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Jonathan Rosner

Well, it feels like the 2009/2010 serics of panets ﬂew by, and |

now we're ending it with a great big bang! Thank you for
coming to tonight’s *“An Evening With Paul Williams™. 1T

certainly feel like I'm going out in style - just like[ came in

back in Sept with Lelber & Stoller — that’s how I roll @

On that note, my sincerest gratrtuda and’ 1pprec1at10n goes out
to the officers, the board, the past Presidents, the panelists,

Alisha and the members and guests of the CCC for making my

term as President of The California Copyright conference a
very special and invaluable experience. It’s bcen a pleasure
serving you and this Wondcrful org&mzatmn o

Warmest Regards,
Jonathan Rosner

P.S. Good luck Shawn — T know you'll do a terrific job!
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PAUL WILLIAMS

Life, Songs, and the
Pursuit of Our Musical Future

Interviewed by Lori Barth

I recently had the opportunity of having lunch with the newly elected ASCAP President (and SCL Member) Paul Williams and our
SCL President and ASCAP Board Member Dan Foliart. Over the clank of dishes and silverware at the Westside’s Bombay Café,
we talked, laughed and discussed how one might navigate this brave new world of music.

Score: What’s the biggest issue we’re dealing with?

Williams: Music on the Net! There’s nothing more important
on our agenda right now. Part of our problem is that the many
voices involved in seeking an cffective and fair way to
compensate for music “transmitted” are conceived as

conglomerate’s fighting for a picce of the pie. In fact, it’s quite
the opposite. The songwriters and composers we represent are
the smallest of business-men and women. The greatest
response ['ve had as far as anything [’ve said from the podium
or to the media was at the Songwriter Hall of Fame. I got
thrown on stage while they prepared the stage for James



Taylor. It seemed like a great opportunity to speak from the
heart, and what I talked about was that we have to change
people’s perception and that image. We have to remind people
that somewhere right now there’s a composer sitting at an
electric keyboard wearing headphone’s so he doesn’t wake the
baby in the next room or the wife that is going to work the
next day. And I looked down at the audience and they were
moved by that imagery. They said, “Oh my God, that is who
we are talking about.” The fact is, there are members of SCL
that are making a good living, but many more struggle to build
their careers and make ends meet. We need to put that face on
the fight. They think that when James Taylor gets up on that
stage and sings “You've Got A Friend” and they’re all full of
that warm fuzzy feeling that James Taylor is rich so they don’t
have to worry about him getting paid. Well, he’s a great writer
but this time it’s a Carole King song. And Carole deserves
every penny for the brilliance of her songs. We need to
somehow separate the idea of the writer and the artist, that
everybody up there singing songs, didn’t write the songs they
are singing,

Score: Exactly. There is the working songwriter, the
working composer.

Williams: If you look at the amount of email and the amount
of activity going around at ASCAP right now, I don’t think
there’s anything that tops “performance in an audio visual
download” which is key to your membership. It’s job one at
ASCAP. We need a bill that clarifies that right!

Score: That’s the biggest thing we’re facing, that’s the
future. We have to establish the rules now or we are all
going to be out of business.

Williams: This has been going on at ASCAP for years and
vears and vears. It goes back to the beginnings of when sheet
music was being performed and the transition to radio,
television and cable and moving through the years. Whenever
there is new media you face these new challenges, and they’re
legislative challenges. The working film and television
composer deserves strong representation and they’1l get it
from ASCAP. That’s a promise. They’ll get it from me, from
management and the entire board. I have to say it’s fabulous
having Dan on the board. With Dan, Richard (Bellis) and
Bruce [Broughton] on the board there’s great insight as well as
talent and dedication. I think we also have a larger mission
ahead of us. You have a generation that thinks of music as
being free because it is so available on the Internet. At first |
thought, okay, that’s an ethics problem. And then I realized in
a way that it’s not an ethics problem. It’s an education
problem and I will explain what I mean. If it was an ethics
problem, those same people that are downloading music
illegally would go to record stores and steal CDs, and they
don’t do that. They understand that that’s private property. So
the concept of intellectual property is something that needs to
be taught—our efforts in educating need to step into a whole
new generation.

Score: How are we going to get this generation to
understand intellectual property, the value of it and that
what they are doing is piracy?

Williams: Education is one of the three areas ASCAP
continues to invest in. We need to use the very tools that are
being used to deliver music and use the net to reach the
people. You've got to think of music as food on the composers
table, you’ve got to think of music as shoes for his kids. So,
that little “c” in the circle to me is all about “communicative”
and “collaborative” right now. We’re in this thing together.
You can reassure the membership at SCL that they have a
president over at ASCAP that is truly concerned about the
same things that they are.

Score: How young can we reach these kids?

Williams: We already have a program called “Donnie. The
Downloader” that was developed at ASCAP. It’s a series
about a kid with a skateboard in the park and he’s screaming
and yelling about how he just downloaded his favorite song
and he loves it, and the hot dog vendor says, “Yeah, I love it
too, I wrote it.” What really concerns me is that from
teenagers to voting age young adults, members of the public
globally don’t understand intellectual property rights. It’s a
challenge but my heart is strong and it’s committed to doing
the work. Marilyn Bergman created this thing called
“Creativity In The Classroom” through the ASCAP
Foundation where kids can write something or draw
something, then add a “¢” and a circle on it and know that’s
theirs and they own it. And they get it—thev understand it.
On my last trip to Washington I was invited to have breakfast
with Lamar Smith and a group of Congressmen he’d
assembled. Very kind of Lamar to offer a kind of “IP primer”
to familiarize the group with ASCAP and the copyright issues
we’re dealing with.

Score: Did they get it right away?

Williams: You know what? They got it. The example that 1
used was when [ was a little kid I loved Bugs Bunny. He was
always stealing Elmer Fudd’s carrots. I'm beginning to realize
that we are in Elmer Fudd’s world and our carrots are being
stolen by this global infestation of rabbits. The fact is: if you
approach them and tell them that we are talking about a
property right, their response to that is very, very strong. You
also point out the balance of trade for music and movies is an
incredibly healthy balance on our side. Piracy has taken a huge
dent in that. While we were in D.C. House Forcign Affairs
Committee Chairman, Congressman Howard Berman,
announced that the house had just passed a bill that would
“increase resources and training for enforcement of
intellectual property rights, especially in countries identified
by the U.S. government as lax in enforcing those rights.™ The
bill also would add an [P post to many of our embassy’s
around the world. I want The SCL to realize specifically that
IP can be taught. And the best way I can say it is that [ have
elbows on both sides of my body that are really easy to grab
and say, “Listen Paul, [ need to talk to you. There’s something
you could be doing that you're not doing that would help us
all.” It could be very specific to the film and television
composer. And there is something we’re not doing that could
make a real difference.” So what I want to do is offer that
open door. It does no good to sit in a room and steam about it.
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It does no good to say, “If Bruce [Broughton] would have
taken care of that....” If Paul doesn’t know about it, Paul can’t
deal with it. This is why I wanted to have Dan be here with us
today. I have a really good relationship with him and what
connects our hearts is music first. I look to learn from Dan,
from Richard [Bellis]. from Bruce [Broughton] and all the
members of the board. but first to the needs of SCL, the film
and television composer. I don’t want anyone to think they are
getting less than 100% representation from me at ASCAP.

Score: We are creating a new world.

Williams: The first thing we need to do is step away from the
fear-based thinking. An example of that is. we were at the
CISAC, the world copyright summit. and a woman from
YouTube was on a panel with John LoFrumento. John and this
woman were kind of going at it about why didn’t you get in
touch with us when you started this company? We would have
made it easy for her find a license, find a way for her to do her
music and all. John got applause from the audience several
times. I saw her in the lobby afterwards and I went up to her
and I said, “I'm Paul Williams, I'm the new president of
ASCAP and | wanted to congratulate you on the way you
handled yourself. 1 thought it was very courageous of you to
come into this setting and speak.” And she said, “Oh my God,
thank you.” [ wanted you to know that this is not a seek and
destroy mission. This is a seek and develop mission and I
think what I want you to walk away from here knowing for all
the stuff that’s going on with the legalities, what we’re looking
for with you and with everybody is to develop ways to use our
music and make our music available to the world in a way
that’s safe and to be compensated safely and fairly and
appropriately. We want to make it easy for people to hear our
music, see our movies. I think she walked away from there
with a little more openness about dealing with us.

Score: It’s global, there’s going to more of this. This is only
the beginning.

Williams: Hey, eventually you are going to go into the doctor
and he’ll put a little chip in your ear and you’ll be able to close
your eyes and listen to Sarah Vaughn by thinking about her.
Not a bad thing,

Score: How did you get started as a songwriter?

Williams: I started out as an actor. 1 did a movie called The
Chase, then a movie called The Loved One with Jonathan
Winters, Rod Stieger and then my career kind of fizzled and
died as an actor. 1 started writing songs just for my own
amusement and found my life in that. What's interesting is
that my affection for and my entree into music really
happened through movies. Amongst my favorite memories are
looking at Blackboard Jungle and the score, “One Two Three
O’Clock... Rock Around the Clock,” the rock 'n’roll was way
beyond being the score, it was the environment of the film.
And the same thing with a movie called The AMan With The
Grolden Arm. The score again is the environment of the film
and I think that part of me, as soon as I got any presence in the
music world, used it to get involved in film beginning with,
going back to Cinderella Liberty, where John Williams and 1

wrote four or five songs for that film. One was called “Nice
To Be Around.” Eventually I ended up actually scoring a
couple of pictures back when I had no business scoring
pictures. I remember Ian Freeburn-Smith orchestrating 7he
Muppet Movie or The End for Burtd Reynolds. 1°d play stuff
for him on the piano. “Da Da Da Da” and | want the trumpets
to go, “Da Da.” and he said, “Great, you just killed the
trumpet player.” I said, “I did what?” And he said, “Yeah, you
are so totally out of the register.” He said. “I get what you’re
doing but you don’t understand the instruments and their range
and how they work together.” The couple scores that I did—
I"'m proud of them, I'look at them and I think, “God. they’re so
simple.” I wrote the song score but 1 also wrote the
underscore. There are cues though that make me want to look
for a ledge.

Score: Let’s talk about the philosophy and process behind
the writing part of you. When you’re listening to
somebody’s melody that they send you, and you are going
to write the lyrics, what’s the first thing you listen for?
Where do vou start?

Williams: I don’t decide to write some-thing that doesn’t
move me. In other words. it’s almost not a choice. If I'm not
moved by it then it becomes a job. But if I listen to a piece of
music and it touches me. many times it will open up a
floodgate. If 1 work at writing it doesn’t work. If you're
standing on the hose, nothing comes out. I don’t know if
you’ve had that experience where you’re trying to remember
somebody’s name; and you can’t remember the name and you
can’t remember the name and you think about something else
and it pops into your mind. [ actually write that way these
days. When I was newly sober (I'm 19 years sober) [ was
hired to write the songs for The AMuppet Christmas Carol. I'm
looking at this first song, and I haven’t done this in sobriety.
I’'m looking at the script and I read Dickens’ original book and
I'read the script and I'm looking at this first song where we
see Scrooge’s feet as he comes out into the street and he’s
walking along and as he goes by the little creatures they seem
to get colder and they kind of shiver as this presence goes by.
At the end you finally see him—he’s Scrooge. Basically. I
gave the job to my unconscious. I said to myself. “Self, I don’t
know how to do this but something inside me does.
Somewhere in there is the song and I'm going to trust that it’s
there and let me know when you've got it!” I picked up a
Lawrence Block crime novel and started reading it. And about
three pages into it [ set the book down and grabbed and pencil
and wrote, “IWhen a cold wind blows it chills you, chills vou to
the bone. But, there ’s nothing in nature that freezes vour heart
like years of bein’ alone. It paints you with indifference like a
lady paints with rouge. And the worst and the worst, the most
hated and cursed is the one that we call Scrooge.” And I went,
“Damn, that’s not bad!” That reflects a wisdom beyond Paul
Williams® wisdom. That’s something we tap into as creative
people that I cannot explain. I haven’t a clue as to how it
works, but I love it. So that’s kind of how I work. I play at it. I
trust, stay calm, let it happen.

Score: Sometimes you come in as just the lyricist, and
sometimes you write the music, or you do both. Do you
care which you do? Is it fun to do both?

(%)



Williams: It’s fun to do both for me. I like to write words and
music. I love that process but I love it all.

Foliart: I told Paul, when I first came to Los Angeles, I used
to perform at a place called The Etcetera Club. I started all my
sets out with “Old Fashioned Love Song,” for which he wrote
the words and music. It was a big hit for Three Dog Night.

Williams: “Out In The Country” was my first hit with them,
then “Family Of Man.” All three of the songs they recorded
they did reluctantly. They were looking for one more song for
the album and all three songs they recorded because their
producer, Richie Podolor, thought they should do it. At first
listen they didn’t want to do them but they grew on them and
they became singles.

Foliart: Were you signed to Irving Almo during those days?

Williams: For six years. First a four-vear deal, then I had
another three-year deal, after that as a co-publishing deal.
Let’s see...four and three...vep, a six year deal. Note to self.
Take math class.

Foliart: Are they the ones that got vou in touch with The
Carpenters?

Williams: They put me together with Roger Nichols who was
basically my music school. I'd written a few songs with Biff
Rose who was a really interesting guy. We wrole a song called
“Fill Your Heart” that David Bowie covered, the first outside
song that David ever recorded. Roger Nichols played me a
melody, I took it home and wrote the lyrics and brought it
back the next day and I found out that I could do that. When I
hear notes I hear words in them, it’s weird.

Foliart: Did Chuck Kay bring Roger Nichols to meet you?

Williams: No, they brought me in to meet Roger Nichols.
They were looking for a lyricist for Roger. He'd been there a
couple years and Chuck actually brought me in. He asked me
to write one song and he asked me to come back in to talk to
him. He played me a song that had been recorded called “No
Return” that he liked the music but he didn’t like the lyrics yet
and the record was already done but he played it for me and
said, “T want to talk to you about mavbe writing a new lyric to
this.” He got a phone call from Jerry Moss and he went over to
talk to Jerry and he came back in 25 minutes and I had a lyric
done and he signed me on the spot.

Foliart: Do you still stay in touch with Roger Nichols?

Williams: Yes. Somebody just cut a song we wrote called,
“This Is Love,” that we wrote maybe eight years ago. He lives
up in Bend, Oregon and sculpts and designs gorgeous jewelry
...and continues to write wonderful music.

My music school has been the guys [’ve written with, and
Kenny Ascher and Roger Nichols especially have been an
amazing part of my musical life.

Foliart: Kenny and you wrote some amazing songs; “You and
Me Against The World,” was one of them.

Williams: We wrote “The Rainbow Connection™ together.

Score: You said that one was your favorite song you’ve
ever written.

Williams: | think so. There is another one | wrote for The
Muppet Movie called “T'm Gonna Go Back There Someday.”
that’s a little more oblique of a lyric but it’s one of my favorite
songs. “Rainbow Connection™ because it’s so much about
mysteries, it’s more about questions than it is answers, you
know. “Who said that every wish would be heard and
answered... if wished on the morning star. Somebody thought
of that and some one believed it. Look what it’s done so far.” |
love what that savs. What we dwell on we create. So I'm
thinking about all the magnificent success in new media that
composers and songwriters arc going to have. The reverend
Williams has spoken.

Score: Writing music and lyrics at the same time is a whole
other thing because it is simultaneously.

Williams: It’s easier, I think. Roger Nichols was a stickler.
When he wrote a piece of music it was done. And that meant
he wanted the melody to be exactly that number of notes.

Score: It’s interesting, vou don’t write words first.
Williams: Almost never.

Foliart: “Old Fashioned Love Song” you wrote melody
and lyrics.

Williams: You know what happened? I was picking up a date
and right before I left I found out I had another gold record. [
picked up this young lady at her house. a songwriter named
Patti Dahlstrom. I said to Patti, “Well, I did it again with
another old fashioned love song.” And T wrote it in about
twenty minutes.

Score: Some songs just write them-selves when we get
lucky.

Williams: Yeal. it just poured out. “Rainy Days and
Mondays,” I think it took me three months to figure out why
they got me down and what 1°d do about it. But the second
verse of “Rainy Days and Mondays” T wrote in the back seat
of Chuck Kay’s car. He wanted me to play it for Bones Howe
for The Fifth Dimension. who didn’t cut it. In fact they didn’t
cut several of my songs. Anyway, for a fill line I wrote. “What
I've got they used to call the blues,” “cause I wanted to write
something about the blues but I didn’t want to use that
expression so [ wrote that fill line. It became my favorite line,

Score: Basically, what do you have at home? You’ve got
your piano. Do you have a computer and ProTools? How
do you put vour stuff down?



Williams: You don’t understand. When I first started writing I
had an office at A&M, and there was a piano in it. I didn’t
know how to play piano so [ went over and I wrote numbers
on the keys. And, for some reason I started at E—I made an E
al.and F a2, and F# was a 3, G was 4, Ab was 5. I wrote
twelve numbers down. That’s how [ would remember
something. Because I didn’t know an Ami add9 was an Ami
add 9, or whatever I would be playing. So that’s how I started.
I write almost exclusively in my head, if I’m writing words
and music, and the last thing I'll do is go to the piano, find the
chords, write down the chords, go on to Chris Caswell’s, and
Chris Caswell makes it sound like it was written by a grown
up. I've got a laptop and I'll send him MP3’s, it’s amazing
what you deal with now. You've got a recording studio in a
brief case.

Foliart: Chris was with you at the Library of Congress. And
talk about having a uniting experience—having Paul sing his
songs and finished off with “Rainbow Connection,” and other
great songwriters were singing their songs. Didn’t you find
that to be a very unifying experience? All these different
Congress people from different sides. ..

Williams: Fantastic and they were talking about it for days on
the Hill. It’s not every day that the speaker of the house
introduces you at the Library of Congress. It was my first
event as President of ASCAP. It was an amazing honor,
Something like that touches you. And walking the halls of
Congress. It’s such a Jimmy Stewart moment, you know, A/
Smith Goes To Washington, Mr. Foliart goes to Washington.

Score: I was reading on a website and [ want to know what
you meant when you said, “The heart payment of a song.”

Williams: Well, I think there are three levels of payment that
we get for our work. One is, do we get this kind of an
emotional release and maybe a better understanding of our self
through our work—it’s the first payment we get. The second
pavment is the one we feed our kids with, the monetary thing,
Heart payment is when you go out and you play a gig or
you're sitting in a restaurant and somebody walks up to you
and they say, “You know what? My mom was a single mom,
and “You And Me Against The World” was a really important
song to her. Or, my daughter plays “Rainbow Connection™ on
the piano. That’s heart payment for a song. That’s that place
where you get hit in the chest with the fact that what you’ve
done has been a part of somebody else’s life. It’s made my life
so much better and in some ways it’s touched other people’s
lives. It’s an important part of being a songwriter to me. It puts
everything in perspective, I think, when vou go through all the
struggles, we have to keep working so people can continue to
have the second form of payment so they an enjoy the third, so
they can continue enjoying the first—yeah that’s heart
payment. I'm dizzy from the metaphor though.

Score: What legacy do you want to leave us with, what you
are doing with ASCAP, and when they think of Paul
Williams?

Williams: ASCAP has enjoyed the legacy of some great
leadership. Marilyn for the last 15 years, Hal David for eight

years before her. The bar has been set pretty high. But, I think
ultimately I was the right person for the job. I think that I can
be a part of this Iine, this thing that is so beautiful to continue.
It’s a challenging time. Theyre doin” some work on the road
so we’re bouncing around a little bit right now—we re kind of
driving along bouncing around and we’re going. “What next!”
We’ll get through it. The world needs vour music and will
continue to invent new and exciting ways to deliver it. Let’s
embrace the technology and find ways to keep it playing! 1
welcome the opportunity to make it a productive and
collaborative journcy. There will always be music. there’s
always going to be music. But let’s find a way to stop the
corporate squabbling, let’s find a better understanding of each
other. of getting the job done. Collaboration. communication.
We’ll continue to work legislatively. that’s part of it. We're
going to continue to work in the courts when we have to, and
there’ll be issues resolved in rate court and the like, but I think
if we can put the face of the creator, the songwriter and the
composer, and put them back in the mix, people will maybe be
a little less reluctant to do the right thing.

Reprinted with permission. (C) 2010 The
Society of Composers and Lyricists.



Panelist Biographies

Randall Grimmett - Senior Vice President, Domestic Membership
ASCAP (The American Society of Composers, Authors and Publishers)

Randall Grimmett, ASCAP’s Senior Vice President, Domestic Membership oversees all activities of Membership in the musical
genres of Pop/Rock, Urban, Latin and Film & TV. Grimmett, who joined ASCAP in 1994 and is based in Los Angeles. was most
recently Senior Vice President, Membership Business Affairs.

Since joining ASCAP, Grimmett has been instrumental in ASCAP's membership cfforts, including the acquisition and retention of
many prominent members, development of many innovative business practices and the programuing of the hugely successful ASCAP
"I Create Music" EXPO. He has been a vital part of ASCAP's strong market share growth through the deployment of new compelitive
tools for its most high profile members.

Grimmett began his music career in management and business affairs. An attorney. he joined the ASCAP staff 15 vears ago, and has
continued to grow his membership efforts for the Society by working with all departments of ASCAP as well as writers, publishers
and their representatives in all genres of music. Prior to his relocation to California, he worked in private legal practice. He has a B.A.
in English and a J.D., with honors, from The University of Oklahoma where he was Chief Note Editor of the College of Law Journal
and on the International Moot Court Team. In the past, Grimmett served as an adjunct professor at Cal Poly-Pomona where he taught
the music publishing/legal/copyright course, and currently serves on the national Board of the Association of Independent Music
Publishers.

Paul Williams - ASCAP's Chairman of the Board and Songwriter

Paul Williams is an Oscar, Grammy and Golden Globe winning Hall of Fame songwriter and President & Chairman of the Board of
ASCAP (the American Society of Composers, Authors and Publishers). ASCAP is the first and leading U.S. performing rights
organization, representing the world's largest repertory totaling over 8.5 million copyrighted musical works and is the only U.S.
performing rights organization owned and governed by its 360,000 plus writer and publisher members.

Recognized as one of America’s most prolific and gifted lyricists and composers, Paul's standards have been recorded by such diverse
musical icons as Elvis Presley, Frank Sinatra, Barbra Streisand, Ella Fitzgerald, Ray Charles, David Bowie, Tony Bennett, Sarah
Vaughn, Johnny Mathis, The Carpenters. Luther Vandross, REM. Mel Torme. Anne Murray, Diana Krall, Gladys Knight and Diana
Ross. His songs have also found favor with Country legends including Chet Atkins. Kris Kristofferson, Charlie Pride, Crystal Gayle,
Lynn Anderson, The Oak Ridge Boys. Diamond Rio and Neil McCoy.

When asked which song is his favorite, Paul is quick to respond, "That’s easy! It’s “The Rainbow Connection”. It’s a thrill to hear my
words interpreted by such inimitable talents as Willie Nelson. the Dixie Chicks, Sarah McLachlan, Judy Collins, Jason Mraz and
Kermit the Frog!” “The Rainbow Connection”, from the children’s classic The AMuppet Movie, is one of two Paul Williams songs
that grace the American Film Institute’s list of the top movie songs of all time; the second. “Evergreen,” is from the award winning
Streisand/Kristofferson remake of 4 Star Is Born. Additional song scores include the cult favorites Phantom of the Paradise and
Ishrar, as well as The Muppet Christmas Carol, Bugsy Malone, and Emmet Otter s Jugband Christmas, the latter of which has now
been adapted for the stage. His recent work has remained wonderfully diverse, from creating and writing the songs and story for
Disney's Emmy nominated .4 Muppets Christmas: Letters To Santa and penning the music and lyrics for Garry Marshall’s theatrical
sensation Happy Days, to writing with the Scissor Sisters and Daft Punk,

Although most people came to know the witty Mr. Williams as one of Johnny Carson’s recurring favorites on The Tonighr Show, or as
an actor in dozens of films, television comedies and dramas, it is his musical legacy that continues to inspire. “We've Only Just
Begun”, “Rainy Days and Mondays™. “You and Me Against the World”, “An Old Fashioned Love Song ™ and “Let Me Be The One”
all remain pop classics and are performed by Paul in venues from New York to the Philippines,

Publicly lauded for his work as a songwriter, performer, actor and humanitarian, Paul predicts he’ll be remembered for plaving Little
Enos in the Smokey and ihe Bandii trilogy and for his lyrics to “The Love Boat " theme. although it is the Iyrics from Bugsy Malone,
recast for a recent Coke commercial. that aptly sum up his philosophy: “You give a little love and it all comes back to you; You're
gonna’ be remembered for the things that you say and do”. As a devoted husband to writer Mariana Williams and proud father. Paul
considers his son Cole, and daughter Sarah, to be his best work.



