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Why do you need a band/artist agreement?

This is the third edition of the Musicians’ Survival Guide. 
Once more, we share an eclectic range of experiences, 
practical guides and opinions from a wide array of 
knowledgeable professionals. The music industry is ever 
changing and evolving, but we hope this guide will prove to 
be a useful resource regardless of your goals and aspirations.

Although in our third year of producing this guide, we still 
have a wealth of materials and subjects to explore. Here we 
cover drum maintenance and tuning, guitar essentials for 
performing live, and how to write your technical rider. We 
discuss how to manage performance anxiety, and get an 
insight in to a variety of roles across the industry including 
tour bookers and managers, studio producers, PR consultants 
and working in a charitable organisation. We also feature a 
portfolio career in rock music, advice on knowing how and 
when to employ PR services, as well as learning how to 
ensure your event is inclusive and disabled friendly.

All of what you read here is also available on our website 
along with the previous two editions of the guide:  
www.lcm.ac.uk/survivalguide

We are incredibly grateful to all of the contributors who 
took the time and effort to help create this publication, 
and for you for taking the time to read it!

We hope you enjoy this third edition of the Musicians’ 
Survival Guide and find the various perspectives and advice 
to be helpful.

The Enterprise Team
Leeds College of Music

Musical Life 
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Musical Life

NYMAZ: an Insight into Working in a 
Music Charity
Sarah McWatt, Director of NYMAZ (North Yorkshire 
Music Action Zone) 

Briefly explain the area(s) of music you work in

I am the Director of NYMAZ, a music charity focussing on 
increasing musical activity amongst young people in North 
Yorkshire. We specialise in engaging young people in rural 
areas and work in partnership with many organisations to 
deliver a broad programme encompassing many different 
genres of music. We have also developed an online digital 
programme so location is no barrier to making music.

Prior to this, I worked in education departments at Music and 
the Deaf, Huddersfield Contemporary Music Festival, Opera 
North and Liverpool Philharmonic. I have worked in events at 
festivals too, including TUSK Festival and Leeds Lieder Festival. 
I perform as a musician and have put on my own events for the 
best part of 20 years. Before working in these organisations, 
I was a peripatetic woodwind teacher and taught at schools 
and universities across Yorkshire and Merseyside.

What steps would you recommend students take to try 
to become a paid musician working in the community?

Contacts are key – people need to know who you are and 
what you do. It can be daunting getting out there and 
knowing where to start.

Sign up to bulletins/mailing lists that are relevant to you and 
the music you are interested in and find out what events 
they may run or endorse. Turn up to them, get talking to 
people to make links and get yourself known.

NYMAZ run a number of network groups that could help 
you get started (you do not have to be working in North 
Yorkshire to attend). We have an Early Years Network, 
SEND Network, Remote Learning Network and Music 
Partner Network. These networks are geared towards their 
particular specialism and have members who range from 
community musicians that are just starting out to seasoned 
professionals. The networks offer regular opportunities 
for training and to meet like-minded musicians, make 
connections, share ideas and forge new partnerships.

What five tips would you give to someone for working 
successfully in a professional environment?

1.       To be successful in a professional environment you 
must be professional yourself. The basics do matter 
– being punctual, reliable and engaging is essential.  
It does not matter how great you are in any other 
area of your job – if these key factors are missing you 
may find you get offered less and less work.

2.       Speak up if you need help or guidance. Professionals 
understand that people starting a career will need 
some help at times – this is OK.

3.       Be open-minded and always try to keep things fresh 
– do not get stuck in a rut. Working with others and 
watching others work can offer new perspectives in a 
familiar area and strengthen your skill set.

4.       Embrace change and do not be afraid to diversify 
your skills. We are all lifelong learners.

5.       Value yourself as a unique individual – no one can 
offer the exact same skill set as you. Believe in this 
and others will recognise your worth.    >>

NYMAZ: an Insight into Working in a Music Charity
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 � Seeing the transformative effect that music has on 
people of all ages is really special and I’m so glad to 
be a part of that.

 � Playing at festivals I loved and went to myself as an 
audience member prior to playing at them, such as 
TUSK and Colour Out of Space.

Sarah McWatt 
Director, NYMAZ

01904 543382 
sarah@nymaz.org.uk

Is this something you can make a living from?

Absolutely! You may have to balance a few things on the 
side whilst you build your links and portfolio, but dedication 
will pay off in time.

If you could look back and give yourself one piece of 
advice when you started out, what would it be?

Do not get disheartened by bumps in the road. They do 
not mean it is over. Be prepared to be flexible on route, 
and flexible in how long you might take to get there, and 
you will reach your destination eventually.

What have been the highlights so far?

 � I have never grown weary of the feeling you get from 
working so hard on a project or event from beginning 
to end and seeing it become a success. There is 
a brilliant sense of achievement when you get to 
the end and see how much participants/audience/ 
performers have enjoyed it.

 � Travelling! I have been to places all over the world that 
I had never been to before through working in music.

 � Meeting people – from meeting great friends who 
share similar interests to meeting musicians from all 
over the world that you admire.

Do not get disheartened by bumps in the road. 
They do not mean it is over.

NYMAZ: an Insight into Working in a Music CharityMusical Life
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Musical Life The Life of… a Studio Producer

The Life of… a Studio Producer
Interview with Dan Austin 
Music Engineer & Producer

How did you get started in production?

I was really fortunate from a really young age. I knew 
that I wanted to do something in music, whether that be 
production or in a band. During my A-levels I managed 
to get in to Mole Studios in Bath. I was meant to work 
evenings and weekends, and continue doing my school 
work throughout the week, but I ended up working 
there all of the time. My general assistant (tea boy) job 
eventually led to being assistant engineer at the studio. As 
different producers passed through the studio I managed 
to do more and more engineering work.

At 22, The Cooper Temple Clause, a band  I had engineered 
with alongside producer Paul Corkett (Placebo, Biffy 
Clyro) asked if I would produce their second album.  
This was my big jump from being the in-house engineer at 
a studio, to working alongside bands and producers all over 
the country, including people like Steve Osborne (Happy 
Mondays, Doves, U2), John Leckie (Muse, Radiohead,  
The Stone Roses) and Flood (Depeche Mode, Goldfrapp, 
Nine Inch Nails) etc.

You have management now – how easy is it to find 
representation?

Fortunately, the album I left Mole Studios to produce, 
happened to do really well. The week it came out it was 
high in the charts, so I approached various management 
companies to see if anyone would take me on. It had 
always been a childhood dream to be on 140db’s roster, 
and lucky enough I ended up with them as representation.

I think it is relatively easy to find representation, and certainly 
much easier when you have ‘good brackets’ beside your name 
i.e. recording credits. Obviously this does not necessarily 
mean that you are any better than any other producer, but 
it does allow potential management companies to place 
some trust in the quality of your work. There are so many 
different companies who represent various producers/
mixers at various levels in a career. I would recommend 
contacting management early in your career, so that 
they can keep track of your progress, and hopefully find 
a suitable time to get involved from a management angle.

You work with a lot of different bands – what’s your 
favourite type of artist to work with?

I am very fortunate as I get to pick and choose who I work 
with now. I also work across a lot of different genres of 
music, my CV can be a little confusing as I work with rock, 
electronic etc. Essentially, I just love music and love working 
with bands whose music makes me feel something. If I 
receive a demo and think I would buy the record, then I 
will most likely want to work on it. If it’s music that both 
the artist and producer enjoy, they can inspire each other 
and achieve one another’s ideas and visions.

Can you make a living as a producer?

Yes, but it is increasingly difficult. Gone are the days of 
helicopters and mansions, three months to make an album, 
and absurd amounts of money being thrown around. 
There have been difficult times in my own career when I 
wondered if I would make enough money to pay the rent, 
but as with most things, you just have to work incredibly 
hard and believe in your own ability.    >>

I always like to study the producers I look up to or 
work with, and take bits and pieces from their own 
production styles to create my own little ‘bag of tricks’.
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I think it is brilliant that anyone can make a record on 
a laptop to the highest quality. The sounds I can make, 
manipulate and use, and the way I can mix and automate 
a mix is way more advanced than what was possible on 
a console or tape machine. Those creative opportunities 
have been fantastic for me and I fully embrace them.

Many of the bigger studios are struggling or even closing. 
Do you think there is a sea change in how people make 
records? Is there still a place for the bigger studios?

It is tough for the big studios at the moment. Lots of 
them have closed. It is partly due to budget restrictions 
from labels, and the first people to have their fees cut are 
the producers, engineers and studios. Which has meant 
that suddenly the studios either cannot maintain their 
equipment, employ enough staff, or pay their rent.

 
This demise of studios has gone hand in hand with the 
advancements of technologies. People do a lot more 
themselves at home. You can record anywhere now (old 
houses, peoples bedrooms) so the need for an actual 
studio space has become less.

However for certain records you might need a big wooden 
drum room. You might need 50 microphones. You would 
not be able to achieve these kinds of things in your own 
bedroom. There is also the environment a ‘professional’ 
studio provides – it gives you a certain mind set. A studio 
has such a big effect on the sound of a record. The 
ambience of the place combined with how the musicians 
feel about the space will in turn effect the delivery of their 
performance. So there is definitely still a place for the 
bigger studios.    >>

What’s a typical day like in the studio for you?

Some days I am on my own in a mix room, sometimes I 
am in a room with a band doing pre-production, making 
changes and working on parts and arrangements. Other 
days I am in the studio recording. There isn’t really a typical 
day, however they are always really long, but exciting! 

I generally work from 10am until midnight, but dependent 
on the time constraints or budget I may work longer hours. 
When I am in the studio though that is all I want to do. If 
you have an amazing band, and an incredible studio, you 
just want to use all of the hours available.

Who are your favourite producers and why (biggest 
influences)?

Growing up, George Martin showed me cutting edge 
techniques and classical qualities. Flood managed to take 
weird and hardcore sounds to the mainstream, and Rich 
Costey’s (Sigur Ros, Foster The People) mixes are beautiful. 
Dr Dre’s sonic and inventiveness was beyond anyone else’s 
at the time. I always like to study the producers I look up 
to or work with, and take bits and pieces from their own 
production styles to create my own little ‘bag of tricks’.

What’s the biggest change you have seen in the way 
music is produced/recorded?

Without a shadow of a doubt… computers! I started 
working in 1997, and the only computer they had was an 
Atari ST that ran Cubase in order to run MIDI for sound 
launchers and samplers. Now you can make an entire record 
on a laptop or computer. It was actually a great time to get 
in to production, as I experienced that crossover; learning 
skills through tape recording and gradually integrating 
computers and recording software like Pro Tools in the 
process as they became available. 

Musical Life The Life of… a Studio Producer

There is also the environment a ‘professional’ studio 
provides – it gives you a certain mind set. A studio 
has such a big effect on the sound of a record.
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The Life of… a Tour Booker
Interview with Alice Hogg 
EU & UK Tour Booker & Buyer at Live Nation

What does a Tour Booker and Buyer do?

My role involves working with 30 different Live Nation 
offices across Europe to book European tours. It involves 
a surprisingly good logistical and geographical knowledge. 
Then the buying aspect is negotiating the deal for the 
tour with the artist representative, usually their live 
agent, this involves strong communication and financial 
expertise. The role is really varied, I’d say problem solving 
and people skills are the most needed in my job. 

What is a standard day at work like in this role?

It’s mostly office based and lots of email, phone calls and 
spread sheets. If I’m not at the office I’m at a meeting or 
at a gig. Every day is different depending on what projects 
you have going on. You might be under deadline to get a 
routing together so the day is spent at my desk getting 
avails and holding venues – or you might be in a lunch 
meeting pitching for a new client.    >>

The Life of… a Tour BookerMusical Life

What is your favourite place to record music and why?

I have worked around the world in many different studios, 
with many holding a special place in my heart. Ocean 
Sound Recordings in Norway, often referred to as ‘the 
studio at the end of the world’ is up in the fjords on an 
island. Waves lap up against the studio windows whilst 
recording! It is absolutely incredible. East West in LA has 
amazing equipment and history – Frank Sinatra recorded 
there, and the album Pet Sounds by the Beach Boys was 
made there. Currently I have been working in a place called 
Vada in the UK, which is a beautifully well-kept studio, with 
incredible equipment and an incredible environment that 
really inspires those that record there.

What is your favourite piece of outboard equipment?

If I could only have one piece of outboard equipment for 
the rest of my life, it would have to be a Distresser – it’s the 
Swiss army knife of compression. I use it to warm things, 
abuse things and distort things. It is just a great sounding 
bit of gear!

What has been a highlight in your career so far?

Highlights that really stick in my mind are working with 
bands that I was a real fan of growing up. Pixies and Doves 
are a great example. I had all of the Pixies records and used 
to follow Doves around the country watching their shows, 
so to work with them was a dream come true.

Do you have any advice for those just starting out 
producing records but looking to make a career from it?

Trust yourself, work really hard, be nice, and be on time!

Dan Austin 
Music Engineer & Producer

I found a great role in Artist Liaison where I would 
work backstage… This was where I made my first 
proper industry connections and really kicked off 
my career through the contacts I met.
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What is your background i.e. did you study business/
music or work at other companies prior to Live Nation?

I studied event management at Manchester Metropolitan 
University, I always wanted to work in music events, specifically 
festivals. When I was at uni, I used my summers to volunteer 
at festivals, I did everything from Oxfam stewarding, to bar 
work. I found a great role in Artist Liaison where I would 
work backstage and look after artists, make sure they had 
everything they needed like drinks and transport. This was 
where I made my first proper industry connections and really 
kicked off my career through the contacts I met.

How closely do you work with the artists on your roster?

We work more with the representatives of the artist, 
so you build a working relationship with the agent and 
management. As a promoter, you mostly see and meet the 
artist at shows and festivals, but it also depends on your 
relationship with the act. 

What is the role of a National/International promoter,  
and how does this differ to booking agents?

A national promoter is usually a large company who 
would work across a territory i.e. the UK. There are several 
across the UK like SJM, DHP and Kilimanjaro. There are 
less International promoters like Live Nation who operate 
globally. I would say our main competitor would be AEG. 

The difference between promoter and agent is that 
the promoter pays the artist a fee for touring services,  
and we promote and make the show or tour happens.  

The Life of… a Tour BookerMusical Life

So the promoter would organise the event and pay for the 
costs and needs to sell tickets to make money. Essentially, 
we take the risk of putting on the show or tour. The agent 
works a lot closer with the act to look at a strategy for their 
live campaign, working alongside the label, PR, radio plugger 
and other members of the artist’s team. 

Do you have contracts in place with artists or is it more of 
a handshake agreement?

There are contracts in place between promoter and venue 
(in which the venue would contract), and artist party and 
promoter (usually the agent would contract this). 

At what point do artists engage larger promoters in 
assisting with shows/touring?

The live agent would decide on the promoter or promoter 
team across the territories they are responsible for. They may 
work with any kind of promoter from any level, this could 
be built on existing relationships or on previous campaigns. 
A lot of the time acts tour with local promoters to begin 
with, and they may have a national promoter in London, 
who would run the national advertising campaign for them. 
It totally depends on the act and the strategy of their 
campaign. This is the main role that live agents undertake– 
making sure the act have the best team surrounding them 
to help grow the live career of the artist.

What are hardest parts of your job when programming tours?

It can be a longer process than you think; you are faced 
with changes of mind or campaign plans, and release dates 
will suddenly pull a tour you have just spent 3 months 
working on and you have to start again from scratch. Lack 
of venue availability is the worst!

Alice Hogg 
EU & UK Tour Booker & Buyer at Live Nation

It can be a longer process than you think; you are 
faced with changes of mind, campaign, release 
dates will suddenly pull a tour you have just spent 
3 months working on and you have to start again 
from scratch.
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The Life of… a Tour Manager
Interview with Callum Read 
Independent Tour Manager & Artist Manager

How did you get in to tour managing?

Like many tour managers out there, I kind of fell into it by 
accident. I needed to drive a band from America around 
the UK as they couldn’t use a stick shift (manual gear 
vehicle). Naturally, as time went on throughout the tour, 
it developed from just driving to organising, to taking care 
of all elements of work needed to make the logistics of 
the gigs around the country happen. I found more work 
afterwards and it just continued.

How many artists have you worked with as a tour manager?

In the last 4/5 years I’ve toured with many different bands 
at many different levels. From arena tours supporting The 
Killers (with Alex Cameron) to the small bar-venue circuit 
during the early days of a band’s career. 

Some of my favourite tours include Hinds, Dream Wife, 
Alex Cameron, The Orielles, Shadowlark and Dr Dog.

What does tour managing typically include, and what 
does your average day consist of?

Before Tour – wake up, put coffee on and open google 
maps. Plan the journeys and build the travel schedule 
whilst arranging the production details with the promoters. 
Coordinate any press commitments that the band have 
with their daily schedule. This can take a lot of time with 
waiting on responses, but sometimes it just falls together.

Musical Life The Life of… a Tour Manager

On Tour – Wake up before anyone, have breakfast, check 
the van hasn’t been broken into, prepare PD’s (per diems/
allowances) for the day, check the schedule for the day 
and any emails. Collect the van in time for the lobby call, 
load van with band and depart on time for schedule (tell 
anybody off who is late). Follow schedule to the letter, 
arrive at the venue with everybody fed and watered ready 
to soundcheck. Set up the stage ready for the band. Run the 
lines and EQ out the lines so the bands can arrive on stage 
and dive straight in to a song. Prepare any merchandise 
before doors, coordinate any press and arrange buyout 
for dinner (if agreed)/dinner location. Prepare the band for 
stage / change over stage for band ready to go on and 
stand side of stage for the show making sure it all runs 
smoothly. Sell merchandise, pack down the equipment at 
the end of the show and depart as per schedule time. 

What’s life like on the road?

As a tour manager you are so busy that time goes very 
fast; you have a lot to think about and a lot to make sure 
is running smoothly. For some other roles it can be lonely. 
Tour managing is extremely exhausting mentally and 
physically. Often your average sleep time on tour is around 
4-5 hours per night. 

Does the tour experience differ in other countries?

For sure – different countries have different customs and 
different ways of doing things i.e. different traffic laws to 
be aware of etc. In general, the language of music and 
the way you put on a show is quite consistent. Lots of 
equipment in the industry is the same and you can usually 
expect to find familiarities all around the world.    >>

I have lots of good memories and although it can 
be lonely and hard work at times, you spend time 
with your ‘tour family’
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What skills are particularly useful to have in your arsenal 
as a tour manager?

Time keeping, first aid experience, patience, organisational 
skills and being able to listen and respond to personal 
problems. Generally, problem solving is an absolute must. 
You must be able to think on your feet and find a solution 
to a problem ASAP. 

Does working unsociable hours and long days influence 
your work/life balance?

Absolutely. As you are incredibly busy as a tour manager, It 
is often hard to find time to just text your loved ones back 
home – which is obviously very difficult.

Do you do other work alongside tour management?

I also now work in artist management, which has been 
possible because of the transferable skills gained in knowing 
the general ins and outs of the business, and knowing how 
to look after artists. Many skills can be transferable to non-
touring roles such as show reps and artist management.

Are there any stand out or funny moments for you in your 
tour management career so far?

You encounter many crazy people on the road. I have lots 
of good memories and although it can be lonely and hard 
work at times, you spend time with your ‘tour family’ (like 
minded individuals) on the road which is always nice. 

In every tour there is at least one funny moment, so it’s 
really hard to pinpoint any in particular. With the right 
band/artist, every day can be good fun!

Can you make a living from doing it?

You certainly can, but your lifestyle depends on how much 
that is possible for you personally. If you have a family, it 
may be hard to find the balance. If you are a free spirit with 
few responsibilities it can be really rewarding and provide 
you with a financial living.

Many people think you need to be ill tempered to be 
successful in this area of work. Is there any truth to this?

I think it is more that many frustrations become aired by 
tour managers who have a lot to deal with. If something 
goes wrong in an area that could have been easily avoided, 
many tour managers see this as a waste of precious time 
and can be moody because of it. It comes with the stress 
of the job sadly. However to be successful it is not a 
necessity to be ill tempered, but rather a by-product of the 
stresses involved!

Would you recommend tour managing as a job, and if so 
what tips could you give to someone wanting to get in to 
this area of work?

I would definitely recommend the job, you can travel 
the world and see things that you couldn’t see otherwise 
while getting paid to do so. If you get stressed easily, I’d 
definitely not recommend it. However, if you can think 
on your feet and you like a challenge I would certainly 
recommend it!

Callum Read 
Independent Tour Manager & Artist Manager

Musical Life The Life of… a Tour Manager

I would definitely recommend the job, you can 
travel the world and see things that you couldn’t 
see otherwise while getting paid to do so. If you get 
stressed easily, I’d definitely not recommend it.
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Daniel P Carter: Rock Music as a  
Portolio Career
Multi-intrumentalist, songwriter and radio presenter, best 
known for his work with band ‘A’ and as the presenter of 
BBC Radio 1’s Rock Show.

To begin with, could you tell us about how your career in 
music all began?

I started doing artwork for bands in the punk and hardcore 
scene having studied an Art degree. I ended up joining 
one of the bands I was working with, who were signed 
to Roadrunner records. We supported Korn’s first ever UK 
show and toured with Sick Of It All. 

When that band finished I thought I would carry on doing 
artwork, which was how I met the band ‘A’. They had just 
finished recording in California when I met them – we all got 
on really well, we had similar music tastes and we hung out 
all day. When their bassist left soon after this, they asked me 
to join the band. I did that for 8-9 years, I was really lucky 
that they were already signed to Warner Bros. That was 
when I felt that my career in music was happening. 

I feel like I was always the annoying guy in our band 
that got talking to everyone and shared suggestions 
on what music to listen to. I think I annoyed enough 
people that somebody thought I would be good for 
this job!

Daniel P Carter: Rock Music as a Portfolio Career

We got to tick things off the band bucket list, such as 
playing at Reading Festival, touring the world, Top 10 
releases, TV shows etc. There was a brief period where it 
was all going really well. Then it got to the point where 
there was a big shift – it suddenly became a career, which 
changes your whole perspective on things. Initially you 
start a band just to make music with your friends. With 
the birth of my son and a mortgage, this was how I was 
paying my bills. You start to do things that in the beginning 
you would have said ‘no way’ to. When it got to that point,  
we decided we needed to stop doing it.

How did you become a Radio presenter?

Through touring you meet so many people, and I feel like 
I was always the annoying guy in our band that got talking 
to everyone and shared suggestions on what music to 
listen to. I think I annoyed enough people that somebody 
thought I would be good for this job! 

So I got a phone call from a production company who 
asked if I would like to present the Rock Show on Radio 
1…I did three pilot shows and eventually I got the gig. I’ve 
been doing it now for 10 years. 

How much of the music played on the Radio 1 Rock Show 
is your choice, versus being playlisted?

I curate everything. Rock music is so broad, so I try to 
cover as much as possible across the three hour show. The 
Rock Show comes on after the chart show, so the first 35-
40 minutes need to be a smooth transition. I try to make it 
so the whole thing flows, with my show finishing and Phil 
Taggart’s starting. It’s like creating a good mix tape.    >>
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As the presenter of the Rock Show, do you feel a certain 
amount of pressure to fly the flag for heavier music, or 
are you starting to see more of this music cross over in to 
other Radio shows?

Yes certainly. It feels like a marginalised genre and that’s 
how a lot of people see it. Rock music is pretty healthy 
regardless of whether people say ‘rock music is in a bad 
place’. You just need to go and see the shows and then you 
realise how healthy it is. 

Everything comes in cycles. When people are super 
passionate about certain genres of music, it becomes 
more than music, it becomes a lifestyle choice. Sometimes 
fashion pulls the mainstream in the direction of subculture, 
and then it can shine a light on a genre. Regardless of this 
though, music carries on and subcultures generally endure.

With the music we play on the Rock Show there can be a 
trickle-down effect with certain tracks. My team fight our 
corner in playlisting meetings to have certain rock tracks 
played on daytime radio. 

What would be your top tips for bands to break into music 
and be heard in the age of streaming, and is there anything 
you look for in a track when picking music for radio?

 � The opportunities for new artists now are incredible. 
The tools for bands and artists just starting out  
are so strong – you just need to make sure you use 
them properly.

 � Finding your own identity is important. You have to 
find an identity that is of real worth and artistic value.

Daniel P Carter: Rock Music as a Portfolio Career

 � Community is the key to everything. Form a 
community, as creatively it’s better for everyone. Social 
media now means that everyone can reach a vast 
amount of people as long as they have the right ties to 
others. Certain genres have particular ways of reaching 
their audiences, and understanding this is important.

 � It’s all about the songs. The songs need to be wicked. 
I try not to let the production side of things dictate 
my opinion. I am fully aware that there are truly 
terrible bands that can’t play live, but they can send 
you an amazing sounding record.

 � I record my own music at home, and when I do 
I want it to sound as good as it can. Everyone has 
the ability to make and record music in a way that 
sounds fantastic. However I love early records that 
sound terrible. With a garage rock band, you want 
the record to sound like it was recorded in a garage. 
That’s the aesthetic you are looking for. It needs to be 
distinctive and sound like itself (i.e. you can tell a band 
from just the sound or style of its record).

 � Some bands do fall through the cracks, but generally, 
the really great bands do get found!    >>

Slipknot and Marilyn Manson were a total 
phenomenon. It affected culture at that point. 
There are always bands that break through, but 
everything has to be right for a band to have such a 
cultural effect like those.
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You have a career which has spanned many areas of the 
music industry – performance, songwriting, producing, 
presenting – how vital do you think it is for musicians in 
the current climate to be adaptable? 

It’s everything. The most important thing, is just don’t be a 
prick. If you are the person that is a pain for everyone, you 
won’t be the person who gets the job. Opportunities arise 
for those who are cooler – everyone wants to work with 
nice people. When I played in ‘A’, we were always the band 
that wanted to chat to people.

 
Will we ever see a band as big as Slipknot again in the 
heavier music scenes?

When Slipknot came out it was an explosion. They became 
big fast. You do question where the new headliners 
are coming from though. Bring Me The Horizon will be 
headlining festivals soon. Royal Blood are doing huge tours. 
Promoters have to play it safe as it’s their own money 
involved, but people do need to take a punt on bands 
more often. Sonisphere Festival took the first punt on Biffy 
Clyro headlining their festival, and they proved themselves 
to be incredible headliners (which lead to headline slots at 
Reading and Leeds and Download Festival). Slipknot and 
Marilyn Manson were a total phenomenon. It affected 
culture at that point. There are always bands that break 
through, but everything has to be right for a band to have 
such a cultural effect like those.

If you are just starting out there are plenty of other 
ways to get your music to people. The BBC uploader 
and social media are good examples.

Musical Life

How important are radio pluggers?

It really depends what a band/artist is like and what their 
expectations are. If it is a specialist show you are looking to 
get on, for example if you are a hip-hop artist wanting to get 
on radio, reach out to Semtex. You are part of that world so 
you should know those avenues. If things start blowing up 
its good to have the ‘machine’ on board where things start 
to happen that you couldn’t do alone, and you reach people 
that you might not necessarily reach otherwise.

If you are just starting out there are plenty of other ways 
to get your music to people. The BBC uploader and social 
media are good examples.

What do you think the future holds for rock music?

There will be a brief period where rock music is in the sun 
again. Bands like Foo Fighters keep the presence of rock 
music felt, but there is always going to be an amazing 
scene of sub-genres and subcultures to keep the whole 
thing going, and every so often the mainstream looks at 
one of those bands and declares that ‘rock music back’!

Daniel P Carter 
Multi-intrumentalist, songwriter & radio presenter

Daniel P Carter: Rock Music as a Portfolio Career
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Guitar Gig Essentials with D’Addario UK
Adam Ironside is the Fretted Specialist for D’Addario UK

Understanding Your Live Rig

When it comes to performing live it is absolutely essential 
that you know your gear. We’ve all been there. During 
soundcheck something doesn’t quite feel right, or there is 
a crackle in your sound that normally isn’t there. ‘It’s fine’ 
you say, ‘it’s probably the power in this old club.’ Before 
you know it, you hit that first chord and a string breaks, or 
worse yet that crackle was actually a broken cable and you 
get no sound at all!

If, like me, you have a penchant for the slightly extravagant 
then you probably have an unfeasibly large rig. Maybe a 
couple of guitars, a pedalboard, a 100-watt valve amp (or 
two), a minimum of a 4x12 cab and some rack effects 
also. It’s imperative you know every inch of your rig and 
thoroughly test it before each gig. Your rig is going to 
sound different in every room but you should be able to 
tell when it doesn’t sound quite right.

As usual, a variation on the old adage applies: ‘the more 
complex your rig, the more likely it is that something will 
go wrong.’ This is undoubtedly one of the primary reasons 
that regularly gigging players are using a digital modelling 
system plugged straight into the PA. Even with such a 
simple system however, plenty can still go wrong.

Your rig will sound different in every room so it is important 
to allow yourself a few extra minutes during sound check 
to dial in your sound exactly how you want it. One of the 
biggest mistakes I discuss with many players is when they 
try to replicate their ‘bedroom’ tone in a live environment.     
>>

Guitar Gig Essentials with D’Addario UK
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Live Music Guitar Gig Essentials with D’Addario UK

In a gig situation you are nearly always going to need less 
bass, more mids and more treble than you are usually 
comfortable with. 

It is also very important that you understand how your 
guitar reacts in various environments. If you are using 
a guitar with single coil pickups you’ll definitely want 
to consider where you position yourself on the stage, 
especially if the mains power is less than optimum or the 
venue uses dimmer switches or fluorescent lights. The last 
thing you want is uncontrollable feedback throughout 
the whole set. With that in mind, be prepared to have to 
adjust your setup throughout the show. If you find that 
you are getting a lot of feedback you may wish to turn 
the gain down a little or experiment with EQ to try and 
‘notch’ it out and eliminate it. You’ll need to do as much of 
this as possible during sound-check, as to not negatively 
affect the balance of the mix mid gig, but minor tinkering 
throughout your set is probably okay. Always check with 
the sound engineer, and on that note, be nice to the 
sound engineer! He / She has the ability to make you sound 
amazing, or terrible.

Kit Bag Essentials

As well as bringing your guitar / amp etc. There are a few 
other things you’ll want to take with you.

Strings

Strings take a lot of abuse. They are the most consumable 
item you will ever use as a live guitarist. I personally change 
my strings before every gig and use NYXL exclusively. 
The benefits of NYXL are that they are stronger, reliable, 
break-resistant and last longer than a regular set of strings 
(they ‘sound better’ too). If you are looking for maximum 
string life however then a coated string is the way to go. 
D’Addario EXP coated strings have up to four times the life 
of an uncoated string and are popular amongst working 
musicians looking for consistent tone night after night.

Cables

Invest in quality cables! Cables are an essential part of 
any rig and there are few things worse than one breaking 
mid performance. A good cable should be durable, well-
constructed and of course sound good too. D’Addario 
American Stage have many features not available in other 
cables on the market. These cables if looked after correctly, 
will last a very long time.    >>
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Kit Bag List

 � Spare Strings – Better to have them and not need 
them than to need them and not have them. 
[D’Addario – NYXL]

 � Spare Cables [ D’Addario - PW-AMSG-20].

 � Guitar Maintenance Kit – A comprehensive kit 
for those last minute maintenance and repair 
jobs. D’Addario’s kit includes String Winder/
Cutter [DP0002], Guitar Multi-Tool [PW-EGMK-01], 
Headstand [PW-HDS].

 � Gaffer Tape – Best to have your own than rely on the 
venue to supply it. [D’Addario – PW-GTP-25]

 � Earplugs – Your hearing is your most important asset, 
keep it! [D’Addario – PWPEP1]

 � Mains Extension Cables / Distribution Cables –  
Your always going to need one more plug socket.

 � Torch – Chances are the stage will be dark.

Oh, you’ll probably want to bring a second guitar too! Better 
to have it and not need it than…well you know the rest!

Adam Ironside
Fretted Specialist with D’Addario UK.

Live Music Drum Heads with Evans

Drum Heads with Evans (D’Addario UK)
Ben Alldred is the Percussion Specialist with Evans  
(D’Addario UK) 

Drums are often the most neglected instrument when it 
comes to maintenance and refreshing of the consumable 
element – the drumheads. It is really worthwhile to spend 
a little bit of time familiarising yourself with how a drum 
is constructed and how sound is produced. A drum that 
is tuned correctly and has the right combination of heads 
could be the deciding factor when auditioning for a 
drumming job. After all, a great sounding kit is much more 
inspiring to play than a mediocre set.

Drum Heads

70% of a drums sound comes from the heads fitted to 
the shell. The combination of heads used on the batter 
and resonant side can have a huge bearing on the overall 
sound of a drum. Tuning is the next part of realising your 
drum sound. The shell has the least effect on how the 
drum sounds but is still an essential part. The player hitting 
the drum is also a huge contributing factor as to the overall 
sound of the drum, but that is down to you! 

Drum heads are constructed of 2 elements. The film 
and the flesh hoop. It is worth becoming familiar with 
the terminology used to describe sounds. This will make 
communicating with sound engineers, producers, drum 
techs and drum suppliers much easier.    >>
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Overtones: Tones that are produced after the drum has 
been struck. Overtones can be seen as both good and bad 
depending on the sound required.

Brightness/Darkness: Can be used to describe the amount 
of cut a sound has. Brightness has more attack – Darkness 
less attack.

Attack: The initial sound produced when a drum is struck. 
Can be used to refer to the amount of cut a sound has.

Sustain: The length of the sound produced after the drum 
is initially struck.

Sensitivity: How the drum responds at lower volume. The 
term can also be used to describe how easily the snare 
wires activate at lower velocity.

Resonance: Relates to the head and drum shell working 
together at various frequencies to produce variations in 
sustain, sensitivity, tone and volume. 

Wet/Dry:
Wet – Longer sustain, more overtones, more resonance.
Dry – Shorter sustain, less overtones, less resonance.

Single Ply Heads

A single-ply drumhead is constructed from 1 layer of 
Polyester film. While less durable than a two-ply head, they 
respond quickly at a wide range of dynamics and resonate 
freely. Heads are available in a variety of film weights 
(Measured in mil’s - One mil = one-thousandth of an inch.) 
10mil is the benchmark film thickness, used on heads such 
as an Evans G1.

The thinner the head, the more open and high pitched 
the sound. A thinner head also has a shorter sustain. A 
thicker film gives the head more projection and a lower 
fundamental note with longer resonance.

Double Ply Heads

A two-ply drumhead is constructed from 2 layers of 
Polyester film. This makes them more durable than a 
single-ply head. In addition to greater durability, two-ply 
heads have a shorter sustain with fewer overtones, a more 
defined attack and deeper tone.

Two ply of 7mil making a head of 14mil is the benchmark 
film combination for a 2 ply head and is used on heads 
such as an Evans G2.

Different combinations of films create different sounds. 
The thicker the combination of film, the lower the 
fundamental note.

Clear & Coated Heads Explained

Clear Heads

Clear heads are the Industry standard for Tom batters, 
resonant heads and kick batter heads. A clear head is 
exactly as it suggests, utilising a clear or hazy polyurethane 
film for the playable surface. This film produces a clear 
tone with clarity and attack, increased volume over a 
coated head and improved resonance.     >>

Live Music Drum Heads with Evans
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Coated Heads

A coated head starts life as a clear head and then undergoes 
a spray process which applies a textured coating to the 
playing surface. The coated finish adds warmth to the tone 
of the heads, softens attack and shortens sustain. Coated 
batter heads also offer a textured surface that is ideal for 
brush work. The application of a coated head is most often 
found on snare drums but can also be used on Toms and 
bass drums to offer an element of control to the resonance 
of the drum it is fitted to. 

Snare Drum Specific Heads

Snare drums are generally tuned with higher tension than 
any other element of the drum kit. Often this can produce 
excessive resonance and sustain. The preferred snare 
batter head choice for most drummers are coated due 
to the shorter resonance inherent with this type of head. 
Unwanted overtones or ‘ring’ (especially on metal shell 
drums) can be further controlled using snare batter specific 
heads with damping features built into the construction of 
the drum head e.g. dry vents and overtone rings.

As snare drums are generally tuned to a higher tension, 
using a clear head on a snare drum will create a very open 
resonant tone often resulting in undesirable overtones. 
On the other hand the resonant tone might be the exact 
sound you are looking for!

Live Music Drum Heads with Evans

Resonant Heads

Resonant heads on toms are often the most neglected 
head on drums. It is still important to ensure they are tuned 
correctly and replaced from time to time (We recommend 
changing resonant heads every 4th time batter heads are 
replaced. Although these heads are not struck, they vibrate 
every time the drum is hit, over time stretching the polyester 
film). They serve an important purpose in how your drums 
will sound. Depending on how the resonant head is tuned, 
it can affect pitch, duration of resonance and the volume 
of your drum. It’s all about balancing the batter side and 
resonant side to produce your desired sound. 

The resonant head on a snare drum or snare side head is 
a much thinner film (3mil film) than would be found on a 
resonant tom head. The thinner the head the shorter the 
sustain. This is ideal to work with snare wires. As the head 
vibrates it activates the snare wire giving the snare drum 
its buzz and quickly dissipates creating the characteristic 
short dry sound.

Bass Drum Heads

Bass drum heads generally have more elaborate damping 
systems to further control overtones and sustain and to 
enhance attack. Our most popular Evans bass drum batter 
head is our EMAD (Externally Mounted Adjustable Damping) 
which allows players to tailor the degree of damping and 
attack without removing the head or reaching inside the 
drum. It utilises two interchangeable foam rings to maximise 
attack and low end dependent on the room and surrounds 
in which the drum is being played. Just like heads for other 
elements of the drum kit, bass drum batters are available in 
a number of film thicknesses, ply combinations and coatings 
to further adjust the sound to your personal preference.     >>
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Head Combinations 

Choosing drum heads is very subjective. There is no 
right or wrong. Selecting a drumhead all depends on the 
sound you want to achieve from a particular drum. The 
combination of batter and resonant heads plays a big part 
in creating your desired sound. There is no right or wrong 
combination for a particular genre but certain heads will 
sound more at home with particular musical styles.

Shell material should also be considered when selecting 
drum heads for snare drums. A metal shell drum is generally 
more resonant or ‘pingy’ than wood which may require a 
more controlled head with tone control or dry vents to 
suppress any unwanted overtones.

Below are a few head combination suggestions:

Genre Batter Resonant Evans 
Recommends

Jazz  
(subtle)

Single Ply 
Frosted 
(opaque 
etched finish)

Single Ply 
Hazy (2 mil)

J1 Etched  
& Hazy 200

Jazz 
(general)

Single Ply 
Coated

Single Ply 
Hazy (2 mil)

G1 Coated  
& Hazy 200

Pop/R&B

Double Ply 
Coated with 
tone control 
& dry vents

Single Ply 
Hazy (3 mil)

HD Dry & 
Hazy 300

Rock/Blues 
(general)

Single Ply with 
reverse dot

Single Ply 
Hazy (3 mil)

Power Centre 
Reverse Dot 
& Hazy 300

Rock/Blues 
(hard)

Double Ply 
Coated with 
tone control

Single Ply 
Hazy (5 mil) HD & Hazy 500

Metal
Double Ply 
Coated with 
dry vents

Single Ply 
Hazy (5 mil)

ST Dry & 
Hazy 500

Drum Hoops

Different counter hoops will affect the drum sound and 
feel of the drum in different ways. You can further change 
and adjust your sound by changing counter hoops.

Die Cast Hoops: Reduce overtones and resonance, 
resulting in enhanced attack and a dryer more focused 
sound.

Flanged Hoops: Increase overtones and resonance, 
producing a more open and frequency rich tone.

Snare Wires

Wires are what give the snare drum its distinctive white 
noise or buzz. The wires vibrate across the surface of the 
resonant head when the batter head is struck.

Snare wires are typically manufactured using steel or brass 
coiled wire strands. 

Brass models provide a brighter, resonant sound, whereas 
steel provides a darker, crisp response. 

Snare wires are offered in a number of wire configurations 
which will affect the overall sound of the drum. More 
wires will create more snare sound in the overall sound 
of the drum; fewer wires will allow the drum shell sound 
to be more prominent in the overall sound of the drum. 
Upgrading stock snare wires to a higher quality wire such 
as Puresound will improve the consistency and sensitivity 
of any snare drum.      >>

Live Music Drum Heads with Evans
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One mistake that is often made with snare wires is over 
tightening them. If a wire is too tight against the resonant 
head the drum will sound choked and flat with no sensitivity. 
This isn’t good for the wires either as they will stretch.

Under tensioning the wire can also have undesired effects 
on the sound of your drum. The wire will become over 
active and will buzz too much. 

The key here is balance. Not too loose, not too tight.

Ben Alldred
Percussion Specialist with Evans (D’Addario UK) 

Drum Maintenance & Tuning
A follow up to Drum Heads with Evans 

Drum tuning can be very subjective and is personal  
from drummer to drummer depending on the sound 
required. Once you have selected the right head 
combinations for your desired sound you can now start 
looking at fitting and tuning.

Basic maintenance of drums is always worthwhile doing 
when replacing drumheads as you need to dismantle the 
main components of a drum to fit new drumheads.

When removing old heads detune each tension rod a little 
at a time (half a drum key turn) working from one tension 
rod to the opposite tension rod in a cross manner as to not 
put any unnecessary stress on one side of the drum shell. 
Repeat this process until the tension rods are not gripping 
against the hoop. Once loose the tensions rods may be 
loosened by finger until they release from each lug nut 
thread. Remove each tension rod being careful not to lose 
any washers and place onto a lint free cloth placed in a 
Tupperware box. Remove the counter hoop and old head 
from the drum shell.

Clean around the bearing edge of the drum shell with a 
microfiber cloth to remove all debris. Remember the 
bearing edge is the contact point between the head and 
the shell so it is extremely important to ensure nothing 
interferes with the marriage of those two elements. 
Regardless of how good your drum shell and drum heads 
are, without a positive contact between the two, you will 
never be able to get a good sound. The smallest splinter 
of stick can often be of huge detriment to a drums sound.      
>>

Live Music Drum Maintenance & Tuning
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At this point it is worth inspecting the bearing edge of the 
drum to ensure there are no dents or dips in the profile of 
the shell. For very small nicks in the bearing edge, try using 
set beeswax or a household candle to rub sparingly around 
the point of the bearing edge, as this will fill any very small 
inconsistencies and will improve shell to head contact and 
reduce friction. For damage that is more severe, it is worth 
taking the drum to a repair specialist who can fill, refinish 
and in the worst case scenario recut the edges. A drum 
with a damaged bearing edge will almost certainly never 
tune properly.

Clean the counter hoop on both the inner and outer 
surfaces with a soft cloth to further ensure all components 
are debris free before reassembly of the drum.

With all components cleaned and checked for damage we 
are now ready to reassemble the drum, mount the new 
heads and tune.

Tuning 

All drum tuning starts with the technique below and then 
follows the additional section related to the drum element 
you are tuning.

 � Mount the new head on the drum bearing edge 
ensuring the drumhead logo is in line with the badge 
on the side of the drum shell.

 �  Replace the counter hoop ensuring the head is 
centered within.

 �  Replace tension rods into the counter hoop and lug 
boxes and finger tighten until all make full contact with 
the counter hoop to create an equal starting tension. 
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Evans drumheads require little to no breaking in due to 
our Level 360 profile which provides a positively seated 
head against the bearing edge of the drum shell and 
roll over flesh hoop which ensures stability and tuning 
accuracy straight out of the box. For this reason we don’t 
recommend ‘breaking in’, seating or stretching the head 
prior to tuning. Rather than over-tensioning the head to 
force it to break in which can reduce the lifespan of a 
drumhead even before it has been played, the best tuning 
method is to bring the drumhead up to your desired pitch 
and play. Always remember to fine-tune it from time to 
time to maintain a consistent drum sound.      >>

When tuning from scratch, use the cross lug tuning 
sequence below to ensure the drum head has a balanced 
tension all the way around.

Live Music Drum Maintenance & Tuning

Fig. 1
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Tuning techniques for each drum kit element

Toms 

1.       Start with the tension-rods barely touching the rim 
(barely finger-tight).

2.       While tapping the center of the head lightly with 
a drumstick, start applying tension to each rod (1/4 
turn at a time) until the head begins to resonate. 
Remember to use the cross lug tuning sequence.

3.       Continue tapping the head directly in front of each 
tension rod (1” from the bearing edge), listening closely 
to the pitch. Continue moving around the drumhead 
striving for equal pitches at each tension rod.

4.       If the pitch is too high in one area, quickly decrease 
tension at the nearest rod and bring it back up to the 
pitch you are aiming for. Try to sing the pitch you are 
targeting (even if it is just in your head). 

Note: Top head and bottom head tension and pitch should 
be relatively equal.

Snare 

The snare drum is central to the feel of the kit and getting 
a good sound starts with the heads and the snare wires. 

1.       Mount both heads using our sequential tuning pattern. 
Tension them until they begin to resonate using the 
cross-lug tuning sequence. 

2.       Set the pitch on a tuner or smartphone tuner app 
to A-440 and tune the bottom head up to that note 
using the “cross-lug tuning sequence”. If a tuner is not 
available to you, tension can be achieved without. 
The ideal tension can be described as tabletop tight, 
medium high to high tension balanced all the way 
around the drum. Don’t be scared to take the head 
up to tension but be mindful not to overtighten 
as the snare side head is 1/3 of the thickness of a 
standard batter head.

3.       Flip the drum over and tune the batter head slightly 
higher in pitch (also using the “cross-lug tuning 
sequence”). Adjust the batter head using quarter 
turns either up or down ensuring this is repeated on 
each lug of the drum. This will cover a huge spectrum 
of snare sounds. The key is to experiment!

Snare Wires 

1.       Thread your snare cord or a nylon strap through the 
holes or slots on one end of the snare wire unit and 
then thread it through the fixed clamp attached to the 
side of the drum (“butt-end” of the snare strainer). 

2.       Position the snare unit dead center on the bottom 
head. Using your thumb, hold down the opposite 
end of the snare unit against the head and pull the 
snare cord (or strap) through the butt-end clamp 
until it is taught.

3.       Making sure the unit is still centered on the bottom 
head; lock the butt-end clamp down.

4.       Turn the throw-off tension knob counter-clockwise 
until the clamp is about halfway between its tightest 
and loosest positions.      >>

Live Music Drum Maintenance & Tuning
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Live Music Drum Maintenance & Tuning

5.       With the throw-off in the OFF position, thread the 
snare chord or strap through the holes on the end 
of the snare unit and then through the clamp on the 
adjustable snare strainer.

6.       Gently pull the strap downwards and secure it into 
the clamp.

7.       Throw the strainer “ON” and play the drum. The snares 
will likely be too loose, so turn off the strainer and 
tighten the knob. Repeat this process until you’ve 
achieved your desired sound.

Note: It is worth experimenting with wire tensions 
dependent on how the snare drum batter is tuned. 
High tension tuning lends itself to more snare buzz and 
therefore may require more tension on the wire. 

Be mindful not to over tighten the wire as this will choke 
the drum and also stretch out the coiled snare wires.

Bass Drum 

The bass drum is the heartbeat of the kit, so you want it to 
sound big and feel great. For most musical styles, the goal 
is to get the lowest pitch from both heads. 

1.       Start by tightening the batter head using the “cross-lug 
tuning sequence” until the head begins to resonate.

2.       To achieve the lowest possible pitch for your bass 
drum, stand over the drum and place your palm in the 
center of the head. While applying pressure, de-tune 
each tension rod until you begin to see wrinkles, then 
tighten each tension rod one turn back up. The drum 
should be at the lowest pitch while still resonating.

3.       Flip the drum over with the batter head against the 
floor and mount the front head in the same fashion.

4.       Position the drum into the playing position and attach 
the pedal ensuring the bass drum is parallel to the floor 
for maximum low end. Try not to tilt your bass drum 
towards you as this distorts the wood hoop, both 
raising the pitch of the drum and chocking the shell.

Note: Experiment with different damping such as the 
Evans EQPAD bass drum pillow. Dependent on the room 
you’re in different damping will be required, but try not 
to overly dampen the drum straight off. This is often a 
quick fix for a badly tuned drum and will reduce volume, 
projection and low end.

The above tuning tips are a general guide for achieving 
a good all round drum sound that will cover the main 
musical genres. The more you practice and experiment, 
the more confident you will become in the basic 
techniques. From there you can start to explore different 
drum head combinations and tuning parameters to realise 
your perfect drum sound. 

Remember there is no right or wrong drum sound – it is 
your personal preference and a major part of what defines 
your sound as a player.

Ben Alldred
Percussion Specialist with Evans (D’Addario UK)
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Live Music Technical Riders & Stage Layouts

Technical Riders & Stage Layouts
James Warrender 
Enterprise Coordinator

Technical Riders & Stage Layouts

Technical Riders (Tech Specs) and Stage Layouts are 
incredibly useful documents to have when looking to 
perform live in a venue (Figs. 2 & 3). They enable you to 
share your technical requirements with venue staff and 
engineers in a professional manner, helping to ensure that 
preparation for your performance includes the correct 
equipment and staging. It gives venues and engineers 
a chance to see if they can accommodate all of your 
requests ahead of your gig/concert, gives you the artist 
the opportunity to go through all aspects of your live set-
up, and in turn assists with making sure the show runs as 
smoothly as possible for all parties.

With input from a variety of sound engineers, we have 
provided examples of a technical rider and stage layout 
that should be applicable for any performance in the UK. 

Below are a few tips to help with putting these documents 
together:

 � Keep things simple – don’t over complicate your tech 
rider or stage layout. In many cases, you can likely just 
supply one or the other. If you have a large ensemble, 
it may be easier to supply both, but ensure you don’t 
overdo the detail.

 � Provide names on your stage layout – this helps the 
technical team/engineer learn your names and avoids 
people being addressed by the instrument they play.

 � Indicate any equipment you hope to have provided by 
the venue – this would normally be agreed in advance 
of the performance. Make sure you clearly outline any 
equipment you can’t provide, or anything you would 
like the venue or other performers to source.

Hospitality Riders (Backstage Rider)

These documents are used to outline an artist’s non-
technical requests when performing at a venue. This will 
often include the provision of clean towels, drinks and 
sometimes food items. For unestablished acts, you can 
usually expect these basics to be provided without sending 
a rider request. 

Hospitality riders for more established artists 
(commanding larger fees) will list many more requests 
such as accommodation specifics, luxury goods and other 
assorted services. 

Be aware that if you do have specific hospitality rider 
requests, the cost of providing them may be deducted 
from any available performance fees.

Dependant on the venue and promoter, an artist may be 
offered the option of a ‘Buy out’ within their hospitality 
rider. This refers to funds that are to be allocated towards 
buying food provisions. This may replace any other items, 
or be in lieu of onsite catering facilities.

James Warrender 
Enterprise Coordinator
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The Sparrow Inspectors 
Technical Rider

Line Up
Sheila – lead vocals, guitar
Bob – electric guitar
Gavin – bass guitar
Rob – keyboard player, backing vocals
Sally – drums, backing vocals
Dave – Trumpet/Bugle
Carly – Violin/Cello

Channel Description

1 Kick

2 Snare

3 Tom 1

4 Tom 2

5 Hats

6 Ride/Overhead

7 Bass Guitar (Orange Combo) DI box required

8 Electric Guitar (Fender Bassman)

9 Lead Vocals Guitar (Marshall Combo)

10 Keyboard Stereo Left – DI box required

11 Keyboard Stereo Right – DI box required

12 Keyboard BV’s

13 Drum BV’s

14 Lead Vocals – own BETA mic supplied

15 Brass

16 Strings

Channel List
Monitor Mixes
Ideally 4 separate mixes provided for band. No specifics other than 
a balance of all instruments in monitors, and lots of kick for Sheila.

Band Contact 
Gavin Brossdale   |   07712345698   |   gbforever92@jmail.co.uk
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Deaf-Friendly Venue & Event Guide with 
Attitude is Everything

Attitude is Everything

For those of you who are aspiring promoters and venue 
owners, it’s worth considering whether your events are 
accessible and inclusive for the fans who are disabled or 
deaf. Attitude Is Everything is an organisation fighting 
to ensure that these often overlooked gig attendees are 
supported in the best possible way.

‘Deaf-Friendly Venue & Event Guide’

We’ve put together a short guide for venues and festivals 
interested in improving access for Deaf and hard of hearing 
customers. You might be wondering why they should – 
well, while it’s a common misconception that Deaf people 
wouldn’t be interested in live music, this  couldn’t be 
further from the truth. What’s more, 11 million people in 
the UK experience some degree of hearing loss – that’s 1 
in 6 of us! No venue or festival, no matter its size, should 
be providing a sub-par service to a sixth of its customers. 

Here’s what you can do:

Ensure equal access to booking tickets

Our research has shown that venues and festivals not 
providing accessible booking systems is one of the largest 
barriers Deaf and disabled people face when seeking to 
access live music. 

Live Music Deaf-Friendly Venue & Event Guide with Attitude is Everything

This is easily remedied by providing a variety of different 
means to book tickets and discuss access requirements 
– i.e. online, via email, over the phone, and face-to-face 
– allowing people with differing communication needs 
access the service.

Additionally, many deaf people use  Next Generation 
Text Relay, a service designed to enable deaf people to 
communicate over the phone, with an operator acting 
as an intermediary between someone using a text phone 
and someone using a telephone. On your contacts page 
you can state that you welcome calls from people using 
Typetalk to demonstrate your awareness. All customer 
service staff should be briefed on the etiquette of using 
this system.

Provide a flexible personal assistant ticket scheme 

Deaf and disabled people should be able to apply for an extra 
ticket, free of charge, if they would be unable to attend a 
gig or outdoor event without the active support of another 
person, ensuring that they do not face additional costs in 
meeting their access needs. Some Deaf or hard of hearing 
customers may require, for example, a communication 
support worker whose job it is to enable Deaf people 
who use British Sign Language or another communication 
method to communicate with hearing people.

If you’re not sure how to validate requests for personal 
assistant tickets, check out our guide to evidencing disability.
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Update your box office or wristband exchange

Having an accessible box office or wristband exchange 
makes a great difference to the customer experience. 
Have your box office or wristband exchange fitted with 
hearing loops (these enable people who use hearing aids 
to pick up an amplified audio feed), and provide your staff 
with disability equality training.

Improve access to the performance itself

There are a variety of adjustments that can be made to 
improve the experience of a live music event for someone 
with a hearing impairment:

Hearing Loops and Infared Systems can give hearing aid 
users a better auditory experience.

Captioning of lyrics and speech – find out more about 
Attitude is Everything’s experience of  live captioning and 
what it can add to live music performances.

British Sign Language interpretation of lyrics and speech 
– see for yourself what sign language interpretation can 
add to a performance:

If you can offer any of these options, shout about it! List 
them on your website and contact local deaf organisations 
to promote what is on offer.

Welcome assistance dogs

Increasing numbers of deaf people make use of Hearing 
Dogs. Ensure that you have a policy in place to accomodate 
them, brief staff on this, and include it in your online access 
information.

Make sure your staff are aware

Regardless of what adjustments have been made to 
facilities, lack of staff awareness leads to bad  customer 
service  and can ruin the experience of a gig or festival. 
Ensuring that members of staff are fully trained in what 
access provision is in place, what it’s for, how this works 
and what policies or processes are used can make all the 
difference to a customer’s experience.

Join our Charter of Best Practice

If this has piqued your interest and you’d like to find out 
more about improving the accessibility of your venue, 
festival or event, please get in touch – we offer practical 
guidance on improving all areas of access and recognise 
achievements through the Bronze, Silver and Gold levels 
of our Charter of Best Practice.

For more information regarding DIY events, and growing 
your fanbase while ensuring you cater for those who are 
disabled or deaf, Attitude Is Everything have their very own 
DIY Access Guide which can be found on their website.

Attitude Is Everything
info@attitudeiseverything.org.uk

Twitter: @attitudetweets
Instagram: attitudeiseverythinghq
Facebook:@attitudeiseverything

Live Music Deaf-Friendly Venue & Event Guide with Attitude is Everything
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Optimising Performance Using The 
Chimp Model: Learn how you Could 
Manage Performance Anxiety
Dr Anna Waters

Stage fright, performance anxiety, nerves, jitters are just 
a few of the terms used to describe the feelings many 
musicians experience when they are about to audition, or 
perform.  Most performers will probably have experienced 
what nerves can feel like, but where do these nerves come 
from and how can we manage them?  

When you are about to go on stage, I’m sure many of you 
will know the feelings of sweaty/shaky hands, feeling sick, 
trembling voice, needing the toilet and a voice inside your 
head asking you why you keep putting yourself through 
this and desperately looking for any possible way that you 
can run away and get as far away from the stage as possible 
…. does this sound familiar?  Well, this is just your flight, 
fight, freeze instinct kicking in and making you feel like this 
is a dangerous situation that you need to escape from.  Let 
me explain in more detail why many of us experience this…

The Chimp Model

You may have heard of the Chimp Model developed by 
Professor Steve Peters and used by well-known athletes 
such as Sir Chris Hoy, Vicky Pendleton and Ronnie O’Sullivan 
to name but a few!  The model is now becoming popular 
with musicians of all genres.

The Chimp Model simplifies complex neuroscience and 
provides a framework to help better understand your 
thoughts, feelings and behaviours. The model explains 
how the mind can be seen as having three teams, each 

Managing Performance Anxiety: The Chimp Model

with their own agenda and way of working. The Human 
(you), is mainly based in the frontal lobe, is associated 
with logical thinking, and works with facts and truth. It is 
solution-focussed. The Chimp, mainly based in the limbic 
system, is an independent emotional thinking machine 
that works with feelings and impressions, and acts without 
your permission! It is very much problem-focussed.

 
 
The Human and Chimp are two separate thinking machines 
that independently interpret our experiences. Either of 
them can take control, but they can also work together.  
Interestingly, our Chimps cannot tell the difference between 
an actual threat and a perceived threat as they are working 
with feelings and impressions, rather than facts.

There is also the Computer, spread throughout the brain, 
which is a storage area for programmed thoughts and 
behaviours.  When you are performing at your best you are 
using an automatic programme stored in your Computer.  
The Human and the Chimp can both put information into 
the Computer and the key is to store helpful information 
in the Computer.

In this model, everyone has an inner Chimp. Your Chimp is 
the one that responds with Fight, Flight or Freeze, which 
is helpful when facing real danger, but unhelpful and 
inappropriate when you are standing at the side of the 
stage about to go out and perform!    >>

Your Chimp is the one that responds with Fight, Flight 
or Freeze, which is helpful when facing real danger, but 
unhelpful and inappropriate when you are standing at 
the side of the stage about to go out and perform!

Live Music
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How it applies to Performance Anxiety

When you are performing at your best, you are using an 
automatic programme that is stored in your Computer.  If 
you become anxious, the blood flow moves away from the 
Computer to the Chimp. The Chimp thinks emotionally 
and unpredictably, so it’s not the best place for the blood 
flow to be in if you want to perform consistently and at 
your best.  It also means that you become focused on the 
feelings of anxiety (problem-focussed), rather than what 
you need to concentrate on in order to perform at your 
best (solution-focussed).  

Learning to recognise the difference between yourself and 
your Chimp is an important first step to gaining insight into 
your unique mind. Whenever you have feelings, emotions 
or thoughts that you don’t want, then your emotional 
circuits (the Chimp) are hijacking you. 

Your Human may try to take back control from the Chimp, 
but the Chimp is much quicker and stronger than you. For 
example, if you feel nervous before performing, your Human, 
may logically know that the situation isn’t dangerous, but 
you cannot control your emotional reaction. Recognising 
that it is your Chimp reacting and not you is the first step 
to managing performance anxiety. It will also stop you from 
beating yourself up about feeling anxious. 

One simple way to manage anxiety in the heat of the 
moment is:

 � Recognise the Chimp is reacting

 � Slow down your thinking (to allow the Human to  
get involved)

 � Get perspective

 � Have a plan

The key way to start to manage performance anxiety is to 
get to know your unique Chimp, and then you can start to 
manage him or her.  I have outlined five tips below which 
should help you to get started.

5 Tips to help you manage performance anxiety

1. Face up to your fears  

Most performers tend to try to block out or ignore any 
fears or concerns about an upcoming performance, in the 
hope that they will just go away. This is often ineffective. 
Instead try telling a friend about your fears or writing them 
down. Then try to rationalise them and come up with a 
plan to manage what it is your Chimp is anxious about. So 
for example, if your Chimp is worried about:

 � ‘What if I make a mistake?’ – you could tell your 
Chimp that everyone makes mistakes from time to 
time, you didn’t intentionally do it, and the audience 
may not even notice.  Then develop a plan for what 
you need to do to accept the mistake for what it is 
and refocus on your performance quickly.    >>

Managing Performance Anxiety: The Chimp ModelLive Music
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 � ‘What if everyone thinks I am rubbish?’ – you could 
tell your Chimp that you cannot control the audience/
judge/audition panel’s opinion of your performance.  
The only thing that is within your control is delivering 
your own performance to the best of your ability.  
You could develop a list of what you need to focus 
on during your performance to perform at your best, 
and then remind yourself that this is what you need 
to focus on.

2. Maintain perspective  

Performing is probably something you love doing, but your 
Chimp might be making it feel like a life or death situation.

 � Remind your Chimp what it is you love about 
performing. What do you love about being a musician?  
This is what you need to tap into and remind your 
Chimp about.  

3. Focus on doing your best

This is so important. Your Chimp will want everyone to 
love you and to be the best. But the rational logical part 
of your brain can understand that you need to focus on 
doing your best.  

 � You could ask yourself what doing your best looks like 
and write up a list. For example, a list of the processes 
that you can follow.

 � Remind yourself that this is what you need to focus 
on and if you do your best (which you will) then you 
can’t ask any more of yourself.

Managing Performance Anxiety: The Chimp Model

 4. Understand what is within your control and what is not 

Many performers focus on things outside of their control 
and this causes them to feel anxious. For example, wanting 
to impress people, wanting to win the audition etc. The list 
that you could develop on what you need to focus on to 
perform at you best (point 3 above) are the only areas that 
are really within your control.

5. Manage your expectations

Have realistic expectations for your performance.  
There is no such thing as the perfect performance.  Any 
performance that you do could always be performed 
differently, by yourself, or someone else. So, instead of 
getting caught up worrying about needing to deliver the 
perfect performance, focus on preparing as well as you 
can, helping your Chimp to address any fears or concerns 
ahead of your performance and then you and your Chimp 
can step out onto the stage ready to perform at your best.

Hopefully this gives you some insight into your unique 
mind and some ideas for how you could start to manage 
any performance anxiety that you may be experiencing.

Dr Anna Waters
Psychologist at Chimp Management Ltd.

www.chimpmanagement.com  
annawaters@chimpmanagement.com

Live Music
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When & How to Employ a PR Company

Marketing & 
Promotion

When & How to Employ a PR Company
From Simon Glacken, Director at I Like Press

As with most parts of the music industry, PR from the 
outside can seem like a cut throat world, full of intrigue 
and mystery. And a lot of the time it is, but as with most 
things, if you dig a little deeper it’s a lot easier to get 
involved than you think.

Whether you are a solo artist or in a band there’s a good 
chance that at some point you’re going to want to build 
your profile, grow your audience and spread the word 
about your music through getting coverage in magazines, 
blogs, websites and podcasts. There are so many outlets 
out there with all sorts of different ways of reaching them, 
that it can be overwhelming to try and sit down and do it 
yourself from scratch. Now it’s not to say this isn’t possible 
as we all have to start somewhere (like we did), but this is 
where hiring a music PR can come in. While there are no 
set rules, before you approach anyone it’s probably best to 
ask yourself a few questions.

Is it the right time?

If you are going to make the financial commitment to 
invest in PR then it is important that you are in the right 
place as an artist. A brand new band, with little to no profile, 
who haven’t played many shows and only have a couple 
of songs to their name are probably better spending their 
time playing together more to develop their sound and 
identity as well as getting some more shows under their 
belt. Taking this time also helps to build the story behind 
your music.    >>
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The more music you make and the more shows you play, 
the more tales you might have to tell as you create your 
own history.

In the case of the music itself, more often than not, the 
first songs you wrote a couple of years ago won’t be as 
great as the tracks you are creating now. Therefore, if you 
are looking at hiring a PR to take your music out to press, 
then you want it to be some of your strongest and best 
material to help make the biggest impact.

If you feel the time isn’t right to hire someone then you 
could always look to do some PR yourself. You could do 
this by reaching out to local magazines and newspapers  
to write about you or hitting up a few select blogs that  
you feel might be into your music. There is nothing wrong 
with being proactive.

What do I want to get out of this?

One thing to keep in mind is that getting reviews and 
features doesn’t always guarantee sales. At the early stage 
of your career it’s more about building your profile, creating 
interest in your band as well as creating opportunities 
and ‘opening doors’. Glowing reviews might help you 
secure better gigs or a slot at a festival. It might help you 
grow your social media following and it could give you 
ammunition when it comes to reaching out to booking 
agents or record labels. So before investing money into PR 
you want to be clear about what you are looking to get out 
of it, as financially you might not see much of a monetary 
return in your investment in the short-term. If you find 
yourself playing at a major music festival due to a blog 
piece secured by a PR company, does that hold more value 
to you personally than being out of pocket financially?

When & How to Employ a PR CompanyMarketing & Promotion

Who should I approach PR and how?

If you feel that the time is right and you want to hire 
someone, then the next question you have to ask is 
whom should you approach? There are a ton of music PR 
companies, but as with any industry, there are some good 
ones, and there are some bad ones. The biggest thing to 
keep in mind is that no matter whom you hire, and how 
much you pay, coverage and results are never a guarantee.

The best thing you can really do is take the time to do 
your research. One method is to look at a few artists you 
would compare yourself to and then see who takes care of 
their PR. But it’s also important to be realistic, so look at the 
other artists on their roster to see if they work with smaller/
newer acts, as they may only service large established acts.

You probably already have an idea of the sort of magazines 
and sites you would like to see writing about your music. 
Whether it be NME.com, Jazzwise, The Guardian or Metal 
Hammer, it’s worth looking at a PR company’s website  
to better understand what they are securing for their 
artists. Often they will post the coverage they achieve on 
their social media outlets also, so if they do not look to 
be hitting your desired targets then they might not be the 
best fit for you.

Now you have decided on which PR you would like to 
approach, the next thing to consider is how to do it. Email 
is the best (and most obvious) way to start communication, 
and the important factor here is to make sure you take the    
>> 

…the important factor here is to make sure you take 
the time to personalise this as much as possible. 
Emails that feel like they have merely been copied, 
pasted and sent to lots of people will most likely be 
ignored and deleted. 
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time to personalise this as much as possible. Emails that 
feel like they have merely been copied, pasted and sent 
to lots of people will most likely be ignored and deleted. 
The same goes for copying or blind copying many people 
into an email when asking if they want to work with you.  
It looks lazy, unprofessional and impersonal.

Take the time to do the research on who you are emailing, 
and while this might seem obvious, make sure you address 
them by their name. You would be surprised by how many 
times I Like Press receive emails that don’t do this. It is also 
worth showing that you know a little about the company you 
are contacting i.e. say that you are getting in touch because 
you are fans of bands X and Y who they work with, and you 
feel your band shares some comparisons with them.

In the same email, include a link to at least one new track 
that you are looking for the PR company to potentially 
work on, as well as some information on the band and a 
press shot. In terms of the music you provide, make sure 
it is as a link to a streaming site rather than an attachment. 
You don’t want to clog up the receiver’s inbox with 
attachments or run the risk of hitting their firewall. 

If you don’t receive a response within a week, follow up 
with a polite email to chase them. Sometimes emails do 
get missed and a little nudge might result in them checking 
your original email if they had overlooked it. If you still 
don’t hear back it might be reasonable to assume that they 
either aren’t interested in working with your project/music, 
or don’t have the capacity to take on more clients.

If a PR company does respond positively, and with an 
interest in working with your music, then attempt to 
organise a meeting or phone call as soon as possible. 

Firstly, this allows you to discuss ideas and targets around a 
potential campaign proposal, and decide whether they align 
with your own hopes. Secondly, it gives you a feel for the 
company or person you could potentially be working with. 
After all, you are going to be communicating with them 
closely for a period of weeks/months after handing over 
your hard-earned money, so you need to feel comfortable 
working together, and positive about the relationship. 

I’m working with a PR company. How do I get the most 
out of it?

Now that you have found a PR company to work with, 
and they are cracking on with the agreed PR campaign, 
you want to ensure that you get the most out of it, and 
planning is definitely a key factor here. For example, if you 
were looking to release an album then you would want to 
work with your PR to find the best way of maximising the 
release. This could include planning dates for potential 
track releases, video premieres, tour announcements and 
album streams across the campaign.

Different companies work in different ways, but you should 
always request regular reports and updates every few 
weeks. This lets you see who they have approached so far, 
the feedback they have received, and the coverage they 
are set to achieve. It also allows you to make suggestions 
if you think they have potentially missed something that 
could be ideal for your release. If you haven’t received a 
report after a few weeks, then ask for one.

You should hope to receive a number of interview 
requests as part of the campaign, so be prepared to make 
yourself available for a few hours each week to do phone 
interviews, face-to-face interviews or email interviews. If 
there are many of these requests, then delegating them to 
different band members can be a good idea. This also    >>

When & How to Employ a PR CompanyMarketing & Promotion

If a PR company does respond positively, and with an 
interest in working with your music, then attempt to 
organise a meeting or phone call as soon as possible.
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Musical Life

likely means that each interviewer will receive a slightly 
different response, which may be good for displaying 
different personalities or creating variety for the consumer. If 
you are a solo artist then take your time to provide different 
angles and answers, while maintaining your artistic message.

Regardless of your approach, make sure you respond to 
interviews quickly and complete them in good time, as 
fulfilling these late can reflect badly on you and the PR, and 
could result in a missed opportunity. Remember there are 
likely many others artists and bands in a similar position to 
yourself, so if you are not on the ball, future opportunities may 
go elsewhere. Many publications also work to tight deadlines, 
so help them by promptly responding with good material.

When positive pieces of coverage are published, it is 
beneficial to share these on your social media outlets 
throughout the PR campaign. The places that write about 
you like to see artists sharing their coverage too. It also helps 
increase traffic to the article, which in turn only serves to 
promote you the artist more.

At the end of the campaign, you should receive a final report. 
If it has gone well, it should have a reasonable amount of 
coverage and review quotes that you can use going forward. 
At this stage, it is worth speaking to your PR to get their 
thoughts on the success (or lack of) of the campaign. This 
may offer up some useful insights for future releases, and 
may help you decide which (if any) PR company to use for 
future releases.

From Simon Glacken 
Director at I Like Press 

simonglacken@ilikepress.co.uk

When positive pieces of coverage are published, it is 
beneficial to share these on your social media outlets 
throughout the PR campaign. 

Top Tips for Becoming a PR Consultant in 
the Music Industry with Shona Galletly
Shona Galletly Public Relations

What steps would you recommend students take to try 
and become a paid classical PR consultant?

I would recommend that students who wish to become a 
paid PR Consultant combine their in-depth knowledge and 
love of a wide range of music with a qualification in PR and or 
Marketing which provide a solid basis for understanding the 
very specific need of artists and events promotion. Any hands 
on experience in a voluntary capacity of promoting an event, 
artist or company will also help deepen that knowledge.

Five tips for working successfully in a professional 
environment

1.       Be knowledgeable about the artist or event you  
are promoting

2.       Be knowledgeable about the media outlets you are 
pitching to i.e. be aware of their deadlines, and be 
aware of appropriate sections for the story you’re 
suggesting to them

3.      Be accurate in the information you send

4.       Be efficient and mindful of deadlines

5.       Be creative 

Flexibility and proficiency are also highly desirable qualities 
in freelance PR consultancy.    >>

Top Tips for becoming a PR in the music industry
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Can you make a living from PR?

You can make a living from freelance PR consultancy 
provided you are prepared to manage erratic cash flow 
situations and have realistic expectations. PR & Marketing 
in the arts are useful disciplines which can be combined 
with your own performing or teaching career as part of a 
wider career portfolio.

If you could look back and give yourself one piece of 
advice when you started out, what would it be? 

One piece of advice I would have given myself when starting 
out as a freelancer is to believe in yourself and trust your 
instincts – that’s two but they are connected!

What have been the highlights of your PR career so far?

Undoubtedly launching the first free classical digital CD 
download for the violinist Tasmin Little. It went everywhere! 
Tasmin was a delight to work with and still cites this as a major 
turning point in her career. More recently seeing the amazing 
Yorkshire based Breaking Tradition, the UK’s leading folk and 
hip hop dance company come together with award-winning 
folk powerhouse ‘The Demon Barbers’ to create ‘QUEST’ for 
families, gamers and live music & dance lovers of all ages. I 
look forward to promoting their tour this autumn.

SGPR creates Media and PR Campaigns for clients across a 
wide range of music including classical, early, contemporary, 
folk and jazz and for multi-art form projects which feature 
music, dance and visual arts.

Shona Galletly  
Public Relations

Musical Life Top Tips for becoming a PR in the music industry

Legal
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Legal Music Publishing Income Streams

Music Publishing Income Streams
Pete Bott, Music specialist solicitor at Sound Advice, London

Introduction

Music publishing concerns the rights and activities relating 
to musical compositions such as songs (including lyrics) 
and library music. Importantly, these publishing rights and 
activities are distinct from those relating to the sound 
recordings of compositions.

A great deal of income can be earned from the use of 
compositions, whether that’s a song being played on the 
radio or an instrumental being synched with a feature film.  
The wide variety of uses can be broken down into the 
following main sources of income: 

Performance Income

If you are a member of PRS or affiliated collecting society 
and your compositions are registered correctly, there will 
be a fee payable every time that composition is performed 
live, played in public or broadcast over TV, radio or the 
internet. These fees are paid by the persons responsible for 
playing or broadcasting the song (e.g. night clubs; festivals; 
TV channels; and websites) and come in the form of either 
one-off usage licences or annual blanket licences. PRS uses 
its database to identify the rights holders of the publishing 
copyright and distributes their share of the revenue to 
them accordingly (after deducting the PRS commission). 

When entering a publishing deal it is worth noting that 
the composer will always receive 50% of these net fees 
direct from PRS (the “writer’s share”) and it is usual for 

the publisher to be entitled to collect the other 50% (the 
“publisher’s share”). The composer will then often also 
receive some of the publisher’s share from the publisher 
after collection, but this is subject to the terms agreed in 
the publishing contract.

Performance income can be a highly lucrative income stream 
for composers. It is also especially useful in assisting with 
cash flow for those composers who are unrecouped under 
their publishing contracts, as they will continue to receive 
their writer’s share from PRS directly. The PRS website has 
plenty of useful guides for maximising performance income 
including how to register live gig performances.

Mechanical Income

Mechanical royalties are paid by the entities (usually record 
companies) using compositions in the form of records. 
These royalties derive from the grant of a “mechanical 
licence” from the owner of the publishing copyright to 
the record company reproducing the compositions in the 
form of records. For every sale, there is a statutory rate 
(in the UK) payable by the record company to the owner 
of the publishing copyright. This is regulated by MCPS, a 
branch of PRS. MCPS collects the royalties and pays them 
to the publishers. The statutory rate is obligatory and is 
a fixed rate of 8.5% of the dealer price. It is therefore a 
guaranteed stream of income for a composer (particularly 
a singer/songwriter) if their compositions are recorded, 
manufactured and sold by a record company.    >>
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Synchronisation Income

It is commonplace to hear a composition in the background 
of a broadcasted audio-visual advert, film or TV show. When 
this occurs, there is a fee payable by the user of the music 
to both the owner of the sound recording and the owner 
of the publishing copyrights. The amount of these fees is 
subject to negotiation between the rights holders and the 
entities wishing to make use of the rights; however, they can 
be substantial and significant for any composer, particularly 
if the composer is the owner of both the sound recording 
and the publishing copyrights. If you do not have a publisher 
and you are approached for the synchronisation of your 
composition, then you should be careful to clarify how the 
composition is to be used (e.g. the length of the clip; the 
media (TV, film and/or internet); and the context of use). 
This will help you negotiate an appropriate fee and establish 
that any additional uses will be subject to a further fee.

Covers

Over the years there have been countless cover songs 
released by record companies. A great example of this 
would be the classic song “All Along The Watchtower”. 
While most people will associate this song with Jimi 
Hendrix, it was originally written and recorded by Bob 
Dylan. As the original songwriter of the song, Bob Dylan 
will be entitled to the publishing income generated from 
the use of Jimi Hendrix’s released recording; whereas, Jimi 
Hendrix and his record company will receive the income 
from the sound recording. All singer/songwriters should 
be open-minded when considering granting permission to 
another artist to record a composition – you could end up 
with a hit on your hands and some extra income too!

Print 

Traditionally, a publisher’s main purpose was to reproduce 
and publish printed compositions in books and folios, 
which is where the name “publisher” comes from. They 
would sell the reproduced sheet music to generate 
income. Nowadays, this practice is less common and 
not a prominent source of income for most composers; 
however, it can still be profitable for some composers (just 
think of all those Ed Sheeran or Adele chord books sold).  
In addition, if a substantial section from a composition is 
printed on merchandise (e.g. to be sold in tandem with 
live performances or on online stores), there will be extra 
income payable to the composer. As a result, while printed 
sheet music is no longer considered a composer’s main 
source of income, it can provide a nice boost.

Pete Bott
Senior Associate, Sound Advice

Legal Music Publishing Income Streams
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Thanks to the LCoM Events and Enterprise Department staff 
that helped to create this guide including James Warrender 
(Editor), James Wilson, Tristan Watson and Dr Paul Abbott.

The Online Guide

Find the full Musicians’ Survival Guide 
Online: www.lcm.ac.uk/survivalguide  

Check back regularly as we expand our online resources 
with more content for the guide, blog posts, and 
interviews.

Build your professional network, and stay involved 
with life at the conservatoire.

As a graduate, our Alumni Association is on hand to 
provide you with access to a package of benefits, 
connections and lifelong support. To sign up to our 
online networking portal visit www.lcomalumni.co.uk. 
For further information visit www.lcm.ac.uk/alumni or 
contact us at Alumni@lcm.ac.uk or on 0113 222 3438.

Would you like to see a topic covered?

We need your feedback and suggestions on the 
content of this guide to keep it relevant and useful 
to you. Please get in touch if there are any topics you 
would like to see covered in the future by contacting: 
agency@lcm.ac.uk or Tweet us @LeedsMusic.

Are you able to contribute?

We continue to build the Musician’s Survival Guide 
throughout the year, adding more content online 
and preparing for future publications. If you feel you 
have something to offer, please do get in touch. Email: 
agency@lcm.ac.uk
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This guide will also be available 
on our website, along with previous 
editions: www.lcm.ac.uk/survivalguide

Edition 1

MUSICIANS’ SURVIVAL GUIDE

Edition 1 Edition 2
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Why do you need a band/artist agreement?

MUSICIANS’ 
SURVIVAL GUIDE
Edition 2 

www.lcm.ac.uk/survivalguide

Musicians’ Survival Guide
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Legal & Finance

This guide is available as a large print PDF.
Please visit: www.lcm.ac.uk/survivalguide


