 
with more enthusiasm 
than artists half his age. 
He died Dec. 8, 1980, 
victim of an assassin, a 
young man. 

His songs remain 
alive and well. More 
than just a catalogue of 
pop tunes, his work de¬ 
fines an era in music, 
stands as a model of 
excellence for others to 
strive for. 

Rock and roll is 30 
years old. At least half 
of those years were in¬ 
fluenced by Lennon's 
songwriting in the most 

That, of course, is 
merely a market sur¬ 
vey. What will endure 
of John Lennon’s work 
is its merit as art. While 
each member of the 
Beatles had his share in 
shaking up pop music, 
Lennon dove into the 
rock world with the 
most energy, wit and 
ambition, breaking 
convention after con¬ 
vention in his writing 
and record- making. 

Not only did he 
please his public, he 
helped to shape their 
tastes in rock, throwing 
aside successful formuli 
to challenge his fans 
with the new and ad¬ 
venturous. The creative 
leap between She Loves 
You and A Day In The 
Life is gigantic. Almost 
as great is the jump 
from his ornate “Sgt. 
Pepper” material to the 
emotionally raw works 
of his early solo years. 

fundamental of ways. There are few true innovators in 
any art form, but he was one of them. 

His commercial impact was enormous. In the Beatles 
era, 20 of his collaborations with Paul McCartney 
reached No. 1 on the American charts. In the '70s his 
chart success continued with such solo offerings as In¬ 
stant Karma (We All Shine On), Give Peace A Chance, 
Mind Games, Whatever Gets You Through The Night 
and the classic Imagine . . . despite a five-year music 
biz hiatus. That hiatus ended only recently with the re¬ 
lease of his and Yoko Ono's "Double Fantasy” LP, 
containing John’s single, (Just Like) Starting Over. As 
this is being written, both LP and single reign at No. 1. 
familiar Lennon turf. 

He took risks. Sometimes, he lost his gambles. Through 
it all, his integrity remained intact. 

Inseparable from his importance as a rock pioneer 
was his personal courage. Without genuine sentiment 
and the intelligence to express it, the most polished 
songwriting skills add up to little. Lennon grew to use 
his talents towards a purpose. By the time the Beatles 
disbanded, his writing had progressed from celebrating 
teenage romance to dealing with a broad range of mean¬ 
ingful political and social concerns. He was considered 
a formidable enough antiestablishment figure to rouse 
the ire of the Nixon White House, forcing him to con¬ 
test a vindictive deportation attempt through the mid-
"70s. But he risked a greater public embarrassment 

Photo Bob Gruen Harry Nilsson private collection. By Barry Alfonso 



A Discography 
1964 
BEATLES SINGLES 
/ Want To Hold Your Hand (1) 
She Loves You (1) 
/ Saw Her Standing There (14) 
Please Please Me (3) 
From Me To You (41) 
All My Loving (45» 
You Can't Do That (48) 
Can't Buy Me Love (1) 
Love Me Do (1) 
Do You Want To Know A Secret (2) 
W71J (88) 
Matchbox (17) 
P.S. 1 Love You (10) 
Thank You Girl (35) 
A Hard Day's Night (1) 
And I Love Her (12) 
I'll Cry Instead (25) 
If I Fell (53) 
I Should Have Known Better (53) 
I'm Happy Just To Dance 
With You (95) 
Slow Down (25) 
/ Feel Fine (1) 
She's A Woman (4) 

BEATLES LPs 
Meet The Beatles (1) 
Introducing The Beatles (2) 
The Beatles Second Album (1) 
A Hard Day’s Night (1) 
Something New (2) 
The Beatles Story (7) 
Four By The Beatles EP (92) 

1965 
BEATLES SINGLES 
Eight Days A Week (1) 
/ Don't Want To Spoil The 
Party (39) 
Ticket To Ride (1) 
Yes It Is (46) 
Help! (1) 
Yesterday (1) 
Act Naturally (47) 

BEATLES LPs 
Beatles '65 (1) 
The Early Beatles (65) 
Beatles VI (1) 
Help! (1) 
Rubber Soul (1) 
4-By The Beatles EP (68) 

(Numbers in parentheses indicate 
highest position on Billboard chart J 

1966 
BEATLES SINGLES 
Day Tripper (5) 
We Can Work It Out (1) 
Nowhere Man (3) 
What Goes On (81) 
Paperback Writer (1) 
Rain (23) 
Yellow Submarine (2) 
Eleanor Rigby (11) 

BEATLES LPs 
“Yesterday" . . .And Today (1) 
Revolver (1) 

1967 
BEATLES SINGLES 
Penny Lane (1) 
Strawberry Fields Forever (8) 
All You Need Is Love (1) 
Baby You're A Rich Man (34) 
Hello Goodbye (1) 
/ Am The Walrus (56) 

BEATLES LPs 
Sgt. Pepper's Lonely Hearts Club 
Band (1) 
Magical Mystery Tour (1) 

1968 
BEATLES SINGLES 
The Inner Light (96) 
Lady Madonna (4) 
Revolution (12) 
Hey Jude ( 1 ) 

BEATLES LPs 
The Beatles (1) 

1969 
BEATLES SINGLES 
Don’t Let Me Down (35) 
Get Back (1) 
The Ballad Of John And Yoko (8) 
Come Together (1) 

BEATLES LPs 
Yellow Submarine (2) 
Abbey Road (1) 

LENNON SINGLES 
Give Peace A Chance (14) 
Cold Turkey (30) 

LENNON LPs 
Two Virgins (124) 
Unfinished Music No. 2: Music With 
The Lions (174) 
Wedding Album (178) 

1970 
BEATLES SINGLES 
Let It Be (1) 
For You Blue (71) 
The Long And Winding Road (1) 

BEATLES LPs 
Hey Jude (2) 
Let It Be (1) 

LENNON SINGLES 
Instant Karma (We All Shine On)(3) 

LENNON LPs 
Live Peace In Toronto 1969 (10) 
John Lennon/Plastic Ono Band (6) 

1971 
LENNON SINGLES 
Mother (43) 
Power To The People (11) 
Imagine (3) 

LENNON LPs 
Imagine (1) 

1972 
LENNON SINGLES 
Woman Is The Nigger Of The World (57) 

LENNON LPs 
Some Time In New York City (48) 

1973 
LENNON SINGLES 
Mind Games (18) 

LENNON LPs 
Mind Games (9) 

1974 
LENNON SINGLES 
Whatever Gets You Through The 
Night (1) 

LENNON LPs 
Walls And Bridges (1) 

1975 
LENNON SINGLES 
#9 Dream (9) 

LENNON LPs 
Rock ‘N’ Roll (6) 
Shaved Fish (12) 

1980 
LENNON SINGLES 
Starting Over (1) 

LENNON LPs 
Double Fantasy (1) 
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through his exploration of his own pri¬ 
vate traumas in his songs. Such Lennon 
confessions as Cold Turkey and Mother 
are not pleasant to listen to, but they 
have a compelling ring of truth. 

There are many John Lennons who 
will be remembered — the mop-topped 
youngster on the "Ed Sullivan Show”; 
the dandified philosopher/ poet of the 
Flower Power era; the angry political ac¬ 
tivist who wrote songs about Angela 
Davis and the Attica prison riot; the sob¬ 
ered but still vital rock veteran who struck 
out with a new album after five years of 
silence. What is consistent throughout 

this metamorphosis is the direction of his 
work. His ultimate goal as a songwriter 
was to tell the truth as he saw it, and he 
succeeded. 

John Lennon’s story is a Horatio Alger tale if there ever was one. Everyone 
knows the essential facts of his youth: 
growing up on the shabby streets of 
Liverpool, the son of working class par¬ 
ents looking for a way out of his dreary 
world. His advantages would seem to 
have been few. He did, however, have 
one thing in his favor, an early commit¬ 
ment to music. When he formed his skif-

CHORUS 
Chorus / kõr-as I n 

Something sung or uttered simultaneously by a 
number of persons or instruments. 

DOD has redefined the chorus 
for musicians. The 21 milli¬ 
second delay gives effective 
doubling and the internal os¬ 
cillators bend the pitch just 
enough to provide realistic 
multiple voices. We have in¬ 
cluded a compandor for whis¬ 
per quiet operation even at line 
levels, and the effect foot 
switch is active so it switches 

quietly. There are two switch¬ 
able speed controls that can 
speed up and slow down like a 
rotating speaker. However, the 
most dramatic feature is the 
synthesized stereo outputs. Go 
to your DOD dealer, plug in 
two amplifiers, a guitar and 
listen to the fullest stereo 
guitar sound you’ve ever heard. 

I Electronics Corp., 242 W. 2950 So., 
V- V- Salt Lake City, Utah 84115, Telephone (801) 485-8534 

fie group, the Quarrymen, in the mid-
’50s, rock and roll was in its infancy. 
The first Lennon composition has been 

lost over the years, but this much is 
known: he became a serious songwriter 
after meeting fellow guitarist Paul Mc¬ 
Cartney at a Quarrymen gig in 1955 
(John was 15, Paul 13). Both of them 
had been toying with song fragments, 
and a collaborating partnership grew out 
of their friendship. Much of their earliest 
efforts have vanished (the story goes that 
Jane Asher, McCartney's girlfriend in 
the mid- '60s. threw away a batch of their 
beginning lyrics while cleaning out 
Paul's pantry). One tune written mostly 
by Lennon at age 17, One After 909, can 
be found on "Let It Be.” Understand¬ 
ably rudimentary, it shows a songwriting 
tyro working in the style of Chuck Ber¬ 
ry, learning through imitation. 

Lennon always referred to himself un¬ 
ashamedly as a "primitive” musician. 
"I can play the piano even worse than 1 
can play the guitar,” he told Rolling 
Stone in a 1971 interview. "(1 have) a 
limited palette, as they call it ... if I 
want to write just a rocker, 1 have to play 
the guitar, because 1 can't play piano 
well enough to inspire me to rock.” In 
the technical sense, his skills were lim¬ 
ited; like the rest of the Beatles, he never 
had the benefit of academic training or 
even learned notation. It took music crit¬ 
ics to point out the complexities that 
found their way into his work — Lennon 
never did understand what musicologists 
meant when they discussed his songs’ 
“aeolian cadences.” What made Lennon 
and McCartney an immortal songwriting 
team is difficult to pigeonhole — it was 
a certain combination of natural genius 
and hard work. They kept writing, got 
better, and finally became the most 
popular composers of their day. 

In their early efforts to make the 
charts, individuality as songwriters 
wasn't a pressing concern; the restric¬ 
tions of the pop market were adhered to. 
”1 had sort of a professional songwriter’s 
attitude,” Lennon has said in reference 
to his work prior to 1965. “We would 
turn out a certain style of song for a sin¬ 
gle ... I didn’t consider them — the 
lyrics or anything — to have any depth 
at all.” 

Certainly, few would claim that such 
tunes as Please Please Me, From Me To 
You or / Want To Hold Your Hand are 
major statements on the human condi¬ 
tion. Yet these are the sorts of songs that 
took America by storm in 1964, and 
their appeal has endured despite all the 
changes in rock since. Their hall¬ 
marks — instantly memorable melodies, 
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cause of oxide shedding. 

So with Maxell, even if you play a tape 
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instrumental and lyrical hooks galore — 
are still being copied, most recently by 
bands like the Knack. If the words are 
not deep, a zest shines through them 
that’s hard to miss. Like Gerry Goffin-
Carole King, Jeff Barry-Ellie Greenwich 
and the other Brill Building songsmiths 
of the early ’60s, the Lennon-McCartney 
team could quickly produce songs of 
surprising vigor and cleverness. 

It wasn’t just the merits of their mate¬ 
rial which made John and Paul so influ¬ 
enciai. By topping the charts with their 
own compositions, they created a de¬ 
mand for rock groups with self-penned 
tunes, a revolutionary development 
which has now become the norm. Artists 
like Presley had become the leaders in 
rock through their voices and stage mag¬ 
netism, but the Beatles won their fans 
through their creativity as well as their 
personalities. Suddenly, artists had the 
chance to express what they felt to a 
mass audience, not merely sing a song 
selected for them by a producer. 

Lennon, for one, ached io take advan¬ 
tage of this opportunity. As already 
noted, he became disdainful of his hit 
material, using book ventures such as 
“In His Own Write” and “A Spaniard 
In The Works” as an outlet for his more 

personal creative needs. These pun-
filled, weirdly humorous writings fore¬ 
shadow the songs he would begin to 
write in 1965. The transition was grad¬ 
ual. One of his first attempts in this vein, 
Help! , hints at the seething emotions he 
wished to express. “It’s real,” Lennon 
later said of that song. “The lyric is as 
good now as it was then ... It was just 
me singing ‘help!’ and I meant it.” 

Part of the impetus for Lennon to ex¬ 
plore a wider songwriting turf came from 
listening to Bob Dylan (who, incident¬ 
ally, was quite taken by the Beatles’ hits 
during this period). Lennon took note of 
Dylan’s poetic lyrical approach, with its 
use of surreal imagery and bizarre view¬ 
points. The breakthrough for him came 
with “Rubber Soul,” which signaled the 
Beatles’ musical coming of age. 

In many ways, the LP’s material re¬ 
flected the changing mores of the Bea¬ 
tles’ listeners ... the searching, increas¬ 
ingly radicalized Love Generation. Len¬ 
non always denied that he or any of the 
other Beatles consciously “led” their 
fans, but did admit in his Playboy inter¬ 
view that both the band and its audience 
were moving in the same direction: 
“Whatever wind was blowing at the time 
moved the Beatles too. I’m not saying 
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we weren’t flags on the top of the ship; 
but the whole boat was moving. Maybe 
the Beatles were in the crow’s nest, 
shouting, ‘Land ho!’ or something like 
that, but we were all in the same boat.” 
One of Lennon’s finest expressions of 

where his generation’s “boat” was head¬ 
ing was Norwegian Wood, a distinctively 
modern love song. Funny and poignant 
at once, this semi-waltz describes a ro¬ 
mantic encounter without the traditional 
male domination. “I once had a girl/ or 
should I say, she once had me” sets the 
tone for Lennon’s affair with the woman 
who woos him only to leave him in the 
morning. Who knows how many hip 
young couples, proud of their free and 
easy love lives, curled up with this song 
on their stereos. 
The ease with which Lennon became 

spokesman for the young seems a bit 
curious when you consider that he was 
writing songs based on the most personal 
of incidents. The aforementioned Nor¬ 
wegian Wood was drawn from his own 
romantic roamings. Lucy In The Sky 
With Diamonds, widely held to be the 
description of an acid trip, was actually 
based upon a fantasy drawing his son Ju¬ 
lian brought home from school one day. 
Bits and pieces of commonplace experi¬ 
ence found their way into Lennon’s 
work, but the most important source of 
inspiration for him proved to be his 
childhood years. 

Youthful recollections were the basis 
for Strawberry Fields Forever, which 
represented perhaps the boldest artistic 
departure for the Beatles. Once again, 
this Lennon-composed single was in step 
with a shift in the public taste — its 
eerie, otherworldly feel connected with a 
psychedelicized 1967 rock audience. The 
song, though, was not an attempt to cash 
in on a fad. Its musings on alienation 
(“Living is easy with eyes closed/ Mis¬ 
understanding all you see”) refer to 
Lennon’s schooldays spent as a misfit 
unsure of his talents. Of course, few 
knew the source of such references. 

Perhaps even more than his lyrical ef¬ 
forts, Lennon’s musical ideas were 
expanding the possibilities of rock. In¬ 
dian raga, Dylanesque folk, electronic 
sound collage — these other divergent 
musical forms found their way onto Bea¬ 
tles records, altering the course of pop 
music for years to come. Strawberry 
Fields Forever introduced the sound, 
colored by moody orchestration and tape 
effects, but ‘‘Sgt. Pepper’s Lonely 
Hearts Club Band” proved to be the full 
realization. Grandiose and self-conscious 
but undeniably powerful, the 1967 LP has 
been frequently ranked by critics as the 
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single most influential rock LP in the his¬ 
tory of the medium. 

From this point on, the history of John 
Lennon/ Solo Artist may be said to 

begin, despite the fact that his songs 
were released on Beatles albums. The 
creative rift between he and McCartney 
became apparent clearly on 1968’s 
“White Album.” On this LP, McCart¬ 
ney was the source of such charming fare 
as Ob-La-De, Ob-La-Da and Honey Pie. 
Lennon’s contributions — ranging from 
the dreamily introspective Julia (written 
for his mother), to the socially conscious 
Revolution (the first of a series of poli¬ 
tical songs), to the abstrusely humorous 
(Happiness Is A Warm Gun, inspired by 
an ad in a rifle magazine) — were darker, 
reflective of a restless mind. Something 
was clearly stirring inside him; he was 
searching for a new voice. 
To find it he went back to the basics. 

While other composers were taking a cue 
from “Sgt. Pepper” and writing their 
own mock-poetic works, Lennon was re¬ 
nouncing freaked-out lyricism in favor of 
economy of language. / Want You (She's 
So Heavy) from “Abbey Road” proved 
a bellweather for his full-fledged solo ef¬ 
forts; it’s a screaming rocker with mini¬ 
mal, but deeply felt lyrics. The virtue of 
simplicity was on his mind again, though 
not the teen innocence of / Want To Hold 
Your Hand. He was striving for some¬ 
thing direct, visceral, honest. 

“John Lennon/ Plastic Ono Band,” re¬ 
leased in late 1970, was an artistic 
bombshell even for Lennon. Most Bea¬ 
tles fans had been aware of his earlier 
experimental recordings with Yoko Ono 
(“Two Virgins,” the “Unfinished 
Music” albums), but they were consid¬ 
ered mere curiosities. The Plastic Ono 
Band LP, though, demanded to be taken 
seriously. Musically sparse, heart-tear-
ingly personal, cathartic, it is a master¬ 
piece. “Creating is a result of pain,” 
Lennon told Rolling Stone shortly after 
the album was released. “I have to put it 
somewhere, and 1 write songs ...” 
Pain — and how to transcend it — is 
what the LP was all about. 
Some might consider these songs 

crude and unfinished — their melodies 
are familiar (mostly folk and gospel¬ 
based), their words blunt and unpretty. 
But once the initial shock of the screams, 
the skeletal arrangements and the occa¬ 
sional four-letter words passes, the child¬ 
like expressiveness of the material 
proves winning. Love, as plain-spoken a 
comment on the subject as could be im¬ 
agined, is beautiful in its guilelessness. 
God, containing Lennon's famous “the 

dream is over” remark, addresses — and 
dispenses with — his Beatle years. The 
LP seemed to purge him of his demons; 
none of his subsequent albums would 
prove this confessional. 

Next came “Imagine” (1971), more 
commercial in approach but still highly 
personal. It features several notable 
tracks, including sentimental Jealous 
Guy and the satiric, rockabillyish Crip¬ 
pled Inside. The album’s real showpiece, 
though, is its title track. Filled with uto¬ 
pian imagery (“Imagine there’s no 
heaven/ It’s easy if you try/No hell below 
us/ Above us only sky/Imagine all the 
people/ Living for today”), it’s as lovely 
and perfectly rendered a song as Lennon 
ever wrote. 

The radical circles Lennon and Yoko 
Ono became involved in was the source 

with the artists whose careers he helped 
to make possible? 

The answer in part came with the re¬ 
lease of the upcoming album’s first sin¬ 
gle, (Just Like) Starting Over, a warm, 
expansive tune that served as a statement 
of intentions. The song is written for 
Yoko, but the double significance of the 
title is obvious: Lennon was out to re¬ 
claim his place as an active rock force. 
“Our life together is so precious ... we 
have grown, we have grown,” he purrs 
over a strummed guitar, reaffirming his 
link with his fans. Then the song 
launches into a buoyant ’50-ish rocker, 
bubbling over with vocal and instrumen¬ 
tal hooks. The single shot up the charts 
late last year, brightening a fairly dull 
radio playlist. 

“Double Fantasy” detailed the refer¬ 

"By topping the charts with Lennon-McCartney compositions, the 
Beatles created a demand for rock groups with self-penned tunes, a 
revolutionary development." 

of 1972’s “Sometime In New York Ci¬ 
ty,” a strident record that earned critical 
pans and mediocre sales. Though sin¬ 
cerely intended, its shrillness turned even 
the Lennon faithful off. A single, 
Woman Is The Nigger Of The World, 
stalled at No. 57, and few rock fans went 
away humming such album cuts as John 
Sinclair or Attica State. More than any¬ 
thing, it showed Lennon to be concerned, 
but somewhat out of touch, unable to 
check his songwriting excesses. 

Lennon soon began to retrench, how¬ 
ever. “Mind Games” (1973) and 
“Walls And Bridges" (1974) showed 
marked improvement. The latter LP par¬ 
ticularly has some fine moments — 
Going Down On Love and Whatever 
Gets You Through The Night are potent, 
high-spirited rockers. If these tunes 
showed more craft than personal senti¬ 
ment, they promised a creative upswing 
on future LPs. But, after an oldies album 
was released in 1975 (“Rock ‘N’ 
Roll”), he retired from the scene. Per¬ 
sonal tidbits filtered out to the public — 
his reconciliation with Yoko, the birth of 
his son Sean — but details of his artistic 
plans, if any, were not forthcoming. 

Then, last summer, the word was out: 
Lennon had booked studio time to record 
a batch of new songs. Expectations were 
high for what might result, though there 
was much uncertainty as to what the 
material would be like. Would a 40-
year-old Lennon adopt an MOR stance, 
or try to compete as a rock and roller 

ences to family life and mature love that 
(Just Like) Starting Over alluded to. 
Alternating songs by John and Yoko, the 
album has been compared to a series of 
exchanged love letters, full of homely 
advice, erotic daydreaming, expressions 
of yearning and faith. The music is var¬ 
ied and bright, with touches of funk 
(Cleanup Time), reggae (Every Man Has 
A Woman Who Loves Him) and Beach 
Boys-ish pop (Woman) as points of 
interest. There are flashes of anger here 
and there; I’m Losing You draws upon 
Lennon's estrangement from his wife 
years before, asking with exasperation, 
“What the hell am I supposed to do?” 
On the whole, though, “Double Fan¬ 
tasy” explains and justifies Lennon’s 
domestic contentment. Watching The 
Wheels, riding on a melody which recalls 
Imagine, deals with this theme most elo¬ 
quently. presenting Lennon as a latter-
day Fool On The Hill, a bemused ob¬ 
server of a crazy world. 
The LP serves as a snapshot album of 

Lennon and his family, perhaps the last 
self-portrait to be exhibited. Whatever 
his intentions were for its release, it was 
not meant to be a farewell. Lennon was 
out to prove that happiness could lead to 
as much creative work as his pain and 
confusion once had. As always, he was 
in transition. For all of his unforgettable 
compositions, John Lennon never left 
behind him a final statement, the one 
definitive song. That was his privi¬ 
lege — he was young .0 
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Writing With Paul: 
Excerpts From The Play boy Interriew 

“Paul provided a lightness, an optimism, 
while I would always go for the sadness, the discords.” 

T 
he following interview with John 
Lennon is excerpted from a 
20,000-word interview with John 
and Yoko Ono that appeared in the 
January, 1981, issue of Playboy. It is 

reprinted with Playboy's permission. 
In this portion of the interview (which was 

conducted last fall in John and Yoko’s New York 
apartment), John talks about his collaboration 
with Paul McCartney and the stories behind sev¬ 
eral of their most memorable songs. 

LENNON: Paul and I made a deal when we 
were 15. There was never a legal deal between 
us, just a deal we made when we decided to write 
together that we put both our names on it, no 
matter what. 
PLAYBOY: Let’s talk about the work you did 
together. Generally speaking, what did each of 
you contribute to the Lennon-McCartney song¬ 
writing team? 
LENNON: Well, you could say that he provided 
a lightness, an optimism, while 1 would always 

go for the sadness, the discords, a certain bluesy 
edge. There was a period when I thought I didn’t 
write melodies, that Paul wrote those and I just 
wrote straight, shouting rock ’n’ roll. But, of 
course, when I think of some of my own 
songs — In My Life — or some of the early 
stuff — This Boy — I was writing melody with 
the best of them. Paul had a lot of training, could 
play a lot of instruments. He’d say, “Well, why 
don’t you change that there? You’ve done that 
note 50 times in the song . ’ ’ You know ,1'11 grab a 

© 1980. PLAYBOY MAGAZINE 
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note and ram it home. Then again. I’d be the one 
to figure out where to go with a song — a story 
that Paul would start. In a lot of the songs, my 
stuff is the “middle eight,” the bridge. 
PLAYBOY: For example? 
LENNON: Take Michelle. Paul and I were stay¬ 
ing somewhere, and he walked in and hummed 
the first few bars, with the words, you know 
(sings verse of "Michelle"), and he says, 
“Where do I go from here?” I’d been listening 
to blues singer Nina Simone, who did something 
like “I love you!” in one of her songs and that 

. made me think of the middle eight for Michelle 
(sings): “I love you, 1 love you, I l-o-ove 
you. . . 
PLAY'BOY: What was the difference in terms 
of lyrics? 
LENNON: I always had an easier time with 
lyrics, though Paul is quite a capable lyricist who 
doesn’t think he is. So he doesn’t go for it. 
Rather than face the problem, he would avoid it. 
Hey Jude is a damn good set of lyrics. I made no 
contribution to the lyrics there. 
PLAYBOY: What’s an example of a lyric you 
and Paul worked on together? 
LENNON: In We Can Work It Out. Paul did the 
first half, I did the middle eight. But you’ve got 
Paul writing, “We can work it out / We can work 
it out” — real optimistic, y’ know, and me, 
impatient: “Life is very short and there’s no time 
/ For fussing and fighting, my friend. . . .” 

PLAYBOY: Paul tells the story and John phil¬ 
osophizes. 
LENNON: Sure. 1 was like that before the Bea¬ 
tles and after the Beatles. I always asked why 
people did things and why society was like it 

“I always asked why 
people did things 
and why society 
was like it was.” 

was. I didn’t just accept it for what it was appar¬ 
ently doing. I always looked below the surface. 
PLAY'BOY: When you talk about working to¬ 
gether on a single lyric like We Can Work It Out. 
it suggests that you and Paul worked a lot more 
closely than you’ve admitted in the past. Haven’t 
you said that you wrote most of your songs 
separately, despite putting both of your names 
on them? 
LENNON: Yeah, I was lying. (Laughs) It was 

when I felt resentful, so I felt that we did every¬ 
thing apart. But, actually, a lot of the songs we 
did eyeball to eyeball. 
PLAY'BOY: Will you give some brief thoughts 
on some of our favorites . . . (starting with) In 
My Life. 
LENNON: It was the first song I wrote that was 
consciously about my life. (Sings) "There are 
places I’ll remember / all my life though some 
have changed. . . Before, we were just writ¬ 
ing songs a la Everly Brothers, Buddy Holly — 
pop songs with no more thought to them than 
that. The words were almost irrelevant. In My 
Life started out as a bus journey from my house 
at 250 Menlove Ave. to town, mentioning all the 
places I could recall. I wrote it all down and it 
was boring . So I forgot about it and laid back and 
these lyrics started coming to me about friends 
and lovers of the past. Paul helped with the 
middle eight. 
PLAY'BOY: A Day in the Life. 
LENNON: Just as it sounds: I was reading the 
paper one day and I noticed two stories. One was 
the Guinness heir who killed himself in a car. 
That was the main headline story. He died in 
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London in a car crash. On the next page was a 
story about 4000 holes in Blackburn, Lanca¬ 
shire. In the streets, that is. They were going to 
fill them all. Paul's contribution was the beauti¬ 
ful little lick in the song “I’d love to turn you 
on.” 1 had the bulk of the song and the words, 
but he contributed this little lick floating around 
in his head that he couldn't use for anything. I 
thought it was a damn good piece of work. 
PLAYBOY: . . . / IPanna Be Your Man. 

“I fought men and 
I hit women. That 
is why I am always 
on about peace. 

It is the most violent 
people who go for 
love and peace.” 

LENNON: Paul and I finished that one off for 
the Stones. We were taken down by Brian (Ep¬ 
stein, our manager) to meet them at the club 
where they were playing. They wanted a song 
and we went to see what kind of stuff they did. 
Paul had this bit of a song and we played it 
roughly for them and they said, “Yeah, OK, 
that's our style." But it was only really a lick, so 
Paul and I went off in the corner of the room and 
finished the song off while they were all sitting 
there, talking. We came back and Mick and 
Keith said, “Jesus, look at that. They just went 
over there and wrote it.” We gave it to them. It 
was a throwaway. Ringo sang it for us and the 
Stones did their version. It shows how much 
importance we put on them. We weren't going to 
give them anything great, right? That was the 
Stones’ first record. Anyway, Mick and Keith 
said, “If they can write a song so easily, we 
should try it.” 
PLAYBOY: How about Strawberry Fields 
Forever? 
LENNON: Strawberry Fields is a real place. 
After I stopped living at Penny Lane, I moved in 
with my auntie who lived in the suburbs in a nice 
semidetached place with a small garden and 
doctors and lawyers and that ilk living around — 
not the poor slummy kind of image that was 
projected in all the Beatles stories. In the class 
system, it was about half a class higher than 
Paul, George and Ringo, who lived in govern¬ 
ment-subsidized housing. Near that home was 
Strawberry Fields, a house near a boys' reform¬ 
atory where I used to go to garden parties as a 
kid. We would go there and hang out and sell 
lemonade bottles for a penny. We always had 
fun at Strawberry Fields. So that’s where I got 
the name. But I used it as an image. Strawberry 
Fields forever. 
PLAYBOY: And the lyrics, for instance: “Liv¬ 
ing is easy —” 
LENNON: (Singing) “With eyes closed. Mis¬ 
understanding all you see.” It still goes, doesn’t 
it? Aren't I saying exactly the same thing now? 1 

The Beatles, with producer George Martin 

was always hip. I was hip in kindergarten. I was 
different from the others. I was different all my 
life. The second verse goes, “No one I think is in 
my tree.” Well. I was too shy and self-doubting. 
Nobody seems to be as hip as me is what I was 
saying. Therefore, I must be crazy or a ge¬ 
nius — “I mean it must be high or low,” the 
next line. There was something wrong with me, 
I thought, because I seemed to see things other 
people didn't see. As a child, I would say, ' 'But 
this is going on!' ’ and everybody would look at 
me as if 1 was crazy. I always was so psychic or 
intuitive or poetic that 1 was always seeing things 
in a hallucinatory way. 
PLAYBOY: We’ll never listen to Strawberry 
Fields Forever the same way again. What 
memories are jogged by Help!? 
LENNON: When Help! came out in ’65, 1 was 
actually crying out for help. It was my fat Elvis 
period. You see the movie: He — I — is very 
fat. very insecure, and he's completely lost him¬ 
self. And 1 am singing about when 1 was so much 
younger, looking back at how easy it was. Now I 
may be very positive — yes, yes — but I also go 
through deep depressions where 1 would like to 
jump out the window. It becomes easier to deal 
with as 1 get older; 1 don’t know whether you 
learn control or, when you grow up, you calm 
down a little. Anyway. I was fat and depressed 
and I was crying out for help. 
PLAYBOY: What were you depressed about? 
LENNON: The Beatles thing had just gone be-

yond comprehension. We were smoking mari¬ 
juana for breakfast. We were well into marijuana 
and nobody could communicate with us, be¬ 
cause we were just all glazed eyes, giggling all 
the time. In our own world. That was the song, 
Help! I think everything that comes out of a 
song shows something about yourself. 
PLAYBOY: Getting Better. 
LENNON: It is a diary form of writing. All that 
* T used to be cruel to my woman, I beat her and 
kept her apart from the things that she loved” 
was me.. I couldn’t express myself and I hit. I 
fought men and I hit women. That is why 1 am 
always on about peace, you see. It is the most 
violent people who go for love and peace. Every¬ 
thing’s the opposite. But I sincerely believe in 
love and peace. I am a violent man who has 
learned not to be violent and regrets his violence. 
PLAYBOY: How about Paul’s song Hey Jude? 
LENNON: He said it was written about (my 
son) Julian. He knew I was splitting with Cyn 
and leaving Julian then. He was driving to see 
Julian to say hello. He had been like an uncle. 
And he came up with Hey Jude. But I always 
heard it as a song to me. Think about it: Yoko 
had just come into the picture. His is saying, 
“Hey, Jude” — “Hey, John.” Subconscious¬ 
ly, he was saying, Go ahead, leave me. On a 
conscious level, he didn’t want me to go ahead. 
The angel in him was saying, “Bless you.” The 
Devil in him didn’t like it at all, because he 
didn’t want to lose his partner. 0 
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"The closest damn thing.” 
We were recently lucky enough to catch 
Doug Kershaw on tour. After his show at 
Harrah's at Lake Tahoe he talked to us 
about his new Bose® sound system, which 
consists of four Bose 802 speakers, a 
Bose PM-2 Powermixer, and a Bose 1800 
power amplifier. He’s been using the sys¬ 
tem to amplify his electric fiddle, squeeze 
box, electric guitar, and vocals. 

Q: Doug, you’ve been playing for a long 
time. I’ll bet you've tried a lot of different 
kinds of sound gear, haven't you? 
Kershaw: Yes, I’ve used lots of different 
things and I’ve spent a lot of time develop¬ 
ing my sound. Even then, I could never 
quite get what I was looking for. But my 
new Bose system is the closest thing to 
what I want. The closest damn thing. 

Q: What differences have you noticed 
since you started using the Bose system? 

Kershaw: For one thing, it doesn’t hurt my 
ears. You know, I’ve used some big 
speakers that have almost busted my 
ears. I’ve even put my foot through a few 
of them. But this is a true sound. It sounds 
just like my fiddle, no matter how loud I 
turn it up. 
Q: Have you found that you have 
changed your playing in any way be¬ 
cause of how the 802s perform for you? 
Kershaw: The attack is easier. 
It’s just easier. 
If a Bose system makes it easier for Doug 
Kershaw, you might find that it can do the 
same for you. Visit a Bose Pro Products 
dealer soon and try one out. 
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HarryNíIsson^Remenibrance 
“What made him great was brains and a sense of humor, with heart thrown in.” 

inger/songwriter Harry Nilsson was 
closely associated with John Len¬ 
non during the past decade. The 
two of them shared a deep friend¬ 
ship. particularly while John was 

separated from Yoko Ono in the mid-’70s. 
Their late-night carousals in Los Angeles 
made for gossip column copy at the time— 
but beyond the excesses, there was a profes¬ 
sional relationship that led to Lennon’s pro¬ 
ducing Nilsson’s “Pussy Cats" in 1974, one 
of John’s few outside musical projects. Nils¬ 
son shared his memories—and outrage— 
with Contributing Editor Barry Alfonso. 

I met John after (Beatles publicist) Derek Taylor played my first album for him— 
this was about 1968. Derek called me and 
asked if I wanted to come over to England 
and go to a session. I was met at the airport 
by Ringo’s car and went to Apple, said hello 
to Derek and was chauffered to where John 
lived, which is now, I think, Ringo’s house. 
I spent the weekend with John at his house. 
It was the weekend that Cynthia (Lennon’s 
first wife) moved out and Yoko moved in. 
We spent the night talking about divorce and 
all that stuff, 12 hours nonstop—he was like 
that, always hyper. John wasn’t a veiy re¬ 
laxed guy. He was always manic—“let’s go, 
let’s do it.” An all or nothing person, as far 
as I knew him. 
We were roommates later for a time, sort 

of like the Odd Couple. This was in ’75 or 
so. For a month and a half, a whole bunch 
of us lived in this beach house at Malibu. 
John, Ringo, Keith Moon, Mal Evans and 
I were there. After that, John and I went to 
New York and we lived in a hotel room at 
the Pierre for another month and a half. I 
consider myself his closest friend during that 
period when he was away from Yoko. When 
he needed a friend, I was there. I took a lot 
of the blame for him getting drunk and all 
that, but I didn’t force foul-tasting liquids 
down his throat. That was his own doing. 

I can tell you this—when we were doing 
the “Pussy Cats” album, we were all getting 
nutso. It was the height of something, the 
peak of rock and roll madness. We could do 
anything we wanted to do, but people didn’t 
exactly know what to do with that kind of 
freedom. During that period, Keith and John 
and Ringo and myself were all out there get¬ 
ting crazy. It was a destructive period that 
everyone went through, and because every¬ 
one was doing it, everyone thought it was 
the thing to do. 

When John and I decided to do that al¬ 
bum, we started off on the same foot: “Let’s 
make an album and get loaded along the 
way.” At one session, I remember counting 
just the drums, and between Ringo and Jim 
Keltner and Keith Moon playing on, I think, 
Rock Around The Clock, there were 24 
drums. We’d finish the session, go back to 
Malibu and get out of our minds on amyl 
nitrate, acid, coke, grass, liquor, the works. 
And then, at one point, when it got too 

crazy and I lost my chops and people were 
sleeping on pool tables, John went “click,” 
like that, turned off and became the leader 
of the band, the producer. He straightened 
up and he was great. He did his job, we were 
working very well—then it became a race to 
get the album finished in a month or two. 
But we did it, and he did a good job. He 
became the responsible person and was a 
tremendously creative producer. In fact, he 
was the only other guy other than myself who 
tried to get things out of the engineer. He 
worked with the engineer, rather than telling 
him what to do or letting him do it by himself. 

He encouraged the guy—I loved that. So, 
in other words, he was a creative producer, 
was productive and got a lot of work done 
in a short time. He’d wake up in the morning 
five minutes before you would and he'd be 
shining your shoes. I’m serious, literally shin¬ 
ing your shoes, really manic. If he was getting 
drunk he was really getting drunk, and if he 
was getting sober he was really getting sober. 

I know we learned things from each other. 
We did agree on songs. We shared the opin¬ 
ion that it took a little bit of this and that, 
a little salt and pepper, a word here and there 
to make you laugh, to make a song. That’s 
the attitude I still take when writing, and that 
was the attitude he showed me by his own 
songwriting. I remember working on a song 
we did together, Old Dirt Road (found on 
Lennon’s “Walls and Bridges" and Nilsson’s 
“Flash Harry” LPs). He had this bit of a song 
and an idea, we were in the studio, and I 
went to the piano and finished it. I came over 
to him with a page of lyrics and asked him 
what he thought of them. He said, “You’re 
flying, go with it.” That was his attitude. 
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The most important thing I learned from 
him was to follow through, to finish what 

you start. If you say you’re going to send 
someone a post card, send a post card. He 
always followed through. 

I was talking to my wife the other day 
about his work. She asked me, “What was 
it that he did?” 1 said that I really didn’t 
know. If you look at the words of his songs, 
occasionally there’s a clever line, but they 
don’t look very good on paper. His melodies 

“We shared the 
opinion that it took 

a little salt and 
pepper, a word 
here and there 

to make you laugh, 
to make a song.” 

TheMX-5O5OB 
The Otari MX-5050B. The Va" production machine that’s 

earned the reputation of The New Workhorse. Because of 
quality that delivers unmatched reliability. Reliability that 
an engineer depends on. And accountability that makes 
your banker smile. Smiles, because it eases your 
production burdens while making a “return on 
investment.” The 5050B offers the performance and 
features of machines which cost more than twice as 
much, and the “B" will keep on returning your investment 
long after it’s written off. 
Now, that’s why we claim that dollars for dB’s, it’s the 

best you can own. 
The New Workhorse 
rnn^l^in Otari Corporation, 1559 Industrial Road 
LJUlÂjLUU San Carlos. California 94070 (415) 592-8311 Telex (910-376-4890) 

fo YOU NEED A HOT DEMO 
UJ TO GET YOUR SONG RECORDED, BUT WHICH 
> PRODUCTION COMPANY WILL YOU CHOOSE ? 

WHY PAY UP TO ‘5.00 FOR OTHER E D E E 
OQ SAMPLE CASSETTES WHEN OURS IS I 11 E U 

WE LL GAMBLE OUR COST, TIME AND POSTAGE ON YOUR SINCERITY 
_J OUR SAMPLE CASSETTES WERE MADE BY US ON OUR EQUIPMENT. 

YOU WONT BE HYPED BY A MISLEADING REPRESENTATION OF WHAT 
WE DO. YOU’LL GET »2.00 WHEN YOU RETURN IT WITH YOUR ORDER. 

for INFORMATION AND FREE CASSETTE, WRITE: 
UJ P.O. BOX 1839 DEPT. F5. BURBANK, CA. 91507 - (213) 765-DEMO 
^^3 Master Charge and I'tsa Credit Cards Accepted 

were probably more important than his 
words, yet he was known for his words. A 
lot of his melodies were like child melodies. 
I do think he was a great singer, though I 
don’t know that he had a great range. When 
you put the words and the melodies and his 
singing together, there was the thing that 
happened, that synergy. I really couldn’t ex¬ 
plain it to my wife any more than I can ex¬ 
plain it to you. But there it was. Basically, 
I’d say what made him great was brains and 
a sense of humor, with heart thrown in. 

Everyone’s going to miss John. You keep 
saying, “No more wit from John, no more 
anticipation of what he’s going to do next— 
Christ, he’s gone." That makes me angry 
more than sad. I only hope that, out of this, 
maybe some good can happen—and that has 
to do with gun control. We all know what 
John did, and we all know about Mark David 
Chapman, unfortunately. Now do we all 
know what we’re going to do about it? I want 
to know what we’re going to do about hand 
guns. The answer isn’t registration—the an¬ 
swer is to stop the manufacture and distri¬ 
bution of them. The only way to do it is 
through power, which comes out of signa¬ 
tures and money. I want to take out an ad 
in TV Guide about it, put John Lennon’s 
name on it and say “If you care, send in this 
coupon.” I’ve had offers of help—Publisher 
Lester Sill (of Screen Gems) has offered to 
let me use his office. There are people in 
record companies who have offered to put 
up money, artists who are willing to do con¬ 
certs to help pay for ads. Reminiscing isn’t 
important, but this is. O 

If you’re interested in supporting Harry Nilsson's efforts 
to secure hand gun legislation, he asks that you write him 
at his office: 9200 Sunset Blvd., Suite 1000, Los Angeles. 
CA 90069. 
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His Greatest Gift 
“There is so little personal commitment anywhere in the entertainment business that 

John Lennon’s blazing individuality looms larger than ever.” 

ohn Lennon is now being written up 
as a great culture hero, a man who 
symbolized the 1960s. Most of the 
articles are heavily political in nature , 

- and dwell on the influence he had in 
creating or sustaining certain trends. That’s 
fine as far as it goes, but this sociological 
analysis gives short shrift to Lennon’s great¬ 
est gift—his music and lyrics. 
John Lennon’s songs were witty, stinging, 

playful and deeply dramatic by turns. Re¬ 
viewing them gives special poignancy to the 
opening lines of (Just Like) Starting Over: 
Our life together is so precious together. We 
have grown. We have grown. The statement 
about life and how precious it is will ob¬ 
viously strike listeners as tragic irony in view 
of Lennon’s premature death. But We have 
grown carries its own pathos. For Lennon’s 
career, from the start, was marked by growth, 
by constant polishing of his skills. It reminds 
us all that there was so much more artistic 
growth to come, growth that would have 
benefited millions in a meaningful way. 
The composer’s life and personality are 

revealing clues to the nature of his genius. 
In an interview shortly before he died, he 
remarked, “I’m dissatisfied with every record 
the Beatles ever made.” It’s a rare creator 
who feels he has produced a perfect song or 
novel or performance. There is always, in an 
artist of Lennon’s stature, the intense, often 
neurotic striving to be better. 
Another John Lennon statement illumi¬ 

nates the writer’s ego: “Part of me thinks I’m 
a loser, and the other part thinks I’m God 
almighty.” Lennon’s emotions ran the gamut 
from elation to desperate insecurity. That 
constant internal seesaw kept him from ever 
growing repetitive and complacent. 
No man of such towering imagination and 

creativity could be simple and untouched by 
pain. John Lennon’s life began with depr.-
vation, when his mother left him in the care 
of an aunt. They were happily reunited years 
later, until a freak automobile accident claimed 
Mrs. Lennon’s life. By all accounts, Lennon 
never recovered from her death. His first 
marriage ended in divorce, and much of his 
later career, after great success, was spent in 
spiritual searching. When that proved a dis¬ 
appointment, the composer burned himself 
out with drink and drugs, admitting, “I’ve 
always needed a drug to survive.” 

But he was ambitious and a realist. He had 

humor, never taking himself too seriously. 
Those writers who attribute his prodigious 
output to a kind of undefinable magic should 
also take note of his practical and clear¬ 
headed approach to his work. “I’m a crafts¬ 
man,” he has said of himself, and he was. 
He absorbed the influences of black musi¬ 

cians such as Chuck Berry and Little Rich¬ 
ard. He and the other Beatles were also 
influenced by Gerry Goffin and Carole King, 
and they assimilated country music too. 
Lennon always said that neither he or the 

other Beatles set out to be geniuses. They 
just wanted to be good songwriters. Their 
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diversity was astonishing. This is traceable 
not only to talent, but to attitude. John Len¬ 
non didn’t want to be locked into one style. 
The early Beatles songs, such as / Want To 
Hold Your Hand were joyously direct rock. 
They moved to emotional tunes like Help, 
that echoed the frantic yearning of a gener¬ 
ation. There were the bittersweet, tender 
ballads like Yesterday and the intriguingly 
psychedelic works such as Strawberry Fields 
Forever. Lennon burst forth with vivid po¬ 
litical sentiments like Give Peace A Chance 
and Power To The People. 
Lennon and McCartney introduced us to 

fascinating people, such as Eleanor Rigby 
and Lady Madonna. They pointed out the 
futility and loneliness of a Nowhere Man and 
the life style of a Paperback Writer. Lennon 
alone made despair real with Whatever Gets 
You Through The Night and in the end, he 
supplied us with an inspiring blueprint for 
Starting Over. 

It is a simplification of Lennon’s contri¬ 
bution, though, to say that variety was the 
key factor in his popularity. Equally impor¬ 
tant was the way he twisted words, took 
cliches and bent them. A Hard Day’s Night 
is a good example of his flair for clever word¬ 
play. So is Eight Days A Week. 

Yet John Lennon could be touchingly sim¬ 
ple. His last song, deservedly No. 1 on the 
charts as this is written, is a model of sim¬ 
plicity. Lennon says: Although our love is still 
special, let’s take a chance and fly away, some¬ 
where alone. It’s been too long since we took 
the time. There’s nothing show-offy or pre¬ 
tentious here. Those sentiments are sincere 
and loving. 

Starting Over is evidently autobiographi¬ 
cal.We feel Lennon’s strong love for his wife, 
and the depth of feeling in what he says 
makes it clear that Yoko was good for him, 
and not the villainous interloper that the 
press has sometimes pictured her to be. The 
lyrics tell all: But when I see you, dartin’, it’s 
like we both are falling in love again. It’ll be 
just like starting over. 

Robert Hilburn, in a recent Los Angeles 
Times tribute, said: “Many rock personalities 
are dull, vain and deceitful. Lennon was an 
exception. Much like his music, he was en¬ 
gaging, open, appreciative.” These qualities 
glow in his songs, as well as his honesty. 

This is a comparatively safe period in rock 
history. There are many fine records, but 
they seem, for the most part, to be careful, 
professional products, lacking any sort of 
personal commitment. Entertainment in 
general suffers from the safety syndrome. 
Broadway is kept alive by revivals of old hits. 
Movies wallow in nostalgia, or get financed 
only a's “packages,” with bankable names. 
There is so little personal commitment any¬ 
where in the entertainment business that 
John Lennon’s blazing individuality looms 
larger than ever. He heightened our joy and 
reflected our pain, and made us more aware 
than we were before he entered the national 
landscape. In pop music, he will be one of 
the few names in music to survive the 20th 
century.$ 
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“I always felt that the best songs were the ones that came to you . . . from the spirit.' 

J 
Yoko Ono 

ust a few hours before his death, 
John Lennon gave a final interview 
to Dave Sholin of the RKO Radio 
Network. From 2 to 5 p.m. on Mon¬ 
day, Dec. 8, 1980, Lennon and 
discussed their “Double Fantasy 

album, their struggles over the past 10 years, and 
their hopes for the future. Portions of the inter¬ 
view were used in a three-hour special. “John 
Lennon: The Man. The Memory." which aired 
on RKO affiliates on Sunday. Dec. 14. 

In this edited version of the interview tran¬ 
script, Songwriter has focused on Lennon’s dis¬ 
cussions of his songwriting rather than on his 
lifestyle or philosophy. But, as it will become 
immediately apparent, for John Lennon lite and 
songwriting were inextricably intertwined. 

RKO: I want to ask you about getting the urge to 
make music again. 
John: IT CAME OVER ME ALL OF A SUD¬ 
DEN. I DIDN’T KNOW WHAT CAME OVER 
ME! Just suddenly I had, if you’ll pardon the 
expression, diarrhea of creativity. And, in fact, 
we went into the studio and cut about 22 tracks, 
and had to cut it down to 14. They were all 
dialogue songs, meaning that we were writing as 
if it were a play and we were two characters in it. 
It's real life, but not real as well, because on a 
record it can’t be real. 1 mean we could have 
taken it a step further and made this record so that 
maybe Yoko would be called Ziggy Stardust and 
I would be called Tommy. And then you would 
call it a rock opera. But we always worked from 
our own selves, as near as we could. And the 

songs are real diaries . . . 
1 was in Bermuda with Sean, and she here, in 

New York. And I called and said, “Well look, 
we were talking about recording, and it must 
have triggered something off here, because I’m 
getting all this stuff.” And I started singing it to 
her on the phone, or playing a cassette. And she 
would call back two hours later and come back 
with Moving On or something. And then I’d be 
swimming or doing anything, then suddenly 
something else would come, like Starting Over. 
I suddenly had all this material , not really trying , 
but not not trying either. For five years. I’d been 
so locked in — the home environment — and 
completely switched my way of thinking so I 
didn’t really think about music at all. My guitar 
was sort of hung up behind the bed. literally. 
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And I don’t think I took it down in five years. 
RKO: How did you feel hearing Yoko’s mate¬ 
rial? 
John: It inspired me completely. As soon as she 
would sing something to me or play the cassette, 
within 10 or 15 minutes, whether I wanted to 
work or not (if you call it work), I would sudden¬ 
ly get this song coming to me. 
And I always felt that the best songs were the 

ones that came to you. I do have the ability, you 
know, if you asked me to write a song for a 

John: As I put it in my last incarnation, every¬ 
body’s got something to hide except for me and 
my monkey. It means that one cannot be abso¬ 
lutely one’s self in public, because the fact that 
you're in public makes you have to have some 
kind of defense. But we always try, whether it’s 
"Two Virgins,” “Imagine" or the films we’ve 
made together, not to project an image of some¬ 
thing we’re not. It was most uncomfortable 
when 1 didn't feel I was being myself — when I 
would have to smile when I didn’t want to smile. 
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“(‘Double Fantasy’ is for) all the people of my age group. I’m saying, ‘Here I am 
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to make the '80s good.' ” 

movie or something. I can sit down and sort of 
make a song. I wouldn't be thrilled with it, but I 
can make a song like that. I call it craftsmanship, 
but I never enjoyed that. I like it to be inspira¬ 
tional, from the spirit. And being with Sean, and 
switching off from the business, sort of allowed 
that channel to be free for a bit. It was switched 
off, and when I sort of switched it on again — 
zappo! — the stuff came through. So now we 
already have enough material for the next al¬ 
bum, and we’re talking about the third album. 
So we’re full of vim and vigor! 
RKO: You went out on a limb with this album. 
You took a lot of very personal love songs and 
laid them out for everybody. How does that feel 
to you? How do you feel baring yourself after 
five years of silence? 

And it became like being a politician. What 1 
really got through this five years is that I’m not 
running for office. I would like to be a happy, 
contented person. 1 don’t want to have to sell my 
soul again, as it were, to have a hit record. 
RKO: Did you need to remove yourself from the 
music scene and that pressure to crack out an 
album every six months — would that spoil the 
creativity that you were talking about? 
John: Yes, it’s like the channels on the radio 
were jammed. I was not getting clear signals, 
after almost 20 years of being under contract and 
having to produce two or three albums a year in 
the early days, and a single every three months 
regardless of what the hell else you were doing, 
or what your personal life was like. Nothing 
counted, you just have to get those songs out. 
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Paul and 1 turned out a lot of songs in those days, 
and it was easier because it was the beginning of 
our relationship and career. Paul and 1 developed 
in public, as it were. We had little rehearsal in 
private. But then it got to be format, and sort of 
not the pleasure that it was, and that's when I felt 
that I'd lost myself. Not that 1 was on purpose 
being a hypocrite or a phony, but it took some¬ 
thing away from what I set out to do. I started out 
to do rock 'n' roll because I absolutely liked 
doing it. So that's why I ended up doing a track 
like Starting Over. It's kind of tongue-in-cheek, 
you know, sort of a la Elvis, and I hope people 
accept it like that. 1 think it’s a serious piece of 

work but it’s also tongue-in-cheek. I went right 
back to my roots. It’s not going back to being 
Beatle John, it’s being John Lennon, whose life 
was changed completely by hearing American 
rock ’n' roll on the radio as a child. I’m not trying 
to compete with my old self or compete with the 
young new wave kids. I’m not competing with 
anything. I’m trying to go back and enjoy it as I 
enjoyed it originally. 

Yoko: Music is just a format and we're adding 
many different formats, and that's interesting. 
New wave is going to be old one day too, you 
know. 
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John: Old hat any minute. 
Yoko: The minute it’s out there and it’s No. 1 
means that it's old hat. And I think it’s nice to 
discover all different forms of music, but at the 
same time that doesn't mean the old form 
doesn’t mean anything. In fact, if a young gen¬ 
eration person picked up a very old form like 
Elvis and did it, you wouldn’t say she’s mel¬ 
lowing. 
John: I’ll give you a for instance. Bruce Spring¬ 
steen’s Hungry Heart, which I think is a great 
record, is to me the same kind of period sound as 
Starting Over. I think the Cars Touch And Go, is 
right out of the '50s. That new wave, a lot of it is 
'50s stuff but with the '80s styling, and that’s 
what I think Starting Over is. 
Yoko: Look, music form never dies. And that 
goes right back to Chopin or Beethoven or Bach. 
John: One more thing. They say disco is gone 
now. And all those complaints about it being all 
the same is exactly what I heard about Little 
Richard and Fats Domino. They couldn’t tell the 
difference 'cause the backing was always the 
same — the saxophones. But you could always 
select from Fats Domino which are the best 
tracks. . . . Now disco is part of the music 
scene. It’s affected country and western, it’s 
affected pop, it’s affected the ballad. New wave 
will be exactly the same. It’s another wave that 
joins the ocean of music. And this constant try¬ 
ing to group things is the same mentality that 
constantly tries to put things into boxes of reli¬ 
gion, nationality, race, color, creed, sex. It’s the 
same thing. Forget about all the categories. 
Yoko: Did you realize that in “Double Fantasy” 
there are many, many different forms of music? 
It’s not like we’re not sticking to just blues or 
rock or country. Each soul has a different form. 
John: Wait 'til you hear my country songs. 
Can’t wait. 1 love country. Hank Williams is one 
of my greatest influences. 

John: There’s only two artists I’ve ever worked 
with for more than a one night stand: that’s Paul 
McCartney and Yoko Ono. I think those are 
pretty damn good choices. 
RKO: How did your music start reflecting your 
meeting and your spiritual bond with Yoko? Was 
it immediate? 
John: It was immediate. I used to have a place 
where I worked in the house, upstairs, in my first 
incarnation with another wife and kids, and I 
used to make kind of freaky music at home . . . 
fiddle around with loops, do backwards things. I 
would take the most usable and add it to Beatles 
tracks. 

But at home I was really far out. I had a little 
studio which was really just a lot of tape record¬ 
ers, and we made “Two Virgins" that way. She 
came over for a date and I didn’t know what to do 
and she didn’t know what to do, so I said, “You 
want to go upstairs and play with the tapes?” 
(Laughter) So because we didn’t know what to 
do we played with the tapes all night. I was 
running around pushing buttons and playing the 
mellotron and she started into her Yoko Ono 
stuff which is now stuff you hear by the B-52s 
or Lene Lovich. She started doing “Ooooohhh, 
eeehhh, owoooo,” and 1 thought “This is 
great," and I was going "Bluohho, etc.” and 
she was going “Owoowo,” and we made a tape 
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all night and in the morning we made love as the 
sun came up. 

We'd made this album's worth of sound to¬ 
gether without consciously setting out to make 
something, and that was the first togetherness. 
And we shot the cover ourselves and put out 
"Two Virgins,” and that was the start of the 
whole shebang. 
RKO: And the reaction was what? 
John: WHAT ARE THEY DOING? THIS 
JAPANESE WITCH HAS MADE HIM 
CRAZY AND HE'S GONE BANANAS! But 
all she did was take the bananas part of me out of 
the closet that had been inhibited by the other 
part. It was a complete relief to meet somebody 
who was as far out as 1 was — who was the real 
thing . . . 
Some of the ideas that she wanted both of us to 

do then 1 wish we'd done, because now other 
people have done them. I would say, "No I’m 
not gonna do that, are you kidding? We're in 
enough trouble as it is!” 
Yoko: And also I started to feel guilty. In early 
'71 he wrote a song called Power To The Peo¬ 
ple, ' ' and my song. Opening A Box. was on the B 
side, and, of course, that was banned in Amer¬ 
ica. That sort of thing started to happen, so I felt 
that maybe I was doing a disfavor to him in a way 
because he could be No. 1 all the time, but now, 
because he’s involved with somebody a bit radi¬ 
cal .. . But on the other hand, we did a lot of 
interesting things and we were having fun as 
well. 
John: Woman Is The Nigger Of The World was 
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You have enough to work on in building 
your act without having to work out to 
build your strength. Bulky, heavy PA cabi¬ 
nets can cause you a lot of grief. Like 
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But most important of all, the Bose 802 
system will help you build your act by not 
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Products Dealer soon and listen to the 
Bose 802 system. Then pick up a pair or 
two and start building your act. 
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Free Advice* 
SRS will answer any of your questions about the craft and 
business of music. Founded in 1974, the non-profit organization 
is dedicated to the education and protection of songwriters and 
the expansion of social awareness through music. Our staff in¬ 
cludes a former A&R man with experience at CBS, Elektra and 
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banned ’cause of the word "nigger,” (even 
though) I had Ebony and Jet both say they weren’t 
offended. The statement “Woman is the nigger 
of the world” was made by Yoko in 1967 or 8 to 
an English women’s magazine called Nova, a 
kind of Vogue. She was on the cover and the title 
was "Woman Is The Nigger Of The World,” 
and I immediately stole the title and wrote a 
song. It did not come out ’til 1971, and there was 
all this hulabaloo about the word "nigger," but 
the hulabaloo was from the white community, 
you know, not from the black community, be¬ 
cause blacks understood where it was coming 
from . . . 
We got into so much trouble for what we tried 

to say (on women, love and peace, the war), so 
when Yoko took me to the production of ‘ ‘Three 
Penny Opera," I said, “Ah. I see, so we’re not 
alone.” I don’t know what happened to Brecht 
when he first put that out, but it was the same 
idea — to make a statement on the society right 
now, right away and no bullshit, just say it. 
RKO: Is your music to educate, or is it to enter¬ 
tain, or is it both? 
Yoko: Communicate. 
John: Communicate, it’s that need to communi¬ 
cate. 
RKO: It doesn't necessarily have to be political . 
John: No, but politics was in the air those days. 
Come on, I mean you couldn’t avoid it, right? 
And being artists, when we get into something, 
WE GET INTO IT. We wanted to be right there. 
Yoko: So involved. 
John: Down on the front lines, you know, but as 
we always said, with flowers. Our intentions 
were good. 
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players. 
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Doesn't FORCE your music into 
rigid 8 bar drum record 
arrangements. You make your 
own arrangement. 

Send check or money order to: 
FILLS™ Music Company 

P.O. Box 45 
Canoga Park. Calif. 91305 

© 1980 FILLS'" MUSIC COMPANY 
Patent Pending California residents please add 6% sales tax. 

John: The Beatles had the top five numbers at 
one time, right, so I can never get more than I've 
had in that respect. I've had the boyhood thing of 
being the Elvis and getting my own spot on the 
show. Now I want to be with my best friend. My 
best friend is my wife, who could ask for any¬ 
thing more? I'd as soon do something else to¬ 
gether than not work together. “Double Fan¬ 
tasy,” this is the first album. I know we worked 
together before, we even made albums together 
before, but we feel like this is the first album, I 
feel like nothing happened before today. 
RKO: So what is “Double Fantasy"? What 
does that mean? 
John: Well, you know where it came from? I'm 
taking Sean and the Nanny and the family,except 
for mother who is here selling cows, to the 
Botanical Gardens in Bermuda for lunch. And I 
was just walking in and I looked down and a sign 
said “Freesia Double Fantasy.” It was some 
flowers, and I thought, 'Double Fantasy,' that’s 
a great title. It had so many meanings that you 
couldn't even begin to think what it means. It 
means everything you could think of. It’s a dou¬ 
ble couple. It's real life but it's still a fantasy, 
because it’s now in plastic and in photograph. 
And it’s fantastic. It just sort of seemed to be 
perfect for the title of the album. And there's two 
of us. And it just sort of says it all somehow 
without really saying anything, it says every¬ 
thing. And it’s a flower, actually. 
Yoko: And also, in the 10 years, we learned that 
John has his own fantasy and I have mine too, 
and that’s all right you see. We don't have to 
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unify our thoughts totally ... so we’re showing 
the differences of the fantasies, too. 
John: That's why it wasn't just all love songs — 
love, losing you, and moving on. We’re not 
presenting ourselves as the perfect couple be¬ 
cause we don’t want to get into that bag either. 
We’re trying to present what it is — a relation¬ 
ship that lots of other people are having, but 
they're maybe not songwriters and they don't 
express it that way. We have our problems, we 
had our problems, no doubt we’ll have prob¬ 
lems, but we’re trying, we want to stay together. 
1 am not aiming at 16-year-olds — if they can 
dig it, please dig it. But “Double Fantasy" is 
for all the people of my age group . . . people 

By plugging HOT SINK 
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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 
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With HOT SINK’S variable level 

‘‘ Imagine was a straight lift out of 
Yoko's book, 'Grapefruit.' 
There are pieces in there 
saying, ‘Imagine this, 
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control, you can get the distortion of 
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with the headphone output, you can 
practice (or tune up on stage) in 
private. No batteries or AC power 
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HOT SINK—the first and only 
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having wives and children and having gone 
through everything together. I'm singing to 
them I'm saying "Here I am now, how are you? 
How's your relationship? Did you get through it 
all? Wasn't the '70s a drag? Well, let's try to 
make the '80s good, 'cause it's still up to us to 
make what we can of it.” It’s not out of our 
control. 1 still believe in love, peace. I still 
believe in positive thinking. I’m not always posi¬ 
tive, but when I am, I try and project it . . . The 
Woman song is to Yoko but it's to all women. 
Because my role in society, or any artist’s or 
poet’s role, is to try and express what we all feel. 
Not to tell people how to feel, not as a preacher, 
not as a leader, but as a reflection of us all. 
RKO: "Double Fantasy” doesn’t seem to be at 
all the first fantasy or the first "what if” situa¬ 
tion. “Imagine,” of course, said what if this, 
what if that. How did that come out for you? 
John:/magme was a straight lift out of Yoko’s 
book, “Grapefruit.” There are pieces in there 
saying, “Imagine this, imagine that . . .” so I 
didn’t give her credit! (Laughter) I dedicated the 
album to her, which is a cop out. But you know I 
was only as honest as I could be then. 

People kept saying “Oh what were you doing 
in the bed-in? What are you doing together? 
What are you doing?” “All we're saying is give 
peace a chance” literally came out of my mouth 
to a reporter after being asked for the millionth 
time: "What are you doing?” Not that 1 have the 
answer or I've got a new format for society, 
cause 1 don’t and I don’t believe anybody else 
has. Show me the plan before we knock all the 
buildings down ... but give peace a chance. 
Imagine is the same thing . . . "Imagine if there 
were no countries . . . imagining no religion, 
not imagining no God," although you’re entitled 
to do that too. “Imagine no denominations. 
Imagining that we revere Jesus Christ, Moham¬ 
med, Krishna, equally. Imagine that there’s no 
Catholic-Protestant, no Jew-Christian, that we 
allow it all, freedom of religion for real. Just 
imagine it. Would it be so terrible? 
Yoko: Imagining a projection is a very strong 
magic power. That’s the way society was 
created. So, we were trying to create a more 
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"Being artists, when we get into something, WE GET INTO IT. Down on the front lines, but, as we always said, with flowers.” 

positive image, which is of course going to set 
up another kind of society. And even in all this 
we always had just a human race dream. We 
always wanted to fly, so now we have planes, 
and the next dream is wanting to be peaceful. 

RKO: You mentioned when you did this album 
you were talking mainly to people your age. But 
if the cliche is true that we all become more 
conservative or mellow , or whatever you want to 
call it, as we get older . . . Do you see that 
happening to yourself? Listening to this album, 
which is obviously a little mellower . . . 
John: Well, I tell you, you don’t have to atrophy 
because you get older. It’s again the belief sys¬ 
tem. When we were kids, 30 was death, right? 
I’m 40 now and I feel better than before. You can 
atrophy your ideas of life at 20 or 30 or 40. You 
can become mellower without becoming rigid. I 
still believe almost in anything until it’s dis¬ 
proved. I don’t have any set answers. I’m as 
open as ever, but my hormones don’t work the 
same, that’s all. 
Yoko: Look, I think it's totally the opposite. I 
mean all these menopausal men are the ones who 
are really violent and they are thinking about 
killing five million people. What’s mellow about 
that? Young people in love are tender. I mean, 
go back to/ Want To Hold Your Hand. They’re 
more mellow songs. What are you ta. king 
about? We’re talking about starting over. We're 
talking about falling in love again to each other, 
you know. And that’s the most beautiful, young, 

fresh thing to do. Nobody in the menopausal age 
can do that. 

John: When you've been somewhere beautiful, 
like Bali, and all your friends haven’t been, you 
want to say "My God, I was in Bali, man, and 
it's just the greatest place.” That’s how we are 
about things — we get enthusiastic and excited. 
The same as when it sort of dawned on me that 
love was the answer. The first expression of that 
was on a song called The Word, on the Beatles' 
"Rubber Soul." Seemed like the underlying 
theme to the universe is that everything that was 
worthwhile got down to this love, love, love 
thing. It was the struggle to love, be loved and 
express that. 
RKO: When you two sing above love, is it 
possible to define what love is, or is it just a 
personal thing between each two people? 
Yoko: Love is love isn't it? 
John: You know what it is but you can’t define 
it. I tried to define it on the “Plastic Ono” album 
with a song called Love. . . . "Love is real, real 
is love." It’s whatever it is when it feels good is 
love, and the other one . . . 
John and Yoko: Is not love. 
RKO: On that same album, when you sang Hold 
On, did you have any ideas of the things you 
were going to go through. 
Yoko: No. Amazing, isn’t it? 
RKO: The multiyear process that culminated in 
Starting Over . . .obviously was filled with a lot 
of bad stuff as well as good stuff. 

John: Of course it was. 
RKO: What was the worse for you? 
John: The worst was being separated from Yoko 
and realizing that I really, really needed to be 
with her and wanted to be with her, and could not 
literally survive without her as a functioning 
human being. I just went to pieces and I didn’t 
realize that I needed her so much. 
RKO: What do you think is the work that re¬ 
flected this feeling about the period? 
John: Well, that period I did “Walls and 
Bridges" which is . . . 
Yoko: It wasn't bad. 
John: It’s technically OK. and if you pull it apart 
as production or format of the songs there’s 
nothing wrong with them. But there’s an air of 
loss, there's an air of . . . "Walls and Bridges” 
has this air of misery, but you can’t put your 
hand on it. There’s a kind of cloud around it. If 
you look closely, you could say “Bless You,” 
it’s a nice song, nothing wrong with it, good 
construction, good harmony. But overall there’s 
some horrible confusion and loneliness in it. 
RKO: No. 9 Dream always seemed to me the 
most wistful, longing song. 
John: That’s how I felt, my dear. I mean I was 
haunted, all right, because I realized that I 
needed her more than she needed me, and I've 
always thought the boot was on the other foot, 
and that’s as honest as I can get. Burt Reynolds 
said it the other night and God bless him . . . that 
women have always kicked him out. Yoko 
kicked me out. I call it the seven-year “hitch.” 1 
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■ WW WW A THAN A GREAT SONG. 
Here’s what American Song Festival judge John 

Braheny says about how he listens to entries: 
"It's difficult. ..not to be excited by a great 

production in a demo or turned off by an un¬ 
pleasant sounding tape.” Music Connection 
Magazine , October 16, 1980. 
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We use only top Hollywood studio musicians. For 

example... 
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work with Carly Simon, Mac Davis and 
Anne Murray. 
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concert appearances with the Ohio Players, 
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THE JUDGES WANT 
TO HEAR YOUR SONG 
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Demo Masters can help make a great song a win¬ 

ning entry. Here's what happened to Teresa De Gusti 
of Calgary, Alberta, Canada: 

“I just qualified for the finals in the Castle¬ 
bar International Song Contest and will be 
travelling to Ireland to perform ‘Feather 
Light’ for the grand prize. Thank you for a 
superb quality demo.” 
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FREE 
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Service. The best possible product for the 
price.” Al Kasha - Academy Award Winner, 
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‘‘Some of the best demos I’ve heard in a 
long time!” Nik Venet - Veteran producer 
for the Beach Boys, Linda Ronstadt and 
others and ASF judge. 
"A fine organization in Hollywood I deal 

with exclusively. With a Demo Masters re¬ 
cording you’re ready to send your song 
around in the best possible light.” Sid 
Wayne - Wrote “It’s Impossible” and over 
50 Gold records. 
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Hearing is believing. We’ll send you our sample 

record FREE! It’s got rock, pop and country selec¬ 
tions to give you an idea of how totally professional 
your entry will sound. Just check “Sample Record” 
on your Order Form. 
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don't know what it was, but it was horrific and it 
took me a long time to catch on, because I drank 
too much, and a lot of it’s known already. I was 
out of control and nobody was looking after me 
and I needed somebody to love me and there was 
nobody there to support me, and I fell apart. 

Another thing I want to say about Burt Rey¬ 
nolds. The other night, Barbara Walters asked 

“A/7 Yoko did was take the bananas part 
of me out of the closet ... It was a 
complete relief to meet somebody as far 

out as I was.” 

Our "System 700-111" enclosures and rack mounting hardware are quickly becoming 
the packaging standard for the audio/video recording industry. Why? Look at the 
features and judge for yourself. 

•• Similar components are used throughout allowing you to update your system now or 
years from now ... no solid wood parts to be discarded every time you make a 
change . . . 

•*T8M (Triple Bay Mainframes) are available for all Tascam, Tangent, Tapco & Sound¬ 
workshop mixers . .. 
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•♦Constructed of 1/8" aluminum and Formica covered particle board, providing high 

strength and low weight . .. 
♦♦Accessories such as turntable mounts, producers desks, slide out shelfs, drawersand 

our new padded armrest allow easy customization . . . 
♦♦Outboard equipment cabinets such as the DVR and STE allow complete system 

capability. 
♦♦All units are factory assembled, then knocked down to cut freight cost .. . 
♦♦Simple screw together assembly required to set up . . . 
♦♦ Off the shelf availability of over 300 different types of rack mount kits and mounting 

hardware allows one stop shopping. 
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Now that you've purchased the equipment . .. contact HSC to mount it! 
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RIVER GROVE. IL 60171 PHONE NO 312 452 5551

him what he wanted to be remembered as and he 
said “The best father that ever was.” 
Yoko: Really? That’s beautiful. 
John: And I thought, thank God. I began to feel 
that maybe I’m the only father that’s interested in 
relating. And is it going to become. “Oh John 
Lennon’s now selling this family business, and 
he’s been through peace and love and now he’s 
coming on like daddy.” And I’m only talking 
about it because that’s what I’ve done and that's 
how I feel. 
RKO: And honestly admitting to it. 
John: And admitting that I’m more feminist 
now than I was when I sang Woman Is The 
Nigger. I was intellectually feminist then, but 
now I fee! as though at least I’ve popped my, not 
my money, but my body where my mouth was, 
and tried to really live up to my own preaching. 
And to see somebody like Burt Reynolds, who is 
the world’s No. I male star over all the pop stars 
worldwide, have the guts to say he wants to be 
known as a father, 1 thought, “Oh great. I'm not 
going to be alone on this one.” 

Yoko: Overall we’re getting more and more 
positive, aren't we, because we . . . 
John: Because we survived. You have to give 
thanks to God or whatever it is up there. The fact 
that we all survived. We all survived Vietnam, 
Watergate, the tremendous upheaval of the 
whole world. We were the hit ones in the '60s, 
but the world is not like the '60s, the whole 
map’s changed and we’re going into an un¬ 
known future, but we’re still all here. While 
there’s life there’s hope. 
RKO: So it sounds like instead of the down 
litany of the early ’70s where you said all the 
things you don't believe in, now it’s . . . 
John: Exactly. That’s why I put the “ting, ting, 
ting ” on the beginning of Starting Over. I hope 
somebody would catch on, but it’s easier if I 
explain it. At the beginning of Mother on the 
“Plastic Ono” LP. you hear this very slow 
church bell, which is like a death knell. I was 
trying to make a positive out of a negative but it 
was heavy going. And the reason this one goes 
“ting, ting, ting ” is to show that I’ve come 
through. And whoever's listening must have 
come through or they wouldn’t be here. 

I consider that my work won’t be finished 
until I’m dead and buried and 1 hope that’s a 
long, long time. So to me it’s part of one whole 
piece of work from the time I became public, till 
how. And that’s the connecting point between 
them, and you hit it right on the head. The ’80s is 
like we got a new chance, you know.0 
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THE VOICE SAVER 
It’s a harsh world out there for the singer, a 
world full of smoke, pollen, smog and air con¬ 
ditioned or heated air. All of which can lead to 
a dry throat, hoarseness and a loss of vocal 
consistency. 
Now there’s a solution: the revolutionary 
Humid-a-mike,m from Voice-Saver Products. 
Attached to any microphone, the Humid-a-
mike,m envelopes your voice in a soothing 
cone of humidified air. Totally self-contained, 
the Humid-a-mike,m can last through a 4-hour 
performance. And that means you can last 
through a 4-hour performance too. 

Available direct. For more information on the 
incredible Humid-a-miketm write to: 

kS "For the only instrument 
you can’t replace ”M

Voice-Saver Products 
17 7‘ Riverside Ave., Suite F 
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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. It’s 
fast, simple, reliable and 
economical. 

Portastudio’s 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. 
Portastudio’s versatile 4x2 

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 

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

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. 
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TEAC Professional Products Group 
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PORTASTUDIO. 

LEARN ON IT. 
REHEARSE ON IT. 

CREATE ON IT. 
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Wliat^aslIissiii^iiomllMJùi logics 
“ Lennon enjoyed that remarkable blessing ¡blight of insight. 

For such insight, one does not live in the now. The now is already hindsight. ” 

new friend dropped by that evening 
A and dropped some old unfriendly 

. news on me. I hadn't noticed that the 
-A light had changed. Well, what in 
_ hell are friends for? I’d been so in¬ 
volved with whatever it is that I do. Who watch¬ 
es the news? 

It took a month for the shock to wear off. 
Whatever it is that 1 do just didn’t get done. 
Before that, every word I cut with my pen onto 
some fresh page was as sentimental and embar¬ 
rassing as old love letters written in the heat of 
seasons. 

After that, after my (A. Love, Love, Love, B. 
Helter-Skelter, C. “Jo Jo was a man who 
thought he was a loner, but he was another 
man,” i.e. me first) generation got its puerile 
third eye shot off , it took weeks to fill 
my pens with ink. Instead, 1 drank a shot 
of something proof, I got held up with the 
flu. I got shot full of my own medicine — and 
was riddled with questions. 
More than a month now, and it seems every¬ 

one has rat-a-tat-tattled everything off they pos¬ 
sibly could about John Lennon. The chatter shat¬ 
tered every corner of the media and its empire. 
But now I am beginning to see what was missing 
from the eulogies and what I am really grieving 
for. What 1 think we are all grieving for, above 
and beyond the notes and the presence is the 
flesh that used to be John Lennon. 

Today, we are not for want of his music, his 
voice, his image on a screen. Today, we can hear 
him, see him, as nearly touch him as most of us 
ever did. Here, surrounded by a patchwork of 
technology and firmly plugged into the current 
behind the wall, we might as well insist that John 
Lennon is still alive, if what we missed were 
“the last chance we ever had to hear him 
sing. . . ” or “the last time we got to see him. 
...” Technology keeps sending him out in 
digital. 

The use of technology was perhaps the major 
contribution that the Beatles made to pop music. 
After the Beatles, pop found itself tossed into the 
same new definition of music that “contempo¬ 
rary classical” music had found itself for dec¬ 
ades: music is no longer just the transitory occa¬ 
sion of a performance, here and then gone at 
only that time, in that place, in that particular 
way. Music became, even for pop, a thing, a 
recording in a box of a particular assemblage of 
sounds (old, new, borrowed, blue), impossible 
to perform outside the artists’ workshop. We 
buy the recording , and we are all owners of ‘‘the 

By Tobie Helene Shapiro 

original.” So John Lennon as a Beatle died over 
a decade ago, but all four of that troupe still 
continue to perform whenever we push the right 
button. 
The music isn’t it. What was written, or not 

yet written, actually has only tangential impor¬ 
tance in this loss. It would not have been the 
same if any one of the three other alive and 
kicking ex-members of the group had stopped 
sending signals (technological demise). What 
makes John Lennon different? 
They were, all four of them, products and 

symbols of an era in process, an era past, and 
another era to come. Each one of them had his 
role, almost as analogous faces of the times, 
whether or not their private selves were in har¬ 
mony with that image. 

Ringo was the flower child, lucky and half 
innocent/ half giddy playing in the garden. Harri¬ 
son was the mystic, seeker of the inner self, and 
the other worldly rewards, beyond the grasp 
of this old dissolving western civilization. 
McCartney was the musical genius and heart 
throb, the tease and suitor. He never stopped 
writing music, though the subject matter took a 
turn when he set off on his own. 

But Lennon, aside from all his brilliant musi¬ 
cal contributions, was The Artist. He was the 
artist in the true sense of the word, not as per¬ 

former or writer, or for that matter not defined by 
nor limited to the media of his choice. But un¬ 
derneath the method of communication, John 
Lennon was a visionary. That is the part played 
by great artists throughout history. 

Shakespeare foretold the emergence of psy¬ 
chological awareness and the divine farce of 
analysis hundreds of years before chance, fate or 
genius inspired the Freudian, Jungian, “Stock¬ 
holm syndrome” era. From 1508 to 1512, the 
artist/visionary Michelangelo emblazoned the 
ceilings of the Sistine Chapel with his precogni¬ 
tion of the rise of the common classes. Right 
there on Papally sponsored property, all of hu¬ 
mankind, depicted naked without the clergy’s 
garb, aristocratic finery, beggars’ rags or the 
guise of a title . . . everyone, en masse, as near 
to God as any Pope. In 1517, Martin Luther did 
the same as a philosopher (the love of thought, 
the art of wisdom) when he nailed his 95 ques¬ 
tions to the church door in Wittenberg. What a 
profound effect they had! How much more pro¬ 
found it would have been, had everyone from the 
dust to the throne had access to those visions! 

It was Lennon who enjoyed that remarkable 
blessing/blight of insight which bends time be¬ 
yond normal recognition. For such insight, one 
does not live in the now. The now is already 
hindsight. The artist as visionary lives in the 
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Four ways to get someone in the 
music business to listen to your song. 



future. It is the vision of the possibilities and 
inevitabilities of our future in this day-to-day 
world that Lennon saw and offered to us. There 
he was, being lavishly supported by the very 
system which ostensibly stood to suffer from any 
widespread belief in Lennon’s image of a peace¬ 
ful, cooperative, loving world. What in hell is all 
the music for, anyway? So, ever since, the music 
business has been muddling around looking for a 

will, etc. But the sweet sentiment was not a 
suggestion, though it may have been mistaken 
for one. It was a fast approaching warning, be¬ 
coming an imperative It is now evident all 
around us that there is no longer a tasty choice, if 
there ever were one, as to which best of all 
possible worlds we would most like to live in. It 
is finally evident that if we, as a species, cannot 
now erase boundaries and borders, make ribbons 

“It is finally evident that if we, as a species, cannot 
allow peace to give us a chance, we will perish.” 

replacement part. They’re idiots, of course. 
They mistook a survival imperative sent out via 
music, as just a craze. In my recollection, pop 
music had not before that era, nor has since, 
spoken to the heart of such matters at such a time 
and in such daring ways that people from the 
dust to the throne were awakened to new ideas 
rather than lulled to spiritual slumber by old ones 
in new clothing. 

I had my cry when I heard rock promo¬ 
ter/ manager Bill Graham mention in passing that 
’ ‘Rock and roll is as close to big business as Sara 
Lee.” I was angry at the interviewer in his pose 
of attention while under the influence of stupor. 
Why doesn't anyone ever ask the disquieting 
questions? Why do they never see deeper than 
their own reflections in someone else's eyes? 
Isn’t there anyone with a voice who is still com¬ 
pelled to imagine from the leaves, not just what 
must have been the seed, and what must come 
from the sun, but what might become, by inven¬ 
tion, a page? It is what is written on that un¬ 
imagined page that is left for artists. And it is that 
page, when the page is music, for which the 
throne- sitters in the music business insist there is 
no market. 

Yet, I remember how it was back when John 
was still taking a slingshot to Goliath. Weren’t 
we silly having such faith in someone’s talent 
that we waited for the release of the album, 
snapped it up, and played it over and over, even 
if the first two and one half minutes didn't make 
immediate sense, or a familiar gratifying ring? 
We played the damn record and listened to talent 
growing, and trusted enough to try, until we 
understood and appreciated what new thing the 
world was up to, as seen through the eyes of 
bright others. 

There was that era, vibrant with hopeful ener¬ 
gy. Weren't we foolish dancing barefoot in the 
grass?. . . telling our elders to loosen up and fly 
left? . . . refusing to study war? . . . being abso¬ 
lutely incapable of regarding a Vietnamese peas¬ 
ant as an alien enemy, even when ordered to do 
so? . . . doubting the motivation of our very own 
perfect government? ... or any government? 
Weren’t we off the track searching for the ques¬ 
tions and answers in other tongues, from other 
alien, amazingly close cultures? Wasn’t John 
silly for poking at the tide with a song?! I re¬ 
member how it was, back then, with John. 

It seemed almost as if some happy room might 
even be made for the lesson sent to us on the 
disc. A sweet sentiment. Peace on earth, good 

and drawstrings out of old flags, and allow peace 
to give us a chance, we will perish. It is that 
simple. Love it, or get wasted. Which would you 
rather? 

But, OB-LA-DI , OB-LA-DA . . . 
“No single thing abides, but all things flow. 
Fragment to fragment clings; 
the things thus grow until we know and name 
them. 
By degrees they melt, until they are no more the 
things we know.” , _ _ „ 

6 — Lucretius (96?-55 B.C.) 

. . UFE GOES ON. By the early ’70s, there 
was a scattering of the tribe. Sheep sought sun¬ 
dry available shepherds beginning to dot the 
landscape. Leaders without heart lost everyone 
else’s step. Bare feet that had danced in the 
grass, now put on Manson’s shoes for him, or 
kicked ass at Altamont, or yielded to their knees 
for Rev. S. M. Moon, or waited in line for their 
short shot of Kool Aid in Jonestown. 

Survivors survived, kept the fashion hip 
while losing the substance. They learned their 
lesson and bettered the instruction. “Love thy 
neighbor and because you are thy neighbor" 
came out in the wash of rhetoric from hot tubs 
and other forms of benign gratification. 
Anyone unlucky enough to have to keep on 

thinking, due to some genetic blight, watched 
as the worst side of Lennon’s vision unfolded 
like a map of the river Styx, revised. 

I look around now and see a world still so alive 
with such promise! There is nothing lost, really. 
Promises, even broken by their authors, cannot 
be broken utterly unless some lesson is not 
learned in the process. It’s just that all the prom¬ 
ise was put to sleep and filled with excuses to 
ward off guilt. What we lack is only imagina¬ 
tion. Imagine.' 

Outside my house that night, it was every 
man for himself. My new friend dropped 

by that evening and dropped some old unfriendly 
news on me. On us. We hadn’t noticed that the 
light had changed. Well, what in hell are friends 
for? We'd been so involved with whatever it is 
that each of us No. 1’s does. 

Then, according to my new friend, nee 
stranger, some other No. I with a bullet jumped 
out of a shadow and killed poor John Lennon. 
Poor us. 
Good God, I miss him. 

Tobie Shapiro is a writer and musician. 
She lives in Berkeley, CA. 

MUSIC PRODUCTION AND 
PUBLISHING COMPANY 
MASTERS — DEMOS 

TOP PROFESSIONAL MUSICIANS, 
ARRANGERS, SINGERS & PRODUCERS 
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recording artist. 
Master Demo 90°° 
grand piano, 2 guitars, bass, drums, more 
strings, extra effects, recording artist. 

all produced in top ten arrangement 

prompt service instrumental tracks 
co-writing available sample cassette 4.00 

send song (lead sheet preferred), check and 
details, plus 1.50 postage to 

Expression Music Company 
652 Hilary Drive, Tiburon, CA 94920 

ph. (415) 435-5223 

TAX EDUCATION 
SONGWRITERS • MUSICIANS 
PROFESSIONAL & AMATEUR 
• How to reduce your taxes by 
50% or more -legally ..$10.95 _ 

• Tax Deduction Checklist -
Songwriters, Musicians, 
Performers $2.95 

MUSIC INDUSTRY 
BUSINESS/LAW EDUCATION 
• Music Industry Business/Law 

Dictionary $1 1.95 
• Music Information & 

Education Guide (lists books 
& publications on music law, 
music business, recording 
equipment, more). 

• Copyright Registration 
Guide. 

$4.95 

$2.95 
ADD $1 .00 FOR POSTAGE AND HANDLING. 
CALIF. RES. ADD 6% SALES TAX 

□ I have enclosed check or money 
order for $_ 

TOTAL AMOUNT 

NAME 

ADDRESS 

cTty/state/zip 
LA COSTA 

MUSIC BUSINESS CONSULTANTS 
Box 147 

Cardiff By The Sea, CA 92007 
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Alvarez-Yairi Steel 
String Models. 
All with solid spruce tops 
aged for two years to give 
a better sound. Some 
models have internal 
acoustic lacquer to 
improve projection. 

Alvarez-Yairi 
Classic Models. 
State of the Art instru¬ 
ments featuring ebony 
fingerboards, solid 
Canadian cedar tops, 
special fan bracing for an 
even balance of tone. 

Alvarez-Yairi 9-String. 
The three treble strings 
are doubled, while the 
bass strings are single 
giving sound of a 12-
string with the playing 
ease of a six string. Neck 
is double reinforced for 
extra strength and 
dependability. 

Alvarez-Yairi 
12-Strings. 
Available with rosewood 
or mahogany back and 
sides. Scalloped internal 
top bracing promotes 
even string balance 
without sacrificing 
strength. 

The New 
Alvarez-Yairi 
Double Neck. 
Achieve instant on stage 
notoriety and expand 
your playing style all with 
one guitar. 

Performers like Harry Chapin, Larry Gatlin, Jon Anderson, 
The Doobie Brothers, Porter Wagoner and Merle Travis can’t all be wrong. 

Visit your Alvarez-Yairi dealer today and see for yourself why Alvarez-Yairi guitars are all the guitar you'll ever need. 

Exclusive distributors: 

ST. LOUIS MUSIC SUPPLY 
1400 Ferguson Avenue, St. Louis. MO 63133 

PACIFIC MUSIC SUPPLY 
1143 Santee Street. Los Angeles. CA 90015 



The 
BooksYou 

Should Read 
Are On 

Songwriter’s 
Bookshelf 

How to Be 
a Successful 
Songwriter 
Interviews, interviews, inter¬ 
views! Mac Davis, Loggins 4 
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, howto promote and sell 
your final masterpiece. 

Code #1315. $6.95 

The Songwriters 
Handbook 

How To Make 
Money In Music 

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 

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. “Cslda’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 

How I Write Songs 
(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 
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 
for all beginning compos¬ 
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 Krasi -
ovsky. Here is the révisée, 
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 Brylcraam a Little 
Dab'll Do Ya, Let Your Fingers 
Do The Walking (Yellow 
Pages), Nobody Doesn't Like 
Sarah Lee, Winston Tastes 
Good, Put a Tic Tac In Your 
Mouth, Sometimes I Feel Like 
a Nut, You Deserve 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 

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. 160 pages. 

Code #1067 . $8.50 

From Score 
to Tape 

H^topUy'^”0

^yearsof—’ 

W«1

•U# 
ho*“ 

ho««* 

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

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 

P.O. Box 3510, Hollywood, CA 90028 

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 

•K hynting 
•1> ictionary 

I 

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,” ard 
"R4B." 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 tax_ 

□ Check or money order enclosed lor _ Total Amount 

□ Charge my purchase to □ Visa □ Master Charge. 

Expiration date_ Account Number -

Cardholder Name _ _ _ 

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

If using Master Charge, please Indicate the 4 numbers above your name._ 

Name _ __ _— -

Address _ -— -

City _ — -

State _ Zip -

All U.S. Orders Include Postage and Handling. 

Outside USA add $2 postage and handling. Allow 3 to 6 weeks for delivery. 



«WW* 
Collaborator Wanted 

Serious Composer Needed to col 
labórate with determined lyncist in the 
pop. easy listening and/or MOR fields 
Dan Sweeso. 9723 Scottdale Dr . St. 
Louis. MO ¿3136 
Cowrite with pro lyricist! have the 
skill, the contacts, and I m v^ere it s at 
Send your best lyrics with S A S E. Gerald 
H Pulley. 1338 Brick Church Pk Lot-2B. 
Nashville. TN 37207 
Serious lyricist seeks composer Col¬ 
laborate on words &. music John Rabb. 
2709 Nicholson St . Hyattsville. MD 
20782. 301-853-3280 
Published and recorded lyricist 
seeks professional composer NYC 
area preferably Nelson Trout. 350 Peek 
Ave . Millville. NJ 08332 
Wanted - composer who’s not de¬ 
composing to collaborate with seri¬ 
ous. versatile lyricist Bob Swartz. 1802 
Ames. Saginaw. Ml 48602. 517-799-
0859 
ASCAP or BMI composer vanted to 
collaborate with BMI lyricist. NY, CT. 
Long Island area preferred NO rock 
PO. Box 125. Farmington. NY 11738 
Composer wanted to collaborate 
with lyricist Pop. country, and some 
rock. Must be able to play piano, and/ 
or guitar Gary. La Puente. CA. 213-
338-3960. 
ASF award winning lyricist seeks 
composer for country lyrics (good 
stuff I) Ron Deibei 17911 Lincoln St. Villa 
Park. CA 92667 
Composer with professional ex¬ 
perience seeks lyricist with commer 
cial potential Avi Perry. 20 Indian 
Creek. Holmdel. NJ 07733. 201-671-
4125 
Composer seeks lyricists for collabo¬ 
ration Many styles Send lyrics to 
Composer 165 Kennedy Rd #907. 
Brampton. Ont, Canada L6W 3L3 
My lyrics have won : c; o- ■ 
years in the ASF. but they need music to 
be heard Fifteen years writing exper¬ 
ience. MOR. country, religious. Frank 
Ahl. Box 411, Elliston. MT 59728. 
ASCAP lyricist seeks professional 
composer to write strong melodies to 
written lyrics, all styles Joseph Rossi. Jr . 
29 Albemarle St„ Bridgeport, CT 06606 
Lyricist needs 'country* composer in 
Portland. OR Call Judi. 775-4619. after 5 
PM Anytime weekends 
Lyricist-musicians w/vg vocdls 
wanted to join songwnter-guitorist w/ 
excellent well-paid Amer vdnetybdnd 
in Germany Gigs plentiful, txjt record¬ 
ing success mam goal Visit you 
Feb/March Leon 312-721-5081 
Lyricist seeks R8iB composer Philip 
Bryant. Rt. 2 Box 229. Dillon. SC 29536 
Songwriter seeks composer to col¬ 
laborate. several songs ready to demo, 
then continue writing & striving for 
musical career Mark Miller, 728 Ala¬ 
meda St . Vallejo. CA 94590. 707-643-
5571 
Composer seeks accomplished 
lyricist to put lyncs to R&B, bossanova. 
ballads. Must redd music - New York 
orea - SASE. Harry Chad. 3324 Paul-
ding Ave., New York. NY 10469 

sette/reel. lyrics, and 59 (chords, it 
known) Joy Interprises. Dept 101. 116 E 
Conecuh, Union Springs. AL 36089 
Lead sheets - Quality service $10 
Send cassette and lyrics to: Ron Nor¬ 
wood, Box 8494. Philadelphia. PA 19101 
Miniature lead sheets printed. 
(7"x4") 320 per thousand Song Re¬ 
quest Magazine. Box 207. Mt. Morris. Ml 
48458 
Typed lead sheets. Send tape, lyncs. 
$15 to EGI. Box 166. Kearny. NJ 07032 
Demos available Send for information 
Lead sheets S8.50 Notated by musi¬ 
cian with degree Send cassette and 
lyrics to MusWay Song Service: 350 N 
Bromley Scronton. PA 18504 

I nstruc t ions/ Pu b I i c a tio ns 
Directory Of Music Attorneys, Na¬ 
tionwide listings $5. Expression Music. 
652 Hilary Dr. Tiburon. CA 94920. 
Save time and money at rehearsal 
Learn to transpose, play chords, identify 
chords. EASY FORMULAS $995 com¬ 
plete. Charles Bogdon. 6822 SW 128 PI . 
Miami. FL 33783 
Learn to play guitar, free details The 
Guitar School. Box 8074. La Crescenta, 
CA 91214. 
Composer seeks to collaborate 
with inte ligent lyncist Rock. pop. coun¬ 
try Tom Morrison 4439 Murietta Ave 
Sherman Oaks, CA 91423. 213-986 
7589 
Learn to sing from professional. 
Proven method used by fdmous drtists 
from rock to opera. Tape and method 
book included Send check or money 
order for $16 to: Voice Maestro, 64 Sper¬ 
ling Dr.. Amelia. OH 45102 
Manage your own band. Helpful 
hints on taxes, traveling and finding 
gigs $3 ppd Mirage Prod . 3030 NW 
171 St., Miami, FL 33056 Send money 
order tor immed shipping 
Guitar Tricks - A book of secrets. 
tricks" end valuable information" that 

will immediately improve your guitar 

playing and help you reach your full 
potential - guaranteed Send $10 to 
EJA Advertsing. 311 Green St. Stone¬ 
ham. MA 02180 

For Sale_ 
Complete 8 track TASCAM studio 
with JBL monitors Good Price. 801-
2552274 
Quality blank tapes. 10 to C-120. 
Price list on request StarStager Enter¬ 
prises. Box 5848. Reno. NV 89513 

Demos/Studios 
Quality demos. We are not the 
cheapest but the quality of our work 
speaks for itself Specializing in coun-
try/westem and pop only Vocal with 
guitar $40 melody cowriting $20 Hear 
your song or poem come alive For 
each extra instrument add $20. Full stu¬ 
dio sound with six-piece bdnd also 
available Sample cassette or reel 
tape $4 Custom Audio. 233 Penner Dr., 
Pearl, MS 39208. 601-939-6616 
We specialize in country demos, pro¬ 
fessionally recorded and produced by 
Atlanta s best pickers Rhythm section, 
lead mst and lead vocal, $35/song 
sample cassette, S3. Send rough tape 
and words to Coleys Island Recording 
Studio. 10 Harns St , Carrollton. GA 30117, 
404-832-0616 
"Nashville Sound" demos featuring 
professional Nashville studio musicians 
All styles Full instrumentation, male 
vocal. $45 (female, $60) Sample tape. 
S3 (refundable) Typeset lead sheets. 
$20. Tucker's Music Services. Box 
110821-S, Nashville. TN 37211 
Song demos by professional musí 
cians Send $2 for sample cassette, 
promotional tips, and pnces SENSA. 
1016 Morse Ave #16. Sunnyvale. CA 
94086. 408-734-2438 
Professional demos, lead sheets, and 
special discounts Waltner Enterpnses. 
PO Box 59 SM. Tustin. CA 92680 

Demos: piano, bass, drums, vocals. 
$35 Lead sheets. $15 LBC Enterprises. 
105 Jefferson Ct , Dover. DE 19901 
Demos - one song. $20 two. $35 
Lead sheets. $9 Jupiter Records. 2521 
N 10th. Sheboygan Wl 53081 

Miscellaneous 
Lyric writer needs work. Serious offers 
only Has won American Song Festival 
award Jondo Lyric Service. 1790 Wal¬ 
lace St . Sim. CA 93065 
Lyrics registered, cross-indexed certi¬ 
fied by 3 readers. First $5; additional $2 
each, each time SASE Kansas City 
Songwriters Association, Inc , Box 16802, 
Raytown, MO 64133 Nonprofit 
Music publishing company is look 
ing for songs to publish. We use AGAC 
contracts Send cassette to Prime 
Choice Music, Box 3335. Federal Way. 
WA 98003 
Publishing companies formed 
Music industry dttomey wil form, file 
and register d music publishing com¬ 
pany or record company for you $100 
complete Send desired name of 
company plus check or money order 
to Hank Leibowitz. 9 E 41st St New York. 
NY 10017. 212-697-6870 
Lyricist (poet) seeks • tented com¬ 
poser for possible collaboration I'm an 
ASCAP songwriter and have been writ¬ 
ing for 10 years I wnte rock, pop and 
soul songs. For more information cdll 
me to discuss m detail Eric G Harland 
213 W 110th St . Chicdgo. IL 60628. 785 
0671 
Lawyer - services include formation 
of recording and publishing compa¬ 
nies; ASCAP-BMI affiliation, copyrights, 
recording, publishing and manage¬ 
ment contracts and negotidtions. Hank 
Leibowitz. 9 E 41 St . New York. NY. 212-
697-6870 
Songwriters success can be yours, 
music publisher is looking for original 
songs, send tope to: Alternative Direc¬ 
tion Publishers. Box 3278. Station D. 
Ottawa. Ont., Canada K1P 6I8 

ffl« HAOAZinC 
P.O. Box 3510, Hollywood, CA 90028 

Ad Copy : . . Our Policy Songwriter 
accepts no ads offering publishing a composing setvices fa 3 fee Addit - : . Songwriter 
product samples and references Ort word counts Letter a number groups (rpm. 6T4 etc ) count as ore waa ’ 4ames qdq 

nabk Songwriter 
Rates 

Prices of merchandise 0^3 b' services mus’ be included m all acts 

My ad Is to appear under the following adlng (check one): □ Collaborator Wanted 
□Demos/ Studios DFor Sale □Leaa sheets ninstructlons/Publlcatlons QMIsc. 

Name Phone No 

Street Address City State Zip 
_ X _ X _ - $_ 

No. of words Price per wad No of months to run Total 

□Charge my VISA or Mastercharge 

_ Lead Sheets 
Lead sheets. Fast service. $10 Sun¬ 
flower-Gold Music. 916 West Cahdl. 
Ncishville. TN 37206 
Quality lead sheets send cos-

Check one: □ Check or money order enclosed 
Enter account number here 

Signature (must be signed to be valid) 

Cadholder name (please print) | 

;_ j 
month yea above name here 
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Xai ional Coal i t ion Of Songwriting (¿roups: 
A Near Reality •7 Ab 

By Michele Kort 

W
e can bring greater re¬ 
spect to songwriters,” says 
Billy James, a staff mem¬ 
ber of Songwriters Re¬ 
sources and Services 

(SRS). "It will enable us to speak in one 
voice, facilitate information exchange, elim¬ 
inate duplication of services.” 
James is not referring to SRS—he’s out¬ 

lining the potential role of SONG (Song¬ 
writer Organizations National Group), a 
group which already has a name and a steer¬ 
ing committee but officially does not exist 
. . . yet. “Nobody has joined anything,” says 
James, acting chairperson, "but we hope to 

“A national 
organization will 

provide more clout 
for songwriters 

through its visibility 
and its power 

to show ‘numbers'.” 

make a formal announcement in February 
at the NSAI (Nashville Songwriters Assn. 
International) Songwriters Symposium.” 
The idea for a national coalition of song¬ 

writer organizations has been informally dis¬ 
cussed for a couple of years, but the talk 
turned to specifics at last year's NSAI Sym¬ 
posium. “We all realized the need for it,” 
says John Braheny of the Los Angeles Song¬ 
writers Showcase. "We thought that the 
Songwriters Expo (in Los Angeles) would be 
a good place to continue the momentum.” 
Braheny and partner Len Chandler ex¬ 

tended invitations to all of the approximately 
50 songwriter organizations in the country. 
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urging them to send one or two represen¬ 
tatives to the Aug. 16, 1980, meeting at the 
Expo. To everyone’s delight, about 16 people 
showed up, including one woman from Penn¬ 
sylvania who hitchhiked most of the way. 
Those who attended were able to formulate 
a set of organizational goals. 

“Education, protection, and nurturing of 
songwriters—that is the general mission of 
the group," says James. He also points out 
that a national organization will provide 
more clout for songwriters through its visi¬ 
bility and its power to show “numbers” to 
potential funding sources and to the Copy¬ 
right Royalty Tribunal. 
“SRS, NSÀI. and AGAC (American Guild 

of Authors and Composers) have been doing 
a great job in providing those numbers so 
far,” says Braheny, “but only a fraction of 
the songwriters out there have been polled. 
AGAC, for example, only deals with song¬ 
writers who have been recorded, but thou¬ 
sands and thousands out there are struggling, 
and you can't not call them songwriters.” 
Adds James, “The Bureau of Labor Statistics 
doesn’t even have an occupational category 
for songwriters!” 

Maggie Cavender, executive director of 
the 14-year-old NSAL the oldest of the 

songwriter organizations, feels that a na¬ 
tional organization could provide much-
needed guidance and moral support to new 
and developing songwriter groups. “There 
are so many songwriting organizations pop¬ 

ping up all over the country away from major 
music markets,” she says. “Some have no 
more than five or 10 members, and they’re 
going off in all sorts of directions.” 

Cavender envisions SONG as a vehicle for 
the more established organizations like NSAI 
and SRS to share their expertise with new¬ 
comers and save them the needless task of 
“reinventing the wheel.” As John Braheny 
says, "One of the real important things 
SONG can accomplish is to give organiza¬ 
tions the cumulative know-how we’ve ex¬ 
perienced." 

Billy James noted other areas in which 
SONG could be effective: providing infor¬ 
mation on nonprofit status and fundraising; 
organizing seminars; offering discounts on 
products and services; coordinating a na¬ 
tional information exchange through a news¬ 
letter or through Songwriter; and screening 
local informational material for accuracy and 
consistency. 

“I’m jazzed at the prospects," says James, 
adding that SONG may finally give credibil¬ 
ity to popular songwriting as an art form de¬ 
serving of philanthropic support. “There is 
still a general antipathy toward popular arts 
on the part of foundations and corporations,” 
he explains. “It is my intention to see that 
songwriters are compensated commensurate 
with their social contribution. Kids often pay 
more attention to song lyrics than to their 
parents!” 

Presently, the steering committee of SONG 
is in a waiting stage—waiting to obtain non¬ 
profit corporate status (lawyer Ron Bakal of 

the SRS board has volunteered his services), 
waiting to receive formal approval of its Au¬ 
gust resolutions from the boards of the in¬ 
terested local songwriter organizations, and 
waiting to hear from those organizations who 
didn’t attend the August meeting but would 
like to be involved. (Songwriter organiza¬ 
tions should call or write Billy James at SRS, 
6772 Hollywood Blvd., Hollywood, CA 
90028, [213] 463-7178.) 

Since SONG is an “organization of orga¬ 
nizations,” individual songwriters cannot be 
members, except through their locals. So, 
says James, “The most important thing for 
songwriters to do is to join a songwriter or¬ 
ganization.” 
SONG will welcome the participation of 

other music-related organizations as well, 
according to James. “We are not taking an 
adversary role with anyone; we are not an¬ 
tipublisher. In fact, we’re investigating the 
possibility of associate membership for pub¬ 
lishers and record companies.” 
The day after making these remarks, 

James called Songwriter to amend them 
somewhat. “We are going to take an adver¬ 
sary role.” he said forcefully. “People still 
don’t know who songsharks are, they still get 
taken in by these people. Songwriting is big¬ 
ger than ever, and as a result mini-industries 
spring up—song contests, seminars, cassettes 
. . . We feel that all of these ventures need 
to be screened for their accuracy and their 
ethics." 

In just a few months, there may be an 
organization able to do just that.$ 

II You're Really Serious 

About Song Writing, 

YOU NEED 
PROTECTION! 

AGAC 
Provides The Best Contract. 

• Collects Royalties • Administers Catalogs 

• Audits Publishers • Renews Copyrights 

• And Much, Much More! 

JOIN THE AGAC PROS! 

Save and Protect Your Conies 
ot 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. 
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Steve Sussman Kirby Kinman Tim McCabe Denny Geyer David Heaven er 

new oa 
Steve Sussman 

East Coast professional manager 
Arista Music Publishing Group 

6 West 57th St 
New York. NY 10019 

(212) 489-7400 
Also Owned by Ariola International. Arista Records 

Other Office: Los Angeles 

2 teve Sussmann studied English at the Uni-
A versity of Rochester. Two and a half years ago, 

) he started working for The Music Agency, Ltd , 
J an advertising and marketing firm that ser¬ 
vices the record industry. Some of their clients 
were UA, MCA, Big Three Music Publishing, Ar¬ 
ista Records and Polygram Distribution Steve first 
did A&R work for another of their clients, Bill¬ 
board's "Music In The Air " His job was to pick 
the albums that were heading for the Top 50; he 
claims today his success rate was 87% Steve 
did a bio of Blondie for their “Eat To The Beat” 
songbook and the liner notes for the simultaneous 
release of the Kinks' "One For The Road" LP and 
videocassette (a first, he says). He began to be 
approached by publishers who wanted him to 
find songs for them In August, 1980, Billy Meshel 
offered him his present post 

Arista publishes the Air Supply hits. All Out Of 
Love and Lost In Love; Natalie Cole's cut of Some¬ 
one That I Used To Love, written by Michael Mas¬ 
ser and Jerry Goffin; Chaka Khan's Top 20 song, 
Papillon, written by Gregg Diamond; The Allman 
Brothers' Angeline single; and Suzi Quatro's sin¬ 
gle, Rock Hard, which is also an album cut on 
the “Times Square” soundtrack album. 

Steve wants, “Fresh, innovative material in any 
genre. I'll always be happy to meet the person 
who can surprise me with a tape We re primarily 
into the R&B, pop and country fields, and not into 
gospel or jazz We want something we can take 
to a star and not be ashamed to show Real top 
quality songs You may submit only one song on 
a cassette, with lyric sheets and a self-addressed, 
stamped envelope 

“Never be discouraged. I would hope, as a 
professional manager, that nobody would ever go 
out of my office discouraged. And the first thing 
they'd want to do is get back to the piano or guitar 
and write a new song or fix the one that we were 
discussing. I want writers to always leave with a 
positive feeling 

“It's hard to tell someone who has a good song 
that we can't use it. A lot of stuff is close, but the 

By Pat & Pete Luboff 

acid test is would someone go out and buy it? 
That's why we re looking for extra special hits " 

ATLAnTA.CA 
Kirby Kinman 
president 

Emeryville Music — BMI 
Think Music — ASCAP 

2215 Perimeter Park, Suite 21 
Atlanta. GA 30341 

(404) 451-5997 
Also: Emeryville Associates Robox Records 
(pop). Tanglewood Records (country). Equity 
Recording Co.. Inc., Quadrophonic Sound 

Studios (24 tracks in Nashville) 

irby Kinman's father was an amateur mu¬ 
sician and Kirby always liked playing and 
singing as a hobby So, in 1972, when a 
business “semidisaster" brought on a self 

réévaluation, Kirby turned to his interest in music 
for a new career He took a job at a custom record 
company in Atlanta. Tiring of that particular job, 
but with his interest in the music business con¬ 
firmed, he met songwriter Bud Reneau; they later 
formed an unofficial partnership. Bud is a writer 
who just received two ASCAP awards for airplay 
on his songs, Sweet Summer Lovin', cowritten 
with Benny Tosti and cut by Dolly Parton; and the 
multicovered I'd Rather Go On Hurtin'. 

After meeting Bud, Kirby realized that he 
needed to learn more about the business; so, to 
support his education, he bought a semitruck and 
drove tractor trailers for two-and-a-half years He 
also used the truck driving to his music business 
advantage by travelling to the music centers and 
talent scouting while he was there Meanwhile, 
Bud and he started their record label and began 
producing and releasing artists 

They released Charnissa, a female artist whose 
single, It's Never Too Late (Til It Ends), was written 
by Bud and played on over 100 stations in the 
Southeast Johnny Carver wrote and recorded 
Fingertips, which was published, produced and 
released by Emeryville Associates They're also 
working with blues writer/artist Jerry McCain and 
self-contained rock act Ziggurat; and they have 
two staff writers—Linda Young and Robin Blak¬ 
eney. Recent projects include a production by 
Bud and Steve Clark of Dennis Yost, former lead 
singer of the Classics Four on such million-sellers 
as Hush and Stormy; the release of a single by 

Johnny Carver on ABBA's tune, S.O.S., and an 
album with Bill Phillips, called “Tin Can Man," 
coproduced by Bud and Sonny Throckmorton, 
who wrote some of the songs on the album. 

Kirby says, “Most songwriters don't realize how 
much effort the professionals put into a song. 
They write, rewrite, improve, edit songs 10 times 
more than amateurs. They're more demanding on 
themselves and critical of their own material. An 
amateur might say ‘I have 50 songs,' but a profes¬ 
sional would only own to three or four songs. 
They're much more selective on what they think 
is finished and unfinished. There's no such thing 
as an album cut to a professional songwriter. 

"I'm interested in hearing anything that's a hit. 
Send your best songs on cassette only with a 
self-addressed, stamped envelope if you want it 
returned." 

Tim McCabe 
president 

Tim McCabe Productions 
1227 Spring St. 

Atlanta, GA 30309 
Also: Azinda Publications — BMI. October's 
Child Music - ASCAP; Stdr Song Records. 

im McCabe was born and raised in Nash¬ 
ville, but he preferred rock to country music. 
He began play ing guitar at 13 and was work¬ 
ing in bands by the time he was 15, but he 

never seriously considered a career in the music 
business. He studied business for two years at 
Vanderbilt, then transferred to Georgia State into 
a premed psychology program It was while he 
was doing graduate work at the University of 
Georgia in histology that he sang a commercial 
for a local jewelry store. The jingle was picked up 
by DJs, who he says played it as a record until 
it became a top requested song in the Atlanta 
area! Tim got a record contract with Kapp and 
they released it as a single. Tim had so much fun, 
he decided to try the music business for a year. 
That was in 1968, and he's been in it ever since. 

Keeping to his philosophy of "having as many 
irons in the fire as possible," Tim has been busy 
singing, writing and producing award-winning 
national TV and radio commercials for Coca Cola, 
Kentucky Fried Chicken, Chevron and United 
Way, as well as many local spots. He was music 
editor for a magazine called Beat. In 1970, he 
wrote and recorded a song for his home team 
called Home of The Braves, which had some suc¬ 
cess around the country with the team name 
changed for each area. His biggest selling record 
to date was released on his own Atlantis label: 
Springtime In Atlanta has sold over 40,000 units. 
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Strings you can't 
afford not to use. 

When acclaimed 
professionals like James 
L. D'Aquisto and the 
D'Addario Family pool 
their considerable talents 
to create new strings for 
bass and guitar, it's a 
marriage of art 
and science. 
Because no one 
appreciates a string's 
tone, balance and 
flexibility more than a 
master guitar builder like 
D'Aquisto; and only 
D'Addario, with eight 
generations of 
stringmaking experience 
has the expertise to 
translate concept to 
substance and create 
such innovative products. 
If you can't afford less 
than the best sound, 
there's just no choice. 
James L. D'Aquisto. 

He has also released singles on Laurie and Cap¬ 
itol, and has performed in concerts with B.J. 
Thomas, Kenny Rogers, and Bob Hope 

Tim began his production company seven 
years ago. He has produced Michele White for 
Sunshine Sound (TK) out of Miami in conjunction 
with KC of the Sunshine Band. The album is called 
"Sweet Innocent" and the single is Hold Me. Tim 
wrote all the songs and copublishes them with 
KCs company. Tim also produces pop concert 
pianist Mac Frampton for his own Star Song label. 
Tim has recently completed masters on rock 
group Mirage and soul artist Lene Hayes. He is 
also an artist on his own label 

Outside the studio, Tim has produced two TV 
specials for Southeastern TV, "Southern Love Af¬ 
fair" and “Springtime In Atlanta," both regional 
Emmys. He also has been president of the Atlanta 
chapter of NARAS. 
Tim needs “hits." Soul for Lene and Michele, 

instrumental easy listening for Mac Frampton, and 
Top 40 for Mirage You may send two songs on 
cassette only, with a self-addressed, stamped 
envelope if you want your tape returned 

“I think we songwriters have picked one of the 
hardest professions ever. Timing is everything. If 
you happen to have the right song to the right artist 
at the right time, your dreams can come true. 

“I make it a point to go into my office and work 
9 to 5. If you lose your self discipline, you flounder. 
You have to work at it all the time. 1

Denny Geyer 
professional manager 

Magic Touch Music — ASCAP 
Miraleste Music - BMI 

480 Melrose Ave 
San Francisco, CA 94127 
Other Office Los Angeles 

enny Geyer grew up in the Midwest and 
moved to San Francisco in 1968, attracted 
by the music scene He was in a group 
called A B Skhy, which released two al¬ 

to work hard to get records. There are so many 
singer/songwriters and so few openings for out¬ 
side material. Artists and producers seem more 
critical today. I think the '80s will see less and less 
of a weak song saved by a lavish production. 
We re going back to basics, good melodies, good 
lyrics and strong hooks." 

HAShVILLC 
David Heaven er 

operations 
ISPD Publishing - ASCAP 
38 Music Square West 
Nashville. TN 37203 

(615) 255-0561 
Also David Heaven er Productions. 

Century VII Records 
Other Office Louisville, KY 

avid Heavener hails from Louisville, where 
he earned a degree in music therapy at Jef¬ 
ferson Community College. He worked for 
a year at Central State Hospital as a thera¬ 

lames L. D'Aquisto Strings 
are manufactured and 
distributed exclusively by 
J. D'Addario & Co. Inc., 
E. Farmingdale, NY 11735 
American Made 

James U D’Aquisto 

bums on MGM Denny has been writing songs 
for a long time and has had a dozen of them 
recorded. Five years ago, he began to do pub¬ 
lishing work and two years ago, he became the 
San Francisco representative of Magic Touch. 
Denny is currently in a band called Hot Cider, 
which works in the Bay area. 

Magic Touch was founded in Los Angeles by 
Hichard Delvy. They represent the Steve Stills 
catalog for covers by other artists, and do the 
same for Billy Edd Wheeler, who wrote Coward 
Of The County. They publish Let Me Be Your 
Woman, most recently released by Linda Clifford 
on RSO, and covered by eight others, including 
Helen Reddy. They have three songs on Ruth 
Waters' Midland Records album: If There's A 
Road, written by Jeff Ervin, which will be the B 
side of the first single; / Can Be Anything I Want 
To Be. which Denny cowrote with Gideon Daniels; 
and Denny's Everybody Loves A Good Funk. 

Denny says, “I’m looking for anything strong, 
particularly in rock ’n’ roll, R&B and country, and 
some MOR. You can send two songs on cassette 
only with lyric sheets, and a self-addressed, 
stamped envelope for the return of your tape. 

“One of the toughest things for a writer to do 
is to learn how to handle rejection. If you realize 
that publishers experience the same rejection at 
the level of presenting your songs to producers, 
you'll realize that rejection is a part of the song¬ 
writing business. Generally, more people are 
going to say 'no,' than 'yes.' If you know that, it 
doesn't hurt so much and you can handle it and 
not get your enthusiasm for songwriting de¬ 
stroyed by it. Roll with the punches and just keep 
going. 

"The entire business is tough. Publishers have 

pist before his love of music drew him into a full 
time commitment to the music business. David 
played rock 'n' roll guitar and percussion and 
performed opening sets for artists such as Alice 
Cooper and Canned Heat. In 1974, he moved to 
Nashville to be involved in country music. He got 
a job playing and singing at night. By day, he'd 
hang out with his friends who had jobs in record 
companies. Before long, David was doing record 
promotion. In 1976, he returned to Louisville and 
started his own record promotion firm. Two years 
later, David met and produced Tiny Tim. David 
negotiated the deal with TK Records for Tiny's 
second album, which featured Tiptoe To The Gas 
Pumps. 

Century VII was formed with Vicki Lynn in Sept., 
1979, and David returned to Nashville. He pro¬ 
duced DJ Gary Burbank, well known for Who Shot 
J.R.?, with a follow-up song that he wrote. Momma, 
I Want To Grow Up To Be Like J R. David pro¬ 
duced and wrote most of the songs on Connie 
Johnson's LR “Love Is What You Make It,” includ¬ 
ing the title cut and the single Good As Gone. 
Another song from that album, I'd Love To Love 
You, has been cut by Cristy Lane for her new 
album. David plays guitar and fronts for Cristy. 
David also wrote A Real Cowboy, a country 
charter for Billy Crash Craddock. 

David says, "Some people call themselves 
songwriters and pitch garbage and they're hurt¬ 
ing everyone in the process You need to pitch 
less quantity and more quality. If it's not strong for 
the artist, don't bother to pitch it. Don't include a 
letter telling your life history when you send a 
tape. The main thing is 'is it a hit?’ Professional 
managers don't have time to read letters. That 
time could be used to listen to other songs, so 
you're doing your fellow songwriters out of a 
chance to be heard. I'm not trying to be hard, I'm 
a songwriter myself. I'm just being honest. People 
don't realize how hard it is to listen to a lot of 
tapes. Please don't send us any lyric sheets or 
lead sheet or letters. You may send one song only, 
cassette or reel to reel tape, with a self-ad¬ 
dressed. stamped envelope if you want it back. 

"Listen to the radio and only pitch your best. 
When we sign a song, we spend money on it 
making a demo. And if it's cut by a label, we give 
extra promotion. It has to be a super hit song for 
to take it. Anybody can sign a song. It only costs 
1 '/aÿ to Xerox a contract and tie up your song for 
eternity. We've only signed three songs this year 

"Everybody sends me weird songs because I 
produce Tiny Tim. They don't understand that 
what I need are good songs that have a 30s or 
'40s feel that he can do and make funny." 6 
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THORNY COMMENTS ABOUT 'THE ROSE’ 
. ach time I read “Anatomy Of A Hit," I feel that 

a lot of the song's “virtues" were read into it 
. in retrospect because it was a hit. Many 

"Lyric Workshop" songs, that have their 
weaknesses as well as their strengths analyzed, 
are as strong as "Anatomy Of A Hit" songs that 
get only praise because they made it. 

I really disagree with some of Kasha and 
Hirschhorn’s praise of The Rose (Sept.). There’s a 
lot less to that song than meets the ear! The music 
has a monumental quality, and a folk quality, that 
give the song a false air of importance, profundity, 
“message." But when you try to grasp some of the 
words .. . they evaporate. 

It not only has no real “message" that could 
move an artist to sing it with conviction — some 
lines actually contradict each other. For instance, 
after berating us for not being impossibly strong 
(saying we can't live if we're afraid to die), Aman¬ 
da McBroom turns around in the next verse and 
says love isn't just for the strong. 

But the line that bothers me the most (partly 
because it spoke a different meaning to me from 
the one Kasha and Hirschhorn got) is “It's the one 
who won’t be taken/Who cannot seem to give.” 
Besides being redundant and therefore meaning¬ 
less ("be taken" and "give” seem to mean the 
same thing), it's always struck me as an uncon¬ 
scionably "male-chauvinist" line, as though the 
author still thought that sex or romantic love is a 
matter of "taking" by the man and “giving“ by the 
woman. It sounds like the same old prefeminist 
line that women have wised up to: “If you won’t let 
a man ‘possess’ you, dominate you, 'wear the 
pants,' be the strong one, 'sweep you off your 
feet,’ you’re an unnatural, ungiving woman." 

Kasha and Hirschhorn, on the other hand, in¬ 
terpret “taken" to mean conned, taken in. At least 
that says something, and applies equally to both 
sexes, but there’s still a certain redundancy or 
"stating the obvious." Of course the distrustful 
person has trouble giving, and may not be inter¬ 
ested in learning to. 

Obviously the song hassome appeal for me or I 
wouldn't notice specific flaws. With songs I don't 
relate to at all (usually those that express “macho” 
arrogance or aggression), I don't bother. I guess I 
feel The Rose could have been so much better. 

Lynn Herrick 
Omaha, NE 

THE STIGMA OF UNSOLICITED TAPES 
hank you Len Latimer (“From the Publish¬ 
er," Sept.)! So glad to hear you acknowl¬ 
edge the stigma attached to unsolicited 
tapes submitted through the mail (slightly 

less credibility than Billy Carter!). Why are pub¬ 
lishers so amazed to find a song through the mail 
or from some guy “off the street?" It seems too 
basic to mention, but everybody's tunes were 
once "unsolicited!" 

I believe publishers really do get a lot of half-
baked songs on "amaze-your-friends-15-min-
ute-guitar-course" demos. For that, my apolo¬ 
gies. But speaking for those of us who work hard 
daily, writing, listening, throwing away plenty of 
songs, rewriting, and trying to learn from every 
scrap of feedback, please don't sell us short! Do 
remember that for the sake of those publishers 
who take their jobs deadly seriously and listen, 
really listen, to everything that comes across their 

desks, we overlook a lot from too many others. 
So please, do try to listen without being put off 

by that "unsolicited." It doesn't seem like much to 
ask. (Aren't we supposed to be on the same side, 
anyway??) 

Beth Patton 
Weatherford, OK 

Your letters are always appreciated, eagerly read, and 
seriously considered for publication in "Melody Unes " 
We especially solicit your feedback, pro or con, on the 
articles we run and on any songwriter-related topic that 
concerns you. For space reasons, letters are subject to 
editing. Write: Melody Unes. Songwriter. P.O. Box 3510, 
Hollywood. CA 90028. $ 

You Write The Music 
We Make It Easv 

• Fits Any Keyboard 
• Easily Removable Will Not 
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• Large Enough For Master 
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• Adjustable Angle 
• Custom Tee Square 
• A Quality Tool For The 

Professional 

HEAVYFEATHER 7851 Alabama Avenue, #12 Dimensions: Model 1-Height 20”xWidth 32” 
Canoga Park, CA 91304 Model 2-Height 24"xWidth 32” 

□ Send me _ “Play write(s)”, Model 1 @ $189.95 each, plus $5.00 shipping. 

□ Send me _ "Playwrite(s)”, Model 2 @ $219.95 each, plus $5.00 shipping. 

O Enclosed is my check or money order for $ _ _ Calif, residents add 6% sales tax. 

” My piano is a _ □ Spinet 
NAME MAKE □ Console 
- - ” □ Studio 
ADDRESS (No P.O.Box) D Gran(j

- - □ Other _ 
CITY STATE ZIP PHONE 
Please describe your piano as completely as possible to assure proper fit. Call us at (213) 716-0222 with any 
questions, or for custom requirements. Dealer inquiries invited. 
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The L A He lee 

Danny Strick has been promoted to 
West Coast professional activities di¬ 
rector at United Artists Music. He had 
been on their professional staff since 

April, 1979 . . Bob Fead is the president 
and chief operating officer of Alfa Records, 
newly formed in L.A. His 20 years of ex¬ 
perience in the industry began at Liberty 
Records, where he did local promotion. Be¬ 
fore taking the helm at Alfa, he was division 
vice president for RCA . John Stainze, 
who joined Phonogram/Mercury in 1979 as 
West Coast A&R director, has been upped 
to A&R vice president . . Lorne Salter 
leaves his post as A&R vice president at 
CBS/Portrait and goes to a similar position 
at Alfa . Allan McDougall moves from 
Island/Ackee Music, where he was general 
and professional manager, to Famous Mu¬ 
sic as their creative director . . Sandi 
Beach promoted at Management III to di¬ 
rector of music operations for Management 
II, Management II Music and Weintraub/ 
Okun Music. Formerly affiliated with First 
Artists, Sandi was involved in the music pro¬ 
ductions of “A Star Is Born" and "The Main 
Event" . Pete Johnson, creative director 
at Warner Brothers had added a V.P to his 

title . . . Independent producer and A&R 
staffer at CBS, Stuart Alan Love, has joined 
Atlantic's Carrere label as vice president of 
West Coast A&R . Jackie Krost was di¬ 
rector of B&M Personal Management, Ltd. 
He has joined Mobile Fidelity Sound Lab as 
their director of A&R and special projects 

Victor L. Guder picked for vice presi¬ 
dent of the professional division and stan¬ 
dard catalog of U.A. Music. Prior to this, he 
was manager of the Disney Music Publish¬ 
ing operations and entertainment division 
manager of Disneyland Varnell John¬ 
son is the new general manager of black 
music A&R at Capitol. He had been their 
national director of black music A&R and, 
before that, served at EMI/UA as East Coast 
regional promotion director and general 
manager of their R&B division . . . Artist pro¬ 
ducer Trevor Lawrence takes the newly 
created post of director of black and pro¬ 
gressive music at Planet Records. He has 
produced Jimmy Cliff, Harry Nilsson and the 
McCrearys . 

big Apple bites 
Steve Sussmann (see Who's Who this 

issue) joins Arista Music as professional 
manager . Art Collins, vice president of 

Rolling Stones Records and Enterprises, will 
assume the responsibilities formerly held by 
Earl McGrath, who has resigned from his 
post as president of Rolling Stones Records 

Worthy Patterson is back at Casa¬ 
blanca, now as vice president of East Coast 
operations. He had been their East Coast 
marketing director . Gerry Griffith is di¬ 
rector of R&B A&R for Arista. He had been 
the director of the creative division at Mo¬ 
town and Columbia’s West Coast director 
of R&B A&R Roberta Bryant named 
creative assistant to DJM Records general 
manager, Carmen Larosa. Roberta comes 
from Denver, where she was on the staff of 
Feyline Records & Management . . . Ateo 
distributed Modern Records names Chris 
Evans general manager of A&R. 

flash from flashville 
Bobby Fischer (Who's Who, Sept.. 1980) 

has joined with Joe Lucas to form F&L Na¬ 
tional Record Promotion and Distribution, 
with offices in the United Artists Tower . . . 
Neal Joseph, former director of song pro¬ 
motion and development for the Benson 
Co., has been appointed East Coast direc¬ 
tor of A&R for Word Records. 

—Pat & Pete Luboff 

REAL DRUMS 

The LM-1 Drum Computer-
a new breed of rhythm machine. 

★ Real Drum Sounds-digital recordings 
stored in computer memory 

★ 100 Drumbeats-all programmable in 
real time 

★ Easy to understand and operate 
requires no technical knowledge 

★ 12 Drums: bass, snare, hi hat, cabasa, 
tambourine, two toms, two congas, 
cowbell, clave, and hand claps' 

★ All drums tunable in pitch 
★ 13 input Stereo Mixer 

★ Separate Outputs 
★ Automatic error correction in 

programming 
★ "Human" Rhythm Feel made possible 

by special timing circuitry. 
★ Able to program flams, rolls, build-ups, 
open and closed hi hat, etc. 

★ Programmable dynamics 
★ Any time signature possible. 
★ Plays Entire Song (intro, verse, chorus, 

fills, ending, etc.) 
★ All programmed parts remain in 
memory when power is off. 

★ Readout of speed in beats-per-m inute 

★ Versatile editing 
★ Programmed data may be stored on 

cassette tape to be loaded back in later 
★ May be synced to tape 

©linn 
ELECTRONICS, INC. 
3249 Tareco Drive 
Hollywood, California 90068 
(213)850-0741 

See us at the February 
NAMM Show in Los Angeles 
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BOB MORRISON ASCAP’s 
COUNTRY WRITER OF THE YEAR 

bob Morrison may still be lookin’ for love, but his life isn't exactly sans decoration. ASCAP 
recently took care of that. 

Morrison, cowriter of seven No. 1 country 
singles in 1980, including Lookin' For Love, You 
Decorated My Life, and Love The World Away, 
was named ASCAP’s country songwriter of the 
year at the organization’s 18th annual country 
awards banquet. It was Morrison’s second such 
award. 

Meanwhile, in the publishing category, Tree 
International’s Cross Keys Music was named 
ASCAP’s top country music publisher, in recog¬ 
nition of its 13 No. 1 singles over the last year. The 
award was the first for Cross Keys; Tree, mean¬ 
while, has been a perennial BMI winner (1980 
was no exception; see BMI article that follows). 

In all, ASCAP honored 113 songs, 24 of which 
hit No. 1 on the charts. Following Morrison in the 
hardware derby were Randy Goodrum and 
Sonny Throckmorton, each with five awards. 
Randy and Sonny were interviewed in the July, 
1980, issue of Songwriter. 

'SUSPICIONS' NAMED 
TOP BMI COUNTRY SONG 

/" uspicions, written by David Malloy, Randy 
k McCormick, Eddie Rabbitt and Even Stevens, 
A was awarded BMI’s Robert J. Burton Award, 
J  signifying the Eddie Rabbitt hit as BMI’s 
most-performed country song in the period from 
April 1, 1979 to March 31 , 1980. The award hon¬ 
ors the late BMI president. 

Eighty-eight songs were honored as "most per-
formed’’ at the BMI Nashville ceremony. Leading 
writer award-winners with three songs each were 
Key Fleming, Merle Haggard, Bob McDill, Dennis 
Morgan and Sonny Throckmorton. Tree Publish¬ 
ing Co., Inc. was the leading publisher award¬ 
winner with 11 citations. (Tree President Buddy 
Killen was interviewed in the November, 1980, 
Songwriter). 

Kris Kristofferson's Help Me Make It Through 
The Night was presented with a “seventh-year 
award," signifying it as the most star-studded of 
the 88 honored songs. 

SHIRL MILETE 
SESAC’s NO. 1 COUNTRY WRITER 

< hirl Milete, writer of SESAC's Country Song Of 
k The Year, Song Of The Patriot, was named 

) Country Music Writer Of The Year by the per-
y forming rights organization. Meanwhile, Love 
Is A Cold Wind by Charlie Black and Rory Burke 
was named Most Recorded Country Song, and 
J. Clarke Wilson, writer of Three Way Love, was 
named Most Promising Country Music Writer. 

AMERICAN SONG FESTIVAL 
WINNERS ANNOUNCED 

he California songwriting team of Jay Byker, 
Gloria Gold and Toni Beck are $10,000 
richer for having won the Amateur Division 
Grand Prize in the American Song Festival’s 

seventh annual songwriting competition. Shawn 
Harrington and Allan Chapman of Miami, mean¬ 
while, were $10,000 Gand Prize winners in the 
Professional Division. 
The above writers had qualified for Grand Prize 

consideration by winning in one of 10 amateur 

and professional categories. Those categories 
and the winners ($2,000 per) are: 

Amateur Division 
Country: Jay Byker, Gloria and Toni Beck, Palo 

Alto, CA, Damn These Tears 
Easy Listening: Bob Radcliff, Cohoes, NY, 

Throwing Away The Best Years 
Folk: Alan Hale, Huntington Beach, CA, Give A 

Care 
Gospel: Corrine Porter, Sunnyvale, CA, Take A 

Moment In The Morning 
Open: George Uetz, Cincinnati, OH, Music, 

Sex and Cookies 
Top 40: Steve Skovran, Burnsville, MN, Just 

Like In The Movies 
Professional Division 

Country: Mike Martin, Burbank, CA, Some¬ 
body's Lyin' To Someone 

Easy Listening: Shawna Harrington and Allan 
Chapman, Miami, Goin' Through The Motions 
Open: Leslie Pearl, Studio City, CA, You Made 

Me Trip, Stumble, And Fall In Love 
Top 40: Leslie Pearl, Studio City, CA, Look Be¬ 

fore You Love 
Both Shawna Harrington and Leslie Pearl are 

repeat ASF winners. Harrington finished first in the 
amateur easy listening category in 1979, and 
Pearl won the professional country and disco 
categories. 

In addition to the songwriting competition, ASF 
staged a vocal performance contest. Winner: 
Marsha Graham of Los Altos, CA. She was 
awarded $2,000 for he- performance of Perfect 
Lover, a song she wrote with her husband Allan. 

ANOTHER IRISH CONTEST UNDERWAY 
w \ / e understand that you published 

\ \ details of our Song of the South In-
\ \ ternational Contest," wrote P.J.O. 
V V Gorman, contest director. "I know 

that you will be happy to hear that we received 
many enquiries from your readers. The contest is 
run in conjunction with the Charlevilie Cheese 
Festival in Charlevilie, County Cork, which is in 
Southern Ireland. 

“Our contest will beheld on the 11th June, and 
we were wondering if you would publish the en¬ 
closed details ..." 

We’re happy to oblige. Entry fee is 5 Irish 
pounds per song. All types of songs are eligible. 
All writers, professional or amateur, are eligible. 
Entries must be submitted on cassette or reel-to-
reel tape, one song per tape. Performance ti me of 
song may not exceed three minutes. No entries 
will be returned. 

Deadline for entries: March 30, 1981 . For more 
information, write: Song of the South Int’l. Song 
Contest, Charlevilie, Co. Cork, Ireland. Phone 
number is: 063 744. 

Last, but not least, detail: first prize brings ap¬ 
proximately $2,000. 

AMERICAN WINS CASTLEBAR 
INSTRUMENTAL CATEGORY 

ew York City songwriter Bob Hardwick was 
named winner of the instrumental category 
of the Ireland-based Castlebar International 
Song Contest. His tune, “Kneewalkin," is an 

"urban/country” song; for it, Hardwick received 
approximately $3,000. 

Besides his instrumental writing, Hardwick col¬ 
laborates with Bob Crewe and Mark Barkan. 
Crewe recorded two of his songs on Elektra. 

The winning song of the festival, Don't Stay For 
The Sake Of The Children, was penned by Brit¬ 
ishers Ed Welch and Barry Mason, who won ap¬ 
proximately $10,000 for their trouble. 
To receive information re the next contest, 

write: Castlebar International Song Contest, 10 St. 
Helen's Rd., Booterstown, Co. Dublin, Ireland. 

the McCartneys add 
TO THEIR PUBLISHING CATALOGUE 

o one appreciates a good copyright like 
Paul McCartney, it seems. Paul, who has 
amassed a goodly few during his years as a 
Beatle and a Wing, purchased Buddy Hol¬ 

ly’s song catalogue several years ago for about 
$2 million. Now it has been reported that he and 
wife Linda's MPL Communications has pur¬ 
chased the Claridge Music catalog from Hank 
Slay, together with 50% of the interest in Conley 
Music from Slay. 
The Claridge catalogue includes such Four 

Seasons greats as Sherry, Big Girls Don't Cry, 
Candy Girl and Walk Like A Man — all written by 
Bob Crewe and Bob Gaudio (Crewe retains his 
50% interest in Conley). Additionally, Claridge 
boasts Palisades Park, Green-Eyed Lady, and 
Incense And Peppermint. $ 

1981 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 

car v7Ñ 7rëe”c ataTog 
Name _ 

Address _ 

City _ 

State_ Zip_ SW80 
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Crossing The Bridge: Diminished Principles, Part 2 

By Rob Sanford 

ast month we left off with one musical foot into 
the bridge. This month we'll learn one way to 
cross over from one song section into anoth-

_ er via substitutions for the V or dominant 
chord. 
As you may recall, these V chord substitutes 

were derived by manipulating a single voice (or 
pitch) of the diminished 7th chord. As you may 
further recall, these derived dominant 7th chords 
were all a distance of a minor third or three frets 
apart from one another in a symmetrical fashion. 
Last month we used these V chord substitutes to 
add variety to a standard ll-V-l progression. This 
month we'll see how these same substitutes can 
be used to lead the listener gently into another 
section of your tune. 

Ex. 1 shows a ll-V-l progression in the key of A: 
Bm7 - E7 - Amaj.7 However, by using the V chord 
substitutes, you can move into a new chord and 
sound for a new section in a new key. This move¬ 
ment into a new key or tonal center is termed 
modulation. The chord that allows the ear to ac-
ceptthe new harmonic direction is called apivotal 
chord. So, now the substitute chords of last month 
can be used to usher your listener into a new tonal 
arena. 
Keep in mind that any chord can move to any 

chord. Also, try playing the progressions with any 
chord voicings you know before attempting the 
voicings given here 

Ex. 1 shows how these pivotal chords can be 
used to move into a minor tonality via the top 
stringset 1-2-3-4 Ex. 2 is a similar rendition on the 
inside stringset 2-3-4-5. And Ex. 3 illustrates a 
likewise similar move using stringset 2- 3-4-6. Jse 
these samples as a springboard to exploring 
other voicings on other stringsets as your ear may 
guide you 

Ex. 4 depicts one possible chordal accom¬ 
paniment to an actual hit tune. The chord voicings 
used are drawn only from those covered in “Gui¬ 
tar Workshop" columns to date. This particular 
progression was chosen because it exemplifies 
the use of the diminished 7th chord as a passing 
chord ("Guitar Workshop," Jan , 1980) and as a 
symmetrical substitute for itself. The progression 
also illustrates the use of the manipulated dimin¬ 
ished 7th chord as both V chord substitutes and 
pivotal chords. 
The Fdim.7 chord in bar two functions as a 

passing chord moving from the Dmin.7 to the 
Emin.7 chord. This Fdim.7 chord could just as 
properly be called an A-flat diminished 7th, a B 
diminished 7th, or a D diminished 7th chord. 
Speaking of passing chords, the Db7 in bar six 
functions as a passing chord between its two 
neighboring chords, Dmin.7 and Cmaj.7. 

In bar eight, the C#dim.7 functions as a pass¬ 
ing chord between its neighboring Cmaj.7 and 
Dmin.7 chords. Here, the Edim.7 serves as a 
symmetrical substitute for the C#dim.7. 

In bar 14, the Ebdim.7 passes from Amin.7 into 
Dmin.7 while in bar 16, the Eb7 passes from 
Emin. 7 into Dmin. This Eb7 can also be viewed as 
a substitute for the A7 chord which would nor¬ 
mally function as the V chord which returns the 
listener to the Dmin. sound of bar 17. 

Bars 22-24 illustrate the use of the V chord 
substitutes. Bar 26 modulates temporarily into the 
key of E flat via the Fmin.7-Bb7 move, even 

continued on 68 
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1981 
Songwriter’s 
Market 
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Where to sell your songs 
Now you may make your own 
“lucky break" sooner than you 
think — with the help of the 7987 
Songwriter’s Market. 
Here are over 2,000 places where 
you can market your songs to 
music publishers, record compa¬ 
nies and producers, audiovisual 
firms — the works! Details include 
names and addresses, special re¬ 
quirements, pay rates, and other 
valuable information so you can 
get your songs in the right hands. 
Articles by experts also tell you 
how to market your songs. Don’t 
wait to be discovered — discover 
the 7987 Songwriter’s Market. It’s 
the break you’ve been waiting for! 
408 pages. 
Available October, 1980. 
“I would certainly recommend it 
to aspiring songwriters. .. 
Tom T. Hall 

Songwriter 
P.O. Box 3510 

Hollywood, CA 90028 

Send me _ copy(s) of the 1981 
Songwriter's Market (® 12.95 each. Post¬ 
age and Handling is included. California 
residents add 6% sales tax. Allow 4 to 6 
weeks for delivery. 
□ Check or money order 
□ Visa □ Master Charge 
Account no._ 
Expiration date -
Master Charge Interbranch # -

Cardholder name -
(Please print) 

Signature -
Name -
Address -
City_ 
State - Zip -
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nany new writers ask me, "What comes 
first — the words or the music?” I tell 
them, there really is no set rule; whatever 
works at the time you come up with an 

idea is what you should do. Sometimes you can 
sit down and write a lyric without a melody; some¬ 
times you hear a melody and write a lyric to it. One 
thing I like to do in either case is to start with a 
definite title. From that title you can decide what 
the story will say and establish the attitude of the 
lyric — and melody. 

By Annette Tucker 

I Only Hate Him At Night 
By Jolene Dutzman 
Alexandria, VA 

Feeling helpless and knowing that 
My pain will always live 
Dying hard and crying nights 
For the love 111 never give. 
I loved him for so long 
Our love it seemed so strong. 

I look around my empty room 
And sadly turn out 1he light 
I think of how he filled this room 
I only hate him at night 
I only hate him at night 
I only hate him at night. 

The endless tears that cloud my eyes 
Run down my painted face. 
My days are filled with memories 
Of a man I can't replace. 
I thought we had it made 
But I didn't make the grade. 

I lay here in my empty bed 
Holding my pillow tight 
I think of how he held me close 
I only hate him at night 
I only hate him at night 
I only hate him at night. 

It's hard to hate anyone 
Who made love feel so right. 
I want to hate him all the time 
But I only hate him at night. 
My nights are cold and black 
But I know he won't come back. 

I wonder what lucky woman 
He's making love to tonight 
I think about the love we made 
I only hate him at night 
I only hate him at night 
I only hate him at night. 

© 1980, Jolene CXjtzman 

interesting title we really need more story. Another 
way to go would be tell us what you do in the 
morning and afternoon to keep from thinking 
about the relationship. Then comes the dreaded 
night and you can tell us why you hate him then. 
We just need a story to set up your title. The way it 
is now it just isn't working. 

In the second half of the song you say My days 
are filled with memories of a man I can't replace. 
That line contradicts the fact that you only hate 
him at night. 

I’m confused as to what form this lyric takes. 
You are either using verse/chorus/verse/chorus-
/bridge/chorus, or two verses, a bridge and a 
third verse. If it is supposed to be a verse/chorus 
song, then you should use the same lyric in the 
chorus each time. If it is supposed to be a verse/ 
bridge construction, then the title should come at 
the end of each verse. 

The bridge is too long. Since the verses say a 
lot the bridge should only be two lines. This would 
balance the song. 

I Only Hate Him At Night could be a wonderful 
song with a little more work. 

also tell us how she may have tried to come back 
to him in hopes of rekindling the relationship. That 
would also lead right into the title. 
The rhymes are very good. There is also a 

definite attitude that is followed throughout. We 
know he's angry, and not going to forgive her. 
She’s in big trouble because Cheaters Never Win. 

Annette Tucker is the director of ASCAP1 s Songwrit¬ 
ers' Workshop West. As a writer (I Had Too Much To 
Dream Last Night) she's been under contract to such 
publishers as Warner Bros, and Don Costa. 

Cheaters Never Win 
By Daniel Andrade 

Houston 

You thought that you could have my love 
And also have your fun 
You told me lies had me believe 
I was 1he only one 
I never thought you'd prove untrue 
And lead a life of sin 
The truth is out so face it now 
Cheaters never win. 

I never thought I'd see the day 
When it would come to this 
When you would seek another's arms 
And want another's kiss 
You killed the love I had fa you 
And dll that might of been, 
Now you're alone to bear your shame 
Cheaters never win. 

You had my love worth mae than gold 
And my heart that was true 
Oh how I prayed you'd change some 
day 

But your kind never do 
I was a fool to trust in you 
Both time and time again 
May God have mercy on your soul 
Cheaters never win. 

You cheated when my back was fumed 
When I needed a friend 
Your secret loves will never last 
They'll leave you in the end 
You'll think of me when you're olone 
And pay fa every sin 
You'll never have a moment's peace 
Cheaters never win. 

© 1980, Daniel Andrade 

here are many questions that come into my 
mind when I read this lyric. Why do you hate 
this person at night? Why don't you hate him 
in the morning or afternoon? The word only 

makes me think that you don't hate him the rest of 
the time so I want to know why. This is such an 

here are four verses in this country-style 
lyric, but no bridge. There should be a 
bridge after the second verse and then a 
third verse. One of the verses should be 

taken out. If it were my song, I’d leave out the first 
verse and start with the second verse. The line 
before the title in the second verse sets up the title 
better. 
The biggest problem with this lyric is that you 

keep saying the same thing in each verse. It 
would really add a lot of color to the song if one 
verse would tell us how she has gotten paid back 
for her cheating. There could be a lot of pictures 
showing us how Cheaters Never Win. You could 

62 SONGWRITER/JANUARY/FEBRUARY 1981 



' ! 

When it's time to get serious 
about upgrading your studio's 
boards, your music needs the 
flexibility, performance and prestige 
of a professional Tangent console. 
The Tangent Model 3216 is a 

good place to start. Nearly 200 
studios worldwide have chosen it. 
And, if you're looking at making 
the investment in a large, world 
class console, it will make sense to 
wait and check-out our upcoming 
Phoenix Series consoles available 
with automation. 

Write us for full information. We 
can show you some of the best in's 
'n' out's of the music business. 
When you're ready. 

tongent 
Tangent Systems, Inc. 
2810 South 24th Street 
Phoenix, Arizona 85034 
(602) 267-0653 
Telex. 69-6191 

Tangent 1980 



Presenting the incredible ARP Piano. 
Never has an instrument offered so 

many creative opportunities. 

The new 73-note, 16-voice electronic piano by ARP 

Somewhere out there a future 
Beethoven has plugged in, and 
at his or her fingertips rests an 
electronic marvel waiting to 
explode into the sounds of a 
harpsichord, clavichord, vibes, 
organ, electric piano, amplified 
acoustic piano or one of ten 
other realistic percussive key¬ 
board sounds. 

Somewhere out there a 
mother has just put her kids to 
bed. She brings her fingers 
down softly at first, and it plays 
softly, responsively, just like her 
grand piano. Then she flicks a 
button, moves into 
honky-tonk with her 
feet working the 
pedals, soft at first, 
and then vibrato on 
one, and sustain on 
the other. She intro¬ 
duces the built-in 
phasor, and some 

pianos 

wah-wah, and remembering the 
sleeping kids, plugs in the 
headphone jack, and starts 
rolling. Her day has begun. 

The 16-voice ARP Piano, like 
other ARP instruments, was 
conceived for professional 
musicians. It gives them more 
than they dreamed possible: 
the feel of a grand piano, the 
touch of an acoustic piano, 
together with sixteen of the most 
realistic-sounding, electroni¬ 
cally-created voices ever 
produced. It's a breakthrough. It 
can expand a musician's world 

enormously. And 
although it was 
conceived for the 
professional musi¬ 
cian (because that 
is the way ARP 
happens to be 
oriented) it is just as 
much a revolution 
for the budding 
home musician with 

big dreams, or the 
amateur who just loves 

music and wants to experiment. 

Presenting the incredible 
4-voice ARP Piano. 

Considering the extraordinary 
number of sounds it can make, 
the 16-voice ARP Piano is a 
bargain at its price. Still, its initial 
cost could be a stumbling block 
for some. For that reason we 
made the 4-voice ARP Piano. Its 
voices include acoustic piano, 
vibes, electric piano (tone bar 
effect) and harpsichord. With 
the additional performance 
controls, such as active bass 
and treble EQ, these voices can 
be adjusted to produce many 
more sounds. Like the bigger 
version, the 4-voice ARP has a 
standard weighted wood key¬ 
board that is fully touch-respon¬ 
sive. You can play it softly or 
loudly. You can play it like a 
grand piano. The only real 
differences between it and the 
16-voice version are that it 
doesn’t have as many 
voices, or as big 
a price tag. 

©1980. ARP Instruments. Inc. 

For further information on these remarkable instruments, and the names of 
selected ARP Piano dealers in your area, write: 

ARP Piano. 45 Hartwell Avenue, Lexington, MA 021 73. 
Or call: (617) 861-6000. 
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_ TOP 40_ I 

Songwriter Title Artist Producer Publisher, Licensee. Label I 
1 J. Lennon Starting Over John Lennon J. Lennon/Y. Ono/ Lenono/BMI/Wamer Bros. I 

J. Douglas I 
2 J. Holt The Tide Is High Blondie M. Chapman Gemrod/BMI/Chrysalis I 
3 Stewart/Chen/Savlgar/ Passion Rod Stewart Harry The Hook/ Rlva/WB/ASCAP/Wamer Bros. 
Cregan/Gralnger Rod Stewart Group/ 

J. A. Johns 
4 N. Diamond/G. Becaud Love On The Rocks Nell Diamond B. Gaudio Stone Bric^e/EMA/Suisse/ASCAP/Capitol 
5 R. Bell/Kool & The Gang Celebration Kool & The Gang E. Deodato Delightful/Fresh Start/BMI/De-Lite 
6 G. Kenny/D. Shepperd/ 1 Made It Through Barry Manilow B. Manllow/R. Dante Unlchappell/BMI/Arlsta 

B. Sussman/J. Feldman/ The Rain 
B. Manilow 

7 W. Becker/D. Fagen Hey Nineteen Steely Dan G. Katz Zeon/Freejunket/ASCAP/MCA 
8 E. Rabbltt/E. Stevens/ 1 Love A Rainy Night Eddie Rabbitt D. Malloy Debdave/Briarpatch/BMI/Elektra 

D. Malloy 
9 J. Williams Giving It Up ★ Delbert McClinton B. Beckett/Muscle Blackwood/Urge/BMI/Capitol 

For Your Love Shoals Rhythm Section 
10 B. Gibb/R. Gibb/M. Gibb Guilty Barbra Streisand/ B. Gibb/A. Galuten/ Stigwood/Unichappell/BMI/Colymbia 

Barry Gibb K. Richardson 
11 S. Young Seven Bridges Road Eagles B. Szymczyk Irving/BMI/Asylum 
12 D. Paich/B. Scaggs Miss Sun Boz Scaggs B. Schnee Hudmar/ASCAP/Columbla 
13 Sting De Do Do Do. De The Police The Police/N. Gray Virgin/Chappell/ASCAP/A&M 

Da Da Da Da 
14 R. Cook/S. Hogin I Believe In You Don Williams G. Funkis Cook House/BMI/MCA 
15 A. Gibb/B. Gibb Time Is Time Andy Gibb B. Gibb/K. Richardson/ Stigwood/Unichappell/BMI/RSO 

A. Galuten 
16 D. Fogelberg Same Old Lang Syne Dan Fogelberg D. Fogelberg/ Hickory Grove/April/ASCAP/Full Moon 

M. Lewis 
17 M. Jackson Heartbreak Hotel The Jacksons The Jacksons Mijac/BMI/Epic 
18 K. Cronin Keep On Loving You REO Speedwagon D. Cronin/G. Fate/ASCAP/Eplc 

Richrath/K. Beamish 
19 M. Masser/ It's My Turn ★ Diana Ross M. Masser Colgems-EMI/Prince St./ASCAP/ 

C. B. Sager Unichappell/Begonia Melodies/BMI/Motown 
20 G. Davls/L. Diamond Tell It Like It Is Heart Heart Conrad/Olrap/BMI/Epic 
21 B. Springsteen Hungry Heart Bruce Springsteen B. Springsteen/J. Landau/ Bruce Springsteen/ASCAP/Columbia 

S. Van Zandt 
22 L. Richie Jr. Lady ★ Kenny Rogers L. Richie, Jr. Brockman/ASCAP/Liberty 
23 Curtis/Allison More Than I Can Say Leo Sayer A. Tamey Warner Tameriane/BMI/Wamer Bros. 
24 D. Parton 9 To 5 ★ Dolly Parton G. Perry Velvet Apple/Fox Fanfare/BMI/RCA 
25 S. Wonder I Ain't Going To Stand For It Stevie Wonder S. Wonder Jobete/Black Bull/ASCAP/Tamia 
26 K. Knudsen/J. McFee/C. Carter One Step Closer The Doobie Brothers T. Templeman Noodle Tunes/No Aff./Long Toolh//BMI/Rare 

Blue/Cartooney Tunes/ASCAP/Wamer Bros. 
27 H. Banks/B. Crutcher/ Who's Making Leve The Blues Brothers B. Tlschler/P. Shaffer East Memphis/BMI/Atlantic 

D. Davis/R. Jackson 
28 B. Andersson/B. Ulvaeus The Winner Takes All Abba B. Andersson/B. Ulvaeus Artwork, ASCAP/Attantic 
29 J. Harrington/J. Pennig Killin' Time * Fred Knoblock & J. Stroud Flowering Stone/ASCAP/Scotti Bros. 

Susan Anton 
30 M. White/D. Foster/B. Russell You Earth, Wind & Fire M. White Saggiflre/Rutland Road/Almo/ASCAP/ 

Foster Frees/Irving/BMI/Columbia 
31 Deacon Need Your Loving Tonight Queen Queen Queen/Beechwood/BMI/Elektra 
32 K. Raleigh He Can't Love You Michael Stanley Band Michael Stanley Band Kejre/Bema/ASCAP/EMI-America 
33 K. Fleming/D.W. Morgan Smokey Mountain Rain ★ Ronnie Milsap T. Colllns/R. Milsap Pi-Gem/BMI/RCA 
34 C. Womack/G. Nobel LcveT.K.O. ★ Teddy Pendergrass D. Wansel/C. Biggs/ Assorted/BMI/P.I.R. 

C. Womack 
35 E. Woolfson/A. Parsons Games People Play The Alan Parsons A. Parsons Woolfsongs/Careers/Irving/BMI/Arista 

Project 
36 E. Schwartz Hit Me With Your Best Shot Pat Benatar K. Olsen ATV/BMI/Chrysalis 
37 D. Bugatti/F. Musket Every Woman In The World Air Supply R. Porter/H. Maslin Pendulum/Unichappell/BM/Arisla 
38 J. Farrar Suddenly * Olivia Newton-John/ J. Farrar John Farrar/BMI/MCA 

Cliff Richard 
39 K. Gamble/L. Huff Together ★ Tierra R. Salas Mighty Three/BMI/Boardwalk 
40 T. Marie 1 Need Your Lovin' Teena Marie T. Marie Jobete. ASCAP/Gordy 
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COUNTRY TOP 10 
SONGWRITER TITLE ARTIST PUBLISHER. LICENSEE, LABEL 

1 E. Rabbitt/E. Stevens/D. Malloy 1 Laze A Rainy Nig^nt Eddie Rabbitt Debdave/Briarpatch/BMI/Elektra 
2 D. Parton 9 to 5 ★ Dolly Parton Velvet Apple/Fox Fanfare/BMI/RCA 
3 R. Murrah/J. McBride A Bridge That Just Won't Bum > Conway Twitty Blackwood/Magic Castie/BM/MCA 
4 D. Hanner Beautiful You ★ The Oak Ridge Boys Sabal/Blendingwell/ASCAP/MCA 
5 R. Gabbard/R. Price 111 Be There Gail Davies Ernest Tubb/BMI/Wamer Bros. 

(If You Ever Want Me) 
6 G. Gentry 1959 ★ John Anerson Taylor and Watts/BMI/Warner Bros. 
7 R. Murrah Southern Rains ★ Mel Tillis Blackwood/BMI/Magic Castle/ASCAP/Elektra 
8 A. Alexander You Better Move On George Jones/ Deva/BMI/Epic 

" Johnny Paycheck 
9 H. Cochran Don't Yoj Ever Get Tired ★ Willie Nelson/Ray Price Tree/BMI/Columbia 

(Of Hurting Me) 
10 LJ. Dalton Hillbilly Giri With The Blues Lacy J. Dalton Algee/BMI/Columbia 

SOUL TOP 10 
SONGWRITER TITLE ARTIST PUBLISHER. LICENSEE. LABEL 

1 M. Jackson Heartbreak Hotel The Jacksons Mijac/BMI/Epic 
2 C. Jackson/P. Perry United Together ★ Aretha Franklin Jays Enterprises/Bcby Love/Chappell/ 

Phivin International Ent./ASCAP/Arista 
3 F. Alexander Jr./N. Beavers/ Fantastic Voyage Lakeside Spectrum VII/Circle/ASCAP/Solar 

M. Craig/T. McCain/ 
T. Shelby/S. Schockley 

4 M. Masser/C. B. Sager It's My Tim ★ Diana Ross Colgems-EMI/Prince St/ASCAP/Unichappell/ 
Begonia. BfYH/Motown 

5 R. Dunbar/D. Steriing/D. Clinton Agony of Defeat Parliament Malbiz/BMI/Casablanca 
6 M. White/D. Foster/B. Russell You Earth Wind & Fire Saffifire/Rutland Road/Almo/ASCAP/ 

Foster Frees/Irving/BMI/ARC/Columbia 
7 L. Blackmon/A. Lockett Keep It Hot Cameo Better Days/BM/Better Niçpts/ASCAP/Casablanoa 
8 J. Alexander/L. Dodson/ Boogie Body Land Bar-Kays Bar-Kays/Wamer-Tameriane/BM/Mercury 

C. Allen/C. Guy/L. Smith/M. Bynum/ 
W. Stewart/H. Henderson/ 
F. Thompson/M. Beard/A. Jones 

9 M. Cooper Too Tight Con Funk Shun Val-ie-Joe/BMI/Mercury 
10 R. Fkack/P. Bryson Still Roberta Flack/ WB/Peabo/Very Every/ASCAP/ 

Peabo Bryson Atlantic 

EASY LISTENING TOP 10 
SONGWRITER TITLE ARTIST PUBLISHER. LICENSEE. LABEL 

1 D. Bugatti/F. Musker Every Woman In The World Air Supply Pendulum/Unichappeil/BMI/Arista 
2 B. Anderson/B. Ulvaeus The Winner Takes It All ABBA Artwork/Polar/ASCAP/Atlanllc 
3 J. Harrington/J. Pennig Killin' Time * Fred Knoblock/ FloweringStone/ASCAP/Scotti Bros. 

~ Susan Anton 
4 J. Holt The Tide Is High Blondie Gemrod/BMI/Chrysalis 
5 K. Knudsen/J. McFee/ One Step Closer The Doobie Brothers Noodle Tunes/No Aff/Long Tooth/BMI/Rare Blue/ 

C. Carter Cartooney Tunes/ASCAP/Wamer Bros. 
6 R. Gibb/M. Gibb/B. Gibb Guilty Barbra Streisand/ Stigwood/Unichappell/BMI/Columbia 

Barry Gibb 
7 D. Parton 9 to 5 Ar Dolly Parton Velvet Apple/Fox Fanfare/BMI/RCA 
8 T. Jans My Mother's Eyes Bette Midler Almo/Only Chlld/Mel-Dav/ASCAP/Atlantic 
9 G. Kenny/D. Shepperd/ 1 Made I" Through The Rain -A Barry Manilow Unichappell/BMI/Arista 

B. Sussman/J. Feldman/ 
B. Manilow 

10 E. Rabbitt/E. Stevens/ I Love A Rainy Night Eddie Rabbitt Debdave/Briarpatch/BMI/Arista 
D. Malloy 

★ Denotes a recording artist who will record outside songs. 
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Adding Dimension To Your Chord Progressions, Part 1 

By David 'Cat’ Cohen 

. or the past few months, this column has de¬ 
voted itself to discussing different keyboard 
textures. As songwriters, we need to learn 
a variety of patterns and figures that we can 

draw from to use for song accompaniment. Ob¬ 
viously. the more textures we are familiar with, the 
more uniquely we can shape and arrange our 
songs as we write them How boring it is to hear 
a songwriter present every song with the same 
keyboard style! We have concentrated on ex¬ 
panding our awareness of stylistic elements, ex¬ 
ploring block-chord, split-chord, and arpeggio 
textures and how they relate to a bass line. Now 
that we have accumulated a variety of technics 
let's take a keyboard arrangement a step further 
and look at what we can do to add dimension to 
our basic chord textures. 

For instance, let's take a simple chord pro¬ 
gression D F#m Em Asus A, and play it in an 8th-
note block chord style with a little syncopation 
added for interest (Ex. 1). 

While this accompaniment can be an effective 
background for a pop melody, it also can get 
monotonous after several unrelieved measures 
of the same texture As a private keyboard in¬ 
structor, I constantly hear songwriters present 
material with monotonous repetitive textures such 
as this one The best advice I can give to my 
students is to learn pop scales, and use them to 
play melodic fills. These fills act as a foil to the 
melody of the song, pushing the spaces between 
melodic phrases forward and giving a contrast 
to the purely chordal sound of the regular ac¬ 
companiment Let's look at our four-bar progres¬ 
sion with melodic fills and see how we derive 
them (Ex. 2). Adding a few melodic notes in mea¬ 
sures two and four makes a big difference in the 
sound of our accompaniment. We have added 
both dimension and contrast, giving the listener 
relief from the relentless repetition of our eighth¬ 
note chords 

This use of melodic fills works equally as well 
with split-chord and arpeggio styles Here is a 
split-chord example before and after adding fills 
(Exs. 3, 4) 

With an arpeggio figure, scale fills do not make 
as strong a contrast because only one note at a 
time is being played throughout the measure 
However, the scale passages break up the reg¬ 
ularity of the chord tones in the arpeggio (Exs. 
5, 6) 
These scale fills play an important role in to¬ 

day's song arrangements. In a band context, a 
good guitarist or keyboard player knows how to 
insert fills tastefully in the spaces between me¬ 
lodic phrases. In a piano-vocal context, a pianist 
can create more of a “band sound” by doing the 
same thing. 

In the next issue, we will look more closely at 
these scale fills and explore how they are derived 
and how they are used $ 

LA Songwriter!performer David 'Cat' Cohen spe¬ 
cializes in keyboard instruction for music biz profession¬ 
als 

Example 4 Adding Fills 

û J] ri r *0 j cT 
F C Bb C 

Example 5 Arpeggio Style 
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with ASCAP songwriter and pop music journalist 

David “Cat” Cohen’s 
Music Workshops 

Get on top of today's grooves, scales, an d 
chords Classes designed for serious 
stage and studio musicians, singers, 

songwriters, and 
music industry personnel, 

(private theory and keyboard instruction 
also available) 

Special 8-week courses now 
only $75! 

Call For Information And Enrollment 
(213) 473-8381 
Day or Night 
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though the Eb chord itself is never stated. 
Again, use your own chord voicings and imagi¬ 

nation to squeeze some new ideas out of this 
progression. The tune is old enough so that you 
probably won't recall the melody. So, why not 
rewrite it? 
The hit from which this progression was drawn 

is considered a standard. The first person to cor¬ 
rectly identify the song will win a Songwriter tee 
shirt. Here’s a hint: the song's current copyright 
date is 1940. D 

Songwriter Rob Sanford has taught guitar with the likes 
of Barney Kessel. Howard Roberts and Joe Pass 
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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, NY 11219 

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

(800) 221-6578 

¥¥¥¥¥¥¥¥¥¥¥¥¥¥ 

* 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 
w Male Vocal 

Lead Sheets $20 * 
Personal detailed evaluation and ¥ 

placement guidance $15 per song * 
Melody Co-Writing NO EXTRA CHARGE! 

Sample Tape of Our Work $5 * 
R R or Cassette ¥ 

* 
SEND US: Lead Sheet and/or rough tape 
Specify: Reel to Reel Tape or Cassette * 

* (Extra copies $5 per song) * 
¥ Check or Money Order with order to: ¥ 
¥ * 

TOM HOLBROOK 
P.O. BOX 157 / OJAI, CA 93023 * 

* PHONE: (805) 646-5067 * 
¥ PROMPT SERVICE ¥ 



Hamer Special 
- he Special is the latest addition to the 

Hamer line of electrics Features such as 
Schaller tuners, solid brass bridge, high 
output humbucking pickups, and so id ma¬ 

hogany construction make the Special a standout 
in its price range. Available in eight finishes in¬ 
cluding sunburst, natural, transparent red. green, 
and blue, as well as the new metallic colors. Sug¬ 
gested retail price is $699.90. 

For additional information, contact Hamer, 835 
West University Dr., Arlington Heights, IL 60004. 

Peavey Introduces Mark III Series 
he Mark III Series is a new and different line 
of sound reinforcement mixing consoles 
developed by Peavey Electronics Corpora¬ 
tion. This effort combines the advances in 

solid state technology and state-of-the-art elec¬ 
tronics. Featured on each channel are balanced 
input circuitry, switchable 48 volt phantom power , 
two independent premonitor sends. 4-band EQ, 
two post effects sends, PFL/cue button, LED stat¬ 
us indicators, pre- and postsend and return. 
Four 10-segment LED level indicators give an 

instantaneous reading of output levels in the mas¬ 
ter section. A head-phone system has been in¬ 
cluded to allow monitoring of individual channels 
in any mode or any monitor or mains signals. Five 
transformer balanced outputs are available — 
two mains, two monitors, and sum. A unique fea¬ 
ture is the ability to blend the signals from the 
effects and reverb returns into both monitor 
mixes. 
The Mark III mixer is made in 12. 16 and 24 

channel versions and is available in a rugged flite 
case or in a new polyester/fi berglass end panel 
construction. 

For extra information contact: Peavey Electron¬ 
ics, 711 A St., Meridian, MS 39301. 

MXR’s Power Convertor nXR Innovations has developed a new ac¬ 
cessory line in response to increasing 
demand for accessories to supplement 
MXR’s professional, music, and con¬ 

sumer group products. 
With MXR’s new Model 137 Power Converter, 

musicians now have the choice of running their 
MXR pedal products by battery or from any AC 
outlet. The MXR Power Converter is capable of 
powering any device that requires a nine-volt 
supply and does not draw more than 65 mA of 
current. The Power Converter can convert simul¬ 
taneously all the MXR battery-operated power 
products. The Power Converter is housed in a 
rugged, die-cast box and comes equipped with 
one MXR Model 138 Back Plate Adapter. (All MXR 
pedal products must be equipped with a Model 
138 Back Plate Adapter when used in conjunction 

with the Power Converter. Back Plate Adapters 
are available individually from MXR). 

For further information contact MXR, 740 Driv¬ 
ing Park Ave., Rochester, NY 14613. 

The Moose From Lectrosonics 
ectrosonics, Inc., has followed its introduc¬ 
tion of the Mouseamp with all-new Moose, 
the world's first portable rechargeable, bat-

_ tery-operated amplifier designed especially 
for bass guitars. 

Like its little brother the Mouse, the Moose is 
powered by either AC current or an internal re¬ 
chargeable power pack. It’s also a truly portable 
bass amp. At just 29 pounds, the Moose can be 
carried as easily as the bass guitar itself. 

The Moose can also serve double duty as a 
powered stage monitor. To eliminate the Moose s 
built-in bass equalization simply switch from In¬ 
strument EQ to Monitor EQ. Then, by cabling a 
series of Moose amps together, a complete stage 
monitor system can be configured to operate 
from the line output of the mixer board. 
The Moose joins the Mouse and Mini-Mouse to 

complete the Lectrosonics line of portable bat¬ 
tery-powered amps for the serious musician. 
Suggested retail price for the Moose is $299.95. 

For additional information contact: Lectroson¬ 
ics, P.O. Box 12617, Albuquerque. NM 87105. 
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Tflo/ike the Mt of life. 

Living life to its fullest is an art. Enjoying life’s finer thingsis your reward. Enjoy an Ibanez Artwood 

Tor a full-color catalog send $2 00 to 
IBANEZ Dept SW 
l’(> Bo«4bM h...sú.in PA 19020 
327 BoM.U-n Idaho I alls ID N UOt 
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