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Why do you need a band/artist agreement?

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

Now in our fourth year of producing this little guide, we still 
have an incredible wealth of subjects to explore.

We discuss the importance of the Keychange Movement 
in balancing gender representation on live line-ups, how to 
apply for festivals as an up and coming performer, and the 
role of a booking agent in an artist’s development. We learn 
from professional freelance musicians, online editors, chief 
executives and PR consultants. We look at commissioning 
new compositions, how to prepare for performances and 
how to build a portfolio career as a classical musician. We 
explore what a distribution company can offer you as an 
artist, the key reasons why a musician, writer  or producer 
may need a lawyer and what aspects to consider when 
designing artwork and developing a visual persona. 

In the back of this guide you will find links to organisations 
that can help support your health and wellbeing.

Everything you read here is also available on our website,
along with all previous editions of the guide:  
www.lcm.ac.uk/student-life/musicians-survival-guide

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

The Life of… A Freelance Cellist  
& Vocalist
Interview with Alex Marshall  
LCoM Alumna 

Can you briefly explain the area(s) of music you work in?

I’m a freelance cellist and vocalist specialising in commercial 
pop performance - which can include performances for 
video, TV and radio as well as some corporate and private 
engagements. I’m also the frontwoman for northern-
based function band Kudos, who perform at corporate 
events, weddings and parties across the country.

What does a typical working week look like for you?

One week to the other is never the same - I do a lot of 
travelling between gigs, and so tend to live my days as 
they come! One week might look empty one day, and the 
next there will be a gig that requires two rehearsal days, 
a production rehearsal and the performance… and then 
that’s the week booked out. I definitely have empty days 
and impossibly busy days but you have to just stay calm 
and stay organised. On quieter days, I’ll rehearse music in 
preparation for any upcoming performances or sit down 
and do some admin as well as trying to do as much as 
possible of the p-word – practice!

How do you find most of your work?

I find that most of my work comes from the connections 
I have made through performing with other musicians. I 
have met lots of string players who are working in the same 
sector by simply offering to play in concerts, recordings 
and shoots. As you build those connections, you all end 
up working together to offer ensembles that clients are 

able to book for sessions and performances. That being 
said, agencies and bookers are really important - once you 
have a promotional package (CV, videos, photos etc.) it’s 
definitely worth emailing it to lots of different agencies to 
make sure you are on their books for any work they might 
be able to put you forward for.

Was there a point when you realised that you could make 
a living from music?

LCoM always pushed the quartet I managed and performed 
in through the Musicians’ Booking Agency whilst I was still 
studying. I was always working part-time as a freelance 
cellist with the hope that I would be able to do it full time 
once I graduated. I then had a couple of part-time jobs 
when I finished my degree which were fantastic, but as I 
worked more as a freelancer my working pattern became 
more unpredictable and I decided to take the (admittedly 
very scary!) jump and go self-employed full-time.

How flexible do you need to be as a performer, and 
how proficient do you need to be on your instrument?

It is so important to hone your craft and be confident with 
your instrument. You often find that people rely on you to 
suggest things particular to your instrument in the studio, 
or experiment with different performance techniques. 
You need to be able to deliver so much playing-wise on 
demand. Sight-reading and transcribing is a key skill that 
I cannot stress enough. Sometimes music is sent out 24 
hours before a gig and  you are  required to transcribe a 
part from just the audio yourself. Similarly, more often than 
not, a lot of music for commercial purposes is required to 
be performed from memory so these skills are vital.       >>

The Life of… A Freelance Cellist and Vocalist (Alex Marshall)

Always be ready! You never know what gig will come 
in next, or what expertise you’ll need to secure it.
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What advice do you have for the next generation of 
performers coming into the music industry, and in 
particular for young female classical musicians?

Always be ready! You never know what gig will come in next, 
and you don’t know what expertise you’ll need to have to 
secure it. Be ready with lots of different skills, be ready with 
your attitude and be ready to work hard! Classical female 
musicians in particular face so much stereotyping and 
these must be challenged by young women being brave, 
being the bosses and being their absolute best!

What five tips would you give someone looking to make a 
living from live performance?

1.       Be organised.

2.       Be prepared to have quiet days and incredibly busy 
days all in the same month.

3.       Know everything you can about your setup, how 
everything works, and how other things that 
influence your performance work (i.e. playback, in-
ear mixing, EQ).

4.       Save money for quieter days and your tax bill 
throughout the year!

5.       Be approachable, friendly and nice! Make genuine 
connections with other people in the industry.

 
Alex Marshall  
LCoM Alumna

As music is a creative process, it goes without saying 
that you need to be flexible. You need to be able to take 
direction well and work towards a common goal rather 
than worrying about your own performance style. It could 
lose you the gig if you can’t work outside your comfort 
zone.

What have been your career highlights to date? What’s 
next on your bucket list?

My absolute favourite gig to date was performing 
with Paolo Nutini for Zermatt Unplugged, a festival in 
Switzerland. I was performing as part of a string quartet 
in a stripped back version of his Caustic Love album with 
the original string arranger for the album also performing. 
We were out for four days in rehearsals and production 
and we all hung out in this amazing place surrounded by 
mountains, and the gig itself was amazing - I know his 
music really well so couldn’t stop smiling the whole time! 
This is closely followed by performing with Mumford and 
Sons at The O2 and an Apple Music live streamed gig with 
Little Mix. I would absolutely love to do Glastonbury and 
a long original artist tour at some point so fingers crossed 
they cross my path in the future!

You perform as a cellist and a vocalist. Do you prioritise 
one over the other?

I am a bit more familiar with the string session circuit and 
what it means to be a classical player in the pop industry, 
but that doesn’t mean I don’t advertise myself as a 
vocalist as I really love both. It’s really useful to have the 
two disciplines and I find that if I’m not busy with cello, 
I’ll be able to work as a vocalist and in some situations 
they will even inform each other. I’ll be able to write string 
arrangements that I know will complement vocal melodies 
whilst also having an understanding of additional harmony 
for vocals.

Musical Life The Life of… A Freelance Cellist and Vocalist (Alex Marshall)
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Musical Life The Life of… A Chief Executive (Leeds International Piano Competition)

The Life Of… A Chief Executive 
(Leeds International Piano Competition)
Interview with Fiona Sinclair 
Chief Executive of The Leeds International  
Piano Competition

Before you established your career within the performing 
arts industry and higher education, you built up 
experience training as a musician and performer. How did 
your experience as a performer help nurture your career 
progression within the arts?

As a performer, I had first-hand understanding of the 
things that needed to be put in place for a performance. 
In classical music the conditions have to be optimal so 
that cultivates an eye for detail and keeps your standards 
very high. Musicians have to multi-task and prioritise all 
the time and that has been incredibly useful. I think the 
most important thing I learned was a better understanding 
of how music can impact people’s lives – finding ways to 
make the music I adore accessible and relevant to people 
has always been my motivation and is why I can’t wait to 
get to work each day! 

Do you have any advice for students making a career 
transition from performer to a more organisational 
business-led capacity?

Recognise the transferrable skills you already have – 
being a musician already equips you to be a creative, 
collaborative and practical planner. In my last role at 
Lancaster University, big blue chip companies would seek 
arts graduates who intrinsically have creativity, empathy, 
style, passion and an eye/ear for beauty and detail. These 
are all highly transferrable and valued qualities, whether 
you’re planning a festival or designing a website to sell 

widgets. But most of all, remember that the very best 
people in business are those who care about the art (or 
product/service) and its impact most, so let your passion 
drive you – all other skills can be learned!

Can you tell us a bit about the International Piano 
Competition and why it means so much to be given the 
opportunity to be the Chief Executive?

The Leeds is one of the four leading piano competitions in 
the world and I grew up watching it on TV with my Dad, 
so I have a long interest in it. But what attracted me to the 
role was the ways it has recently changed. Competitions 
sometimes get a bad press for their gladiatorial image, but 
The Leeds wanted to change that. We set out to become 
one of the most caring and friendly competitions in the 
world, so that our musicians have a great experience in our 
city and can take something positive away, whether they 
win a prize or not. Our jury is musician-led by world class 
pianists, so they understand the pressures and reality of a 
21st century pianist’s career, and every competitor has had 
access to their advice and support post-competition. But 
what’s really exciting are the new ways we are connecting 
with people in our city – as a CEO, I love the challenge 
of removing barriers and creating the structures and 
partnerships to make our artistic visions a reality, helping 
people find new reasons to love what we do.      >>

Remember that the very best people in business are 
those who care most, so let your passion drive you 
– all other skills can be learned!
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develop our relationships and programmes there. We have 
artistic partnerships with really awesome organisations like 
Steinway, Warner Classics, the BBC and Leeds College of 
Music (and I’m still giddy that I got to hang out with Lang 
Lang for a day!). I’ve enjoyed all my previous roles, but this 
does feel like a dream job…

As a successful female working in music, what would 
be your top tips for young aspiring females looking to 
progress and prosper within the industry?

You don’t have to look very far in our industry to find 
aspirational high-achieving women (and men) who can 
help show you the way. Mentors are invaluable and their 
experience can help you find shortcuts. I had never really 
thought gender bias affected me before I received some 
training about it, only a few years ago – I was staggered 
when the facts and figures were put in front of me. I’ve 
been given some astonishingly patronising advice about 
being a woman in business – everything from ‘cut your 
hair short’ and ‘don’t bring baking into the office’ to ‘do 
less work and network more’. So I’d say, educate yourself 
about the issues, acknowledge bias exists, call it out when 
you see it, but don’t let it define you – let your work speak 
for itself and be true to yourself. I have faith that the world 
will come right eventually!

Fiona Sinclair 
Chief Executive of The Leeds International  
Piano Competition

What skills have you learned in your time in the music 
industry that have allowed you to progress to this role?

I think the capacity to keep learning is the key to 
progression in any field – I’ve always sought to develop 
new skills and challenge myself. I think we all can learn 
a great deal by listening and observing our world more 
closely, and keeping an open mind is essential to seeing 
the potential in something and finding solutions.

You’ve clearly had a varied career, covering everything 
from Business Planning to Event Curation to Orchestral 
Programming to Arts Administration. What training and 
development did you go through to adapt to such a wide 
range of roles and responsibilities?

I was always very hands on and preferred working in 
small organisations – I learned about marketing, audience 
development, finance and fundraising all because (often) 
it was me and a few others who had to do it! I had no 
formal training at all until I was in my late 30s, and when I 
realised that if I wanted to make the next step, I needed 
to have more strategic capacity. That word is completely 
over-used, but it’s the difference between being able to 
make a practical plan to get something accomplished, and 
being reactive to your environment. Throughout, I’ve been 
incredibly lucky to have some really wonderful people who 
have shared their expertise and invested their time in me. 

What does being the Chief Executive entail and how is 
this different from previous roles?

At The Leeds, I’m responsible for devising and putting 
our business plan into action, working very closely with 
our Artistic Director and Board. Like many CEOs of arts 
charities, a large part of my role is fundraising. My previous 
role was within a much bigger organisation, but the variety 
of the job is similar, albeit on a more global scale. This year 
I will travel to Sweden, Singapore, Germany and the U.S. to 

Musical Life The Life of… A Chief Executive (Leeds International Piano Competition)



14 15

The Life Of… A Percussionist 
and Creative Producer
Interview with Eddy Hackett 
Percussionist and Creative Producer

Briefly explain the areas of music you work in.

I’m a performer, a music educator, and a creative producer 
and company director. I perform mostly within classical 
orchestras, playing with over 30 professional orchestras. I 
have done a lot of work as a guest principal percussionist 
also. I guest as an academic lecturer, doing a lot of work 
on the subject of entrepreneurship. This feeds in to my role 
as Director of the Lost Estate and the Arensky Chamber 
Orchestra.

What does a typical working week look like for you?

Each week tends to be different to the last, and changes 
with different times of the year. A typical week right now 
would revolve around meetings and work on The Lost 
Estate’s new project called The Lost Love Speakeasy. 
Alongside producing the show, I meet with the creative 
teams, organise set design and ensure venues are booked, 
talk with sponsors, oversee menu design, and keep a tight 
check on budget and the overall finance for the show.

I am doing a fair amount of academic lecturing across the 
UK and look after my band The Old Dirty Brasstards. We 
do about 100 gigs throughout the year, with about two to 
three gigs per week. We have been working on a project 
to perform debut albums of particular artists including 
the Arctic Monkeys and The Strokes, taking in corporate 
events as well as clubs such as Ronnie Scott’s.

Musical Life

Can you make a living as a freelance percussionist?

Definitely! I am often asked what the best approach is to 
do this, and I think you need to adopt one of two polar 
positions. The first is saying that I am going to specialise in 
one thing. It could be that you choose to be the number 
one session percussionist in the UK, or break it down 
further to being the very best at Indian hand percussion. 
The other is to be a ‘jack of all trades’. Not to be ‘a master 
of none’, but to acknowledge a career that spans many 
different genres. I have fallen in to the latter as I like to 
keep my options open. As a performer I have played a lot 
with classical chamber music, pop, theatres etc. For me 
that’s been really useful.

I am always trying to come back to one particular piece 
of advice that I share with my students. It’s about 
understanding what your base job is. Most musicians tend 
to teach, and so I am very aware that having a healthy but 
exciting teaching job can form this base.

You play in a variety of settings. How flexible do you need 
to be as a performer, and how proficient do you need to 
be on your instrument?

You’ve got to be aware of the rising quality of musicianship 
across the globe. Students tend to be more technically 
proficient as they leave music college, and the standard in the 
industry rises year on year. You have to be constantly trying 
to improve. Be aware of consistency – you are only as good 
as your last gig. Hopefully you can fuse both consistency and 
proficiency, allowing you to have a more profound musicality 
and sense of individuality over time.      >>

You have to constantly try to improve. Be aware of 
consistency – You’re only as good as your last gig.

 The Life of… A Percussionist and Creative Producer (Eddy Hackett)
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Musical Life

In terms of flexibility, for me it’s been really useful to be 
able to play a number of different instruments and styles. 
When I left college the first few gigs I had was playing 
with a symphony orchestra. They asked me to play a 
bit of hand percussion, tuned percussion and standard 
orchestral percussion. There were not many people at the 
time who could play congas, followed by a xylophone solo, 
followed by cymbals, and make them all sound beautiful. I 
was really conscious of this and it really helped me stand 
out at the start of my career.

What have been your career highlights to date? What’s 
next on your bucket list?

I have been really fortunate to have a diverse and exciting 
career so far. Some of the first highlights include tours 
with the London Philharmonic Orchestra, and performing 
at Carnegie Hall and the Lincoln Centre (New York). I did 
some fantastic chamber music projects in Lichtenstein 
with my group, London Percussion and my wife who is 
a harpist. They were almost styled as lounge-style jazz 
gigs, and involved some of the local children through the 
education outreach we were able to do.

With the Old Dirty Brasstards we headlined the William’s 
Green stage at Glastonbury performing to 5000 people. 
Recently our album project performing the Arctic Monkeys’ 
debut album has taken us to Sheffield, Manchester and 
Bristol 02 Academies.  

I’m particularly proud of my work as director for The 
Lost Estate, creating the very first immersive classical arts 
performances. One of our projects called ‘The Great Masked 
Ball’, based on Swan Lake, had over 25 performances to 
more than 6000 people. It was a huge sprawling event, 
with set and lighting design, actors, dancers, musicians and 
fabulous food.

‘The Lost Love Speakeasy’ is our next ambitious project 
with The Lost Estate. It’s a 1920s New York speakeasy, with 
an original theatre script about two lovers journeying from 
the deep south in America up to New York. I’m excited to 
see if we can extend our initial run of 7 weeks with the 
project.

One piece I have always wanted to perform is ‘Music for 18 
Musicians’ by Steve Reich. I’m hoping I can do that very soon.

Do you prioritise your work i.e. do you pick classical work 
over pop and session work?

I’m at the stage now where I have a couple projects of my 
own. I’m lucky that I can have the first choice of all the gigs 
from these projects so there is often a lot of work available. 
When choosing work, I consider what drives me artistically 
and creatively at any given point. If I have a series of Old 
Dirty Brasstards shows lined up, but the Royal Opera House 
calls with a performance request, I will likely try to take the 
latter. I like to retain variety and spread myself across a 
number of different genres. Equally, the more responsibility 
I gain as the older I get, the more I do have to balance this 
attitude with my bottom line figure to ensure I can pay my 
mortgage. You do have to make artistic compromises to 
achieve financial security.

What advice do you have for the next generation of 
performers coming into the music industry, and in 
particular for young classical musicians?

As already mentioned, you have to be at the very top of 
your game in terms of your quality and consistency.

My old teacher from the Manhattan School of Music used 
to refer to the ‘race horse mentality’, where he said the 
best students were like race horses at the start of the race – 
absolutely raring to learn, and striving to better themselves as 
performers, and ultimately win their race.       >>

 The Life of… A Percussionist and Creative Producer (Eddy Hackett)
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I believe the key to becoming a valued musician in the 
community is establishing an individual voice. Knowing 
what’s right for you may differ to others, but this allows you 
to express yourself and share your passion from behind your 
instrument with other people.

Alongside your performance work you are one of the 
Directors of the Arensky Chamber Orchestra and The Lost 
Estate. How did you end up in this role, and does it inform 
your playing or decision making as a performer?

The Arensky Chamber Orchestra was set up in 2009 by a 
friend of mine. I got a Facebook message in 2011 asking 
if I was free to play percussion on one of their gigs, and 
have played principal percussion for them ever since. I 
have always been interested in strategy and in 2014 I 
was asked by English National Opera to chair their Young 
Patrons Committee. They were looking to try to improve the 
experience generally. Similarly, I was always discussing ways 
in which to improve the Arensky Chamber Orchestra with its 
directors, whether that was the performance or audience 
experience, or even just the addition of new creative ideas. 

In 2017 they agreed to bring me on board in a more 
managerial position, to push the collaborative nature of 
the orchestra, creating new performance opportunities and 
helping it find its own voice. One of the things that we were 
all interested in doing was taking the fine arts and fusing it 
with an amazing night out. Sometimes these are perceived 
to be separate events i.e. you don’t normally expect to have 
an incredible meal or cocktail at a classical arts event, and 
vice versa. That led to us setting up the production company 

The Lost Estate. Now on our fourth production, we merge 
incredible food and cocktails, with immersive set and lighting 
design, and classical arts and performance to create a single 
cohesive experience.

We agreed early on that The Lost Estate should be set up as 
a commercial company to avoid dependence on funding 
applications. So it’s a true traditional business, which has 
been an amazing roller-coaster ride; learning to run a 
business from a finance point of view to future planning 
has been a real baptism by fire. I am a great believer in 
learning by doing. You learn by making mistakes, and 
we still have a lot to learn, but it is an exciting, if slightly 
terrifying role as company director and I absolutely love it!

What five tips would you give someone looking to make a 
living from live performance?

1.       Make sure you are the very best musician that you can 
be in terms of technical proficiency and musicality.

2.       Make sure that you are really informed from a listening 
perspective on the genre you want to perform in.

3.       The combination of being a fantastic musician, but 
importantly a fantastic person is what develops work 
through word of mouth. Feel comfortable within 
your own skin.

4.       Organisation is key. Be organised, on time (or early) 
and respond to people promptly. 

5.       The most important thing is to enjoy yourself! I 
regret spending a lot of my early career feeling 
stressed out when I could have just enjoyed what 
I was doing. We are unique as musicians in that we 
can make a career out of a hobby or a passion, so it’s 
important to remember that. The more you enjoy it 
the better you will be!       >>

I like to spread myself across genres, but I do have 
to pay my mortgage. You have to make artistic 
compromises to achieve financial security.

 The Life of… A Percussionist and Creative Producer (Eddy Hackett)



20 21

Musical Life

What is your favourite ensemble to play with or type of 
percussion work?

I absolutely love most of what I do. I get to play with 
my favourite musicians in Old Dirty Brasstards. It’s an 
incredible group with fantastic arrangements. There’s 
also nothing quite like sitting at the back of a symphony 
orchestra playing cymbals in a Mahler piece. I do also love 
performing chamber music, especially the music of Steve 
Reich. I have just started to do a little more session work 
in studios over the past couple of years. I love working 
with engineers, producers and composers and refining 
their ideas and putting my own performing under the 
microscope. It’s a really brilliant and fun process!

Eddy Hackett 
Percussionist and Creative Producer 
 
www.eddyhackett.com 
www.thelostestate.com

 The Life of… An Online Magazine Editor (Ellie Palmer)

 The Life of… An Online Magazine Editor 
Interview with Ellie Palmer 
Online Editor & Assistant Editor at Pianist Magazine

How did you start your career in journalism?

Before university, I had my own blog sites; one in which 
I documented my travels to different countries, and one 
in which I documented my experiences of gigs I went to. 
I loved the idea of immortalising my memories of those 
moments into words. Whenever I read the blog posts 
back, I remember how I felt in the moment. A lot of those 
moments were special: I saw Alicia Keys, Beyoncé, Tori 
Kelly… I love that I can just re-read the pieces I wrote on 
those performances and feel those feelings again. I ended 
up taking a journalism module at university, and that’s 
where my career in writing began. I decided to find local 
publications that would let me write for their websites for 
free in order to get myself some more experience.

How did you become Online Editor of Pianist?

It was an accumulation of being in the right place at 
the right time, and having a heap of work experience in 
different fields. I had been freelance writing for a number 
of music publications in Germany, Australia, the UK and 
the USA in the lead up to stumbling across the Pianist job 
online. All this experience put me in pole position. The 
job description also required me to have my grade 8 in 
piano and a university degree, both of which I luckily had. 
I honestly feel that if I had not grafted as hard as I did, I 
wouldn’t have gotten the job.     >>

It was being in the right place at the right time, and 
having a heap of work experience in different fields. 
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Can you give some background on Pianist magazine – who 
owns it, how many people work there etc

Pianist magazine is owned by Warners Group Publications 
– a magazine publisher specialising in niche titles. They 
currently have over 50 magazines on their books. Each 
magazine has a team of editors, designers, marketers and 
publishers. There are around 10 people that work solely on 
the Pianist team. The mag launched back in October 2001 
and we have published 108 issues since!

What is the demographic for Pianist, and who and how is 
it consumed?

Before I joined, the main demographic was 45+ US/UK 
readers. Since I’ve joined, I’m glad to say that the average 
age has come down a little! We now attract mainly 25-34-
year olds from all over the world. We offer our mag in both 
print and digital form. Surprisingly, print is still our most 
popular option.

As Online Editor what does your role consist of?

To put it simply, I look after the website and the social 
media channels. I write all of the website’s content – news, 
advice articles, interviews etc. I have to make sure the 
website always stays relevant and up-to-date. Running the 
social media channels requires daily monitoring. We are 
very active online and like to talk to our readers regularly. 
I recently added the role of Assistant Editor to my title, so 
now I basically have two jobs (help!). I have to proof read 
every page of each issue before it goes to print. Fortunately, 
I also get the chance to write a couple of pieces inside the 
magazine as well.

Is there a daily routine in your role?

I actually have an 8-week routine! It takes 8 weeks to 
produce the next issue of the mag, so I have a set plan 
throughout those 8 weeks of when I will work on the 
magazine, and when I will work on the website. 

What have you learnt whilst working at Pianist?

It’s difficult to put into words just how much I have learnt 
since being here. I’ve learnt a lot about the way this industry 
works. It takes a huge amount of effort to put a magazine 
together. Navigating the work load is the biggest and most 
beneficial thing I have learned since being here.

Do you get many pitches for reviews etc and what do you 
think makes a good pitch?

We get a lot! I want to see music that is different to what’s 
currently out there. I like to hear back stories behind the 
music as well. To read about how an album came together 
and what inspired it helps me to understand the music 
more. There is one thing that bugs me, however. Some 
companies type their email subject lines in capital letters 
to try and catch our attention… I’m actually more likely to 
not read it! It feels like you are being shouted at. 

There has been a big resurgence in physical print across 
specialist and local magazines and papers. Why do you 
think this is?

People always seem to resort back to habits of the past. 
We see this in fashion and music at the moment. Trends 
from the 80s and 90s are coming back around. It’s a never-
ending cycle. I think it’s the same with magazines. They 
were so popular in the 90s and 2000s. I think people want 
to relive those days.     >>My top tip: don’t undervalue yourself. It can be easy 

to work for free, especially if you need experience. 
But get out of there as soon as you can.

 The Life of… An Online Magazine Editor (Ellie Palmer)
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Musical Life

Does Pianist magazine still plan to provide printed copies? 

Yes. We sell more printed copies than digital copies. Our 
magazines come with 40 pages of sheet music, and we all 
know everyone prefers the feel of real sheet music compared 
to an electronic copy. I have no doubts that we will still be 
selling our print copies for a good few years to come yet.

Are there any tips you could give others wanting to create 
a career in this industry?

My top tip would be: don’t undervalue yourself. It can be 
easy to work for free, especially if you need experience. 
That is ok for a short amount of time, but get out of there 
as soon as you can. Your work is of value, and you should 
be paid for it. Or, ask them for money!

Do you think it’s possible to make a living from journalism?

Yes! Absolutely. 

Ellie Palmer 
Online Editor & Assistant Editor at Pianist Magazine

Practical Advice
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The Importance of Festivals 
for Emerging Artists
Interview with Adam Ryan  
Festival Booker 
The Great Escape Festival, Brighton (Mama Festivals)

What benefits do you believe artists gain from performing 
at festivals?

The Great Escape is Europe’s largest showcase festival 
for new music. With over 3000 music industry delegates 
attending each year, it’s a good place for artists looking to 
get to the next step of their career to perform. Alongside 
the live showcases, we run a three-day conference, which 
is a great place to learn more about the business. 

The task of performing at a festival can be daunting to 
some. What prior experience do you believe an artist 
should have before performing in front of large crowds?

The acts that are selected for The Great Escape normally 
have a live history. Playing in their local venues and touring 
the country, supporting larger touring acts and playing 
regularly. That’s not always the case, but when you’re 
performing at any showcase event you’re basically selling 
your live show so it’s a good idea to make sure you’re 
confident and prepared as you may not get a sound check.

How many applications do you receive on average each 
year to play at Great Escape / Alternative Great Escape?

We have around 500 acts confirmed for TGE with about 
620 performances, as some acts play twice. Alternative 
Great Escape maybe adds an extra 300, but these acts will 
be at a slightly different position in their career. I would say 
in total 8000 artists apply to perform. 

Practical Advice How to... Apply to Play at Festivals (The Great Escape)

What steps should an artist take in finding a festival that 
suits their style / genre?

Go to as many festivals as possible or speak to people who 
have attended ones that you can’t. I would also suggest 
speaking to bands that sound similar or are in your style/
genre. Find out who they spoke to or which events they 
are playing. Engage in your local scene. 

What do you expect to see from a new artist when they 
apply for a festival?

It always comes down to the music. If that’s good then 
we’re halfway there. The second part is performing it live.

Slots at festivals are very competitive. How can an emerging 
artist improve their festival booking success rate?

While each festival has an in-house booker or programmer, 
there will be other gate keepers. Look into who is hosting 
a stage at the festivals you want to perform at and try 
dropping them your music. They may get less emails and 
might be able to get your music to the right place. Try and 
meet the promoters and keep them updated with your 
progress. If you’re selling tickets locally they’ll love to hear 
from you and might be able to help get you that coveted 
festival slot.

Should new artists look to perform at festivals outside of 
the UK?

Showcase events are a great way to get out of the country 
and if you get an invite to any I would definitely take it. 
Sometimes bookers and programmers for festivals in 
Europe are more likely to take a chance on you if they 
are into your music. There can be less competition for UK 
artists overseas.       >>
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How do you think a new artist can best capitalise on 
receiving a performance slot at a festival?

Make sure you’re included in all the marketing, artwork, 
Youtube campaigns and any other promotions the festival 
has planned. It’s important for you to get your name out 
there and to be associated with your chosen event.  

Small gig spaces continue to close around the UK. Why do 
you believe it’s important to preserve local music venues?

Small venues are where it all starts. It’s like cutting off your 
own feet. Festivals and the live music industry wouldn’t be 
able to stand up without them.

Adam Ryan 
Festival Booker

How to… Work with an Artist Manager 
– Some top tips from the ISM

 � Your General Manager is your Chief Operations 
Officer, your negotiator, your sales person, your 
artistic advisor, your legal and business affairs expert, 
your business development and project manager, 
your branding and communications guru – and your 
champion, confidante and business partner.

 � A manager will look for an artist who presents 
themselves in a professional manner, communicates 
well, is personable, responsible and, increasingly, 
entrepreneurial.

 � When looking for a manager, the first thing to do is 
your research. There are as many approaches to Artist 
Management as there are Artist Managers. Whilst 
all managers look after the strategic development 
and direction of your professional activities, each 
manager is unique in their approach and style. It is of 
vital importance that you understand who you are as 
a musician, that you are honest about your strengths 
and weaknesses, and that you have invested time in 
thinking about your career ambitions.

 � You should be mindful of conflicts of interest. If a 
specific manager represents an artist with whom you 
share a similar profile and career level, that manager 
may not be able to represent you.

 � When contacting Artist Managers for the first 
time, remember to leave them wanting more. This 
introductory note should be an intriguing teaser – 
not an epic tale. Not only does a straight-to-the-point 
note show professionalism and respect, it opens the 
door for further questions and correspondence.      >>

Practical Advice How to… Work with an Artist Manager (ISM)
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Taken from ISM’s How to… Work with an Artist Manager. 
These practical guides, available to ISM members, build on 
the practical industry advice on offer at The Empowered 
Musician event, highlighting the skills and knowledge you 
need to succeed in your music career.

The Incorporated Society of Musicians (ISM) is the UK’s 
professional body for musicians and a nationally recognised 
subject association for music education. We support over 
9,000 musicians across the UK with our unrivalled legal 
advice and representation, comprehensive insurance and 
specialist services. 

Find out more at www.ism.org

YCAT’s Five Top Tips for Building 
a Performing Career 
 
1.       Maintain connections and develop a network. Keep 

in touch with former teachers, supporters and 
colleagues, and note down the new people you 
meet – you never know where connections might 
lead. If you have given a performance at a music 
society, club, venue or festival, write to the organiser 
and thank them straight afterwards. It won’t take 
you long, but it can often go a long way in keeping 
you positively in their mind for the future. 

2.       Look around you for inspiration and guidance. Whose 
footsteps would you like to follow in? Which of your 
contemporaries are involved with events or projects 
that you would like to be part of, and how did that 
happen? Go to concerts and read the performers’ 
biographies with an enquiring mind. Seeing the steps 
and connections that other musicians have made 
can help you plot your own journey. 

3.       Plan ahead with your repertoire. Many classical 
venues book years in advance. Try and block your 
programmes so that you offer people the same 
repertoire for a patch of time, and then build in new 
works gradually. Of course you won’t always be able 
to stick to this rigidly, but you don’t want to suddenly 
find that you have over committed yourself without 
time to prepare properly or learn new repertoire.       >>

Practical Advice Five Top Tips for Building a Performing Career (YCAT)
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4.       Look after your online presence. Keep your website 
and social media channels up to date. If someone 
looks you up on Google or Facebook, what is the first 
thing they discover about you? It’s better to have 
less content than bad content; if they find a website 
with an old biography or an empty list of upcoming 
concerts, it won’t convey a strong professional image. 

5.       Be honest with yourself. What kind of career do you 
really want, and what do you need to do to achieve 
this? It is important to constantly re-evaluate what 
you are doing and why. Priorities can change, and 
that’s ok! 

The Young Classical Artists Trust (YCAT) is a charity which 
develops and supports the careers of emerging musicians. 
It offers bespoke guidance and international management 
to selected artists over a three to five year period. In 
addition, YCAT’s Sounding Board programme offers talks, 
workshops, coaching and mentoring, open to all.

Find out more at www.ycat.co.uk

Commissioning Compositions
We discuss commissioning new works with both Ailís Ní 
Ríain (composer-writer) and James Wilson (musician).

Do performers or organisations approach you to 
commission new works, Ailís?

ANR: Sometimes. It does vary. For concert music I have 
been approached directly. However much of what I do 
is outside that realm. Sometimes it can be a response to 
an opportunity, for instance, a performance or funding 
opportunity. 

How have you commissioned work in the past, James?

JW: I recently began a series of seven new works for the 
flute, Seven Deadly Sins. The first, for flute and percussion 
(Gluttony: Live to Drink), came about through a mutual 
friend, composer Gregory Emfietzis based in London. The 
work developed through one of the modules during my 
postgraduate studies at the University of Leeds. The small 
bursary you receive as part of this module enabled me to 
commission Leeds College of Building to build a brand new 
percussion instrument that the composer had conceived.

I also used contacts within the University, having 
commissioned a work by one of the composition lecturers.

Before starting the project, I drew up a list of potential 
composers that I had in mind to ask. I originally wanted 
a wide range of styles and concepts and looked to the 
people I knew through various platforms and those whose 
music resonated with me.      >>

Practical Advice Commissioning Compositions (Ailís Ní Ríain & James Wilson)
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What is the process when working with new compositions? 
Do you receive input from performers?

ANR: Circumstances, geographical distance, clashing 
diaries and lack of sufficient funding often mean that 1:1 
time with musicians can be very limited. Then, when in 
rehearsal, there can be a lot of pressure to think quickly and 
resolve issues on the spot as the clock is ticking. This can 
be frustrating, as the composer doesn’t necessarily have all 
the answers or indeed, the best answers. A musician will 
know their instrument better than I possibly could.

Do you contribute or offer input to the composer, James?

JW: The two works to come out of the Seven Deadly Sins 
project to date have both had a collaborative approach. 
Emfietzis’s piece required a number of workshop sessions 
to consider how the percussion instrument would work in 
practice, including amplification of water. The instrument 
itself was difficult to transport which made it tricky to 
rehearse the piece at times. Input was offered between 
both the percussionist, composer and myself on balance 
issues between the flute and percussion, stagecraft and 
theatre, and realising aspects of the score.

Sohrab Uduman’s la cupidité de souffle for flute and live 
electronics resulted in working together with the composer 
to record sounds that would later influence the electronics 
part. Like with Emfietzis, I discussed various parts of the 
score with the composer on email and in person. It is very 
easy to resolve small matters over email whilst aspects of 
sound are naturally easier face to face or over Skype if 
travelling becomes difficult or expensive. 

...the challenges are finding the funding, finding 
the audiences, finding the programming 
opportunities, sometimes finding the instruments 
– especially pianos and percussion.

What do you look for in a new piece?

JW: I take a different stance on new music to many in the 
sense that I choose to focus solely on the concert flute 
and not on the other family of instruments (piccolo, alto, 
bass etc.). Whilst these other instruments open up new 
possibilities to composers, I like to get them to think about 
the instrument in new ways and break down preconceived 
ideas which they and audiences may have.

Collaboration is important to me when making a new 
work. Other than that, anything goes!

What challenges are there when making original  
new music?

ANR: In some sense, there are no challenges beyond the 
artistic one. While those can be trying, it is ultimately what 
I enjoy doing. Beyond that, there are of course other 
challenges such as finding the funding to cover musician 
fees, rehearsal venues, touring etc. This is ongoing and I 
see it as part of what I do. It is necessary to make time for 
the artistic and the administrative side too.

What are the potential difficulties you face when looking 
to commission new works?

ANR: I don’t commission work myself, but the challenges 
are finding the funding, finding the audiences, finding 
the programming opportunities, sometimes finding the 
instruments – especially pianos and percussion.      >>

It is important to document the performance  
if possible with a recording to add to your portfolio 
of work, which will also help when going out for 
additional funding and/or other performance 
opportunities of said work.

Practical Advice Commissioning Compositions (Ailís Ní Ríain & James Wilson)
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JW: The key consideration when commissioning new music 
is funding and whether or not it should be the performer 
or the composers that write the funding applications. The 
funders will then want to know how many performances 
the composition will receive and who it is reaching, so one 
must consider venue hire and how you as the performer 
are going to be paid.

Does the composer organise the first performance (or 
subsequent performances) or does the performer do this?

JW: This is usually by mutual agreement between performer 
and composer. It may be that you as the performer have 
a venue or festival in mind for the first performance or 
vice versa; budget will usually also dictate this depending 
on the scale of the project. It is important to document 
the performance if possible with a recording to add to 
your portfolio of work, which will also help when going 
out for additional funding and/or other performance 
opportunities of said work.

ANR: It varies. Sometimes an ensemble or musician will 
contact me knowing when and where the premiere 
will take place. I will ordinarily help them out in terms 
of publicity. Beyond the premiere I might try to find 
another performance opportunity for a piece, but it can 
be time consuming and not lead to anything. However, 
it does come with the territory. Of course, each different 
performance is a different interpretation too, which can be 
revealing in itself. I learn more about my music by hearing 
different interpretations of it.

What has been your proudest moment in this context?

JW: Later this month (June 2019) I will be filming Ambrose 
Field’s Quantaform Series I-XX, supported using public 
funding by the National Lottery through Arts Council 
England. The work for flute and acoustic resonances       >>

has twenty movements to it and will be filmed, with 
support from Screen Yorkshire, in unique locations across 
Yorkshire (grain silo, icehouse, living room etc.).

ANR: I created a work called Sklonište (Bosnian, 'Shelter') 
which is composed for solo accordion and film and is 
about the siege of Sarajevo during the Bosnian war. 

It is a 60 minute work and totally outside the box in terms 
of genre. Composing the work and producing the film 
plus the research for the work took over two and a half 
years. Fundraising was difficult as the Syrian conflict was 
happening at the same time and funders and programmers 
were more interested in work which directly addressed 
that atrocity. Trying to find tour dates, audiences and 
programmers willing to engage with the subject of the 
aftermath of a previous conflict was at times really very 
difficult. Since 2015 we have now performed the work on 
fourteen occasions – yes, some audiences were very small, 
however, I am especially proud that I've managed to find 
showing opportunities for it as it is a work I am artistically/
musically proud of. Performing the work in Sarajevo itself 
was one of my proudest moments as an artist. 

Are there many places to seek funding from for such 
ventures?

ANR: Any type of private funding or sponsorship can be 
very helpful, both in terms of attracting public funding but 
also in terms of the artistic freedom it can sometimes levy. 
It can work differently however, where a corporate sponsor 
needs the art to reflect their own brand and/or agenda. 
This can work to everyone's benefit if it is discussed and 
agreed in advance. 

Arts Council England, the PRS Foundation for music, 
various trusts and foundations and sometimes local 
authority funding might be approached for music or arts 
projects. It very much depends what your artistic       >>

Practical Advice Commissioning Compositions (Ailís Ní Ríain & James Wilson)
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goals are and whether developing audience and broadening 
participation in the arts is something which is important 
to you. Sometimes, a venue or festival might offer a small 
‘seed’ commission – not much but enough to buy you a 
little time to focus on something new. They often couple 
this with their own inside expertise, space to rehearse and 
an opportunity to perform.

In my own case, I had various part-time jobs from the age 
of fifteen and all throughout college, university and other 
training and study. Afterwards, I continued to hold down 
a part-time job for arts related organisations for ten years 
before being in a position to get by on my own artistic 
related earnings. I was particularly lucky to have been 
awarded a generous award a few years ago from the Paul 
Hamlyn Foundation which has helped relieve the financial 
pressure a great deal. 

JW: Arts Council England project grants are a great resource 
for pulling together a larger piece of work that may include 
touring. I would recommend applying for £15,000 or 
under. Their new ‘Developing your Creative Practice’ fund 
is a great way of getting support for mentoring, or similar, 
for a sustained period.

Arts Council project grants are a great resource for 
pulling together a larger piece of work that may 
include touring.

Help Musicians UK have a number of opportunities 
depending on the work that you do and genres you cover, 
as well as having a funding wizard covering smaller and 
independent funders.

Leeds Inspired is a good example of public funding if some 
or all of the people you are working with are from Leeds.

Ailís Ní Ríain is an Irish contemporary classical composer 
and published writer for stage who aims to produce work 
that challenges, provokes and engages.

www.ailis.info

James Wilson is a flute player specialising in contemporary 
music. As part of his Seven Deadly Sins project, James has 
commissioned and premiered Sohrab Uduman’s la cupidité 
de soufflé for flute and live electronics and Gregory 
Emfietzis’s Gluttony: Live to Drink for flute and percussion.

www.quantaformseries.com 
Twitter @wilsonflute

Practical Advice Commissioning Compositions (Ailís Ní Ríain & James Wilson)
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The Keychange Movement 
Keychange is a pioneering international movement which 
empowers women to transform the future of music whilst 
encouraging festivals to achieve a 50:50 gender balance 
by 2022.

We hear from Emma Zillman (From The Fields) and Emily 
Pilbeam (BBC Music Introducing) regarding their thoughts 
on the importance of such an initiative.

How important is it to display a balanced gender split on 
a festival line-up?

EZ: I believe that a festival’s line-up of entertainers (across 
arts, culture and music) should at least be representative 
of the audience attending that event, which isn’t currently 
happening in the commercial music festival industry. 

It’s really important for this to change for many reasons 
– including promoting inclusivity, opening the minds of 
audiences, and inspiring future generations of performers 
amongst others.

But I think it’s a wider issue about diversity at music 
festivals, that isn’t just limited to gender. 

EP: It’s really important to try to get as balanced a gender 
split as possible. Well, it’s important to get a balance of 
everything... gender, genre, ethnicities. Particularly at 
the BBC, it is important to be as representative of our 
community as possible. We need to be making sure that 
everyone feels represented and feels connected to the 
music community. It’s such an important way of pushing 
for change to happen, although not the only way.

Is it easy to ensure a 50/50 gender split while maintaining 
great music programming?

EZ: There are plenty of amazing female artists out there, 
but the question is really about whether you can book the 
best bands for your budget… and the short answer is no! 
One of the reasons is that there are generally more male 
performers available at a higher level, which ultimately 
makes them better value than their female counterparts as 
there’s more competition in the market. I should point out 
that this isn’t the same across the board. It’s quite genre-
specific as well. A folk or pop festival will have a much 
easier time finding suitable female artists than a metal or 
EDM based festival will.  

However, it’s not all doom and gloom as I’ve found that 
it is getting easier, slowly. The conversation on gender 
diversity has become an everyday topic; which in turn 
means that there’s more focus on it, and more constructive 
and supportive initiatives to combat the issue are being 
implemented as a result. 

EP: On both of the shows I work on (Monday Night 
Mixtape and BBC Music Introducing in West Yorkshire) 
it is fairly easy to aim for a 50/50 gender split. I think in 
Leeds and West Yorkshire we’re really lucky to have a lot 
of organisations that push for representation at gigs and 
events. You just have to have a quick look at Girl Gang 
to see all of the amazing events they’re doing to ensure 
that women and people of marginalised genders can feel 
empowered to get involved in things.      >>

It’s important to get a balance of everything... 
gender, genre, ethnicities... to be as representative 
of our community as possible.

Practical Advice The Keychange Movement (From The Fields, BBC Introducing)
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What support does a festival need to help generate a fair 
gender split across its stages?

EZ: Actually the support doesn’t really need to come to the 
festival directly. Change needs to start much earlier in an 
artist’s career – way before they play on a festival stage… 

As a festival we want to book the most popular acts for our 
audience within budget. If the most popular acts (based 
on a variety of things but mainly ticket sales, as well as 
record sales, streaming numbers, critical acclaim etc.) are 
all male, then it makes it very hard to take risks away from 
that. Perhaps major record companies have the most sway 
to influence popularity with their marketing budgets, but 
ultimately it is the consumer who will dictate the change 
needed for festivals. 

Having said that, the best thing you can give festivals at 
the moment to address this issue is some time. Wheels 
are being put in motion at the lower levels now to try and 
enforce some positive change, but it will take a few years 
to get there. We’re trying to rectify years upon years of 
prejudice and discrimination here!

Are there any obvious roots to the problem we have seen 
with lack of female headliners?

EP: A lot of women talk to me about wanting to get in to 
the music industry, or wanting to start a band but lack the 
confidence. This whole issue of a lack of female headliners 
is part of a deeper problem within the patriarchy where men 
and women are led to believe they can only do certain things 
or certain jobs. Obviously a big part of the problem is that 
the vast majority of people at the top of the music industry 
are men, and I’m not about to tar all men with the same 

A lot of women talk about wanting to get in to 
the music industry, but lack the confidence. This 
whole issue of a lack of female headliners is part of 
a deeper problem within the patriarchy. 

brush, but it has been proven that managers tend to hire 
people that remind them of themselves. I imagine there’s a 
similar link with labels and the bands they work with.

EZ: I’d say that the problem can be traced back to the lack 
of female artists breaking through and going on to sustain 
career longevity in the industry as it currently stands. 

This is due to a few problems really. If, at the beginning of 
a career, a female artist experiences (for example) sexual 
harassment, a lack of role models, difficulty in getting 
their voice heard or being taken seriously as a musician, 
not to mention being asked to exploit their sexuality for 
promotional purposes, is it any wonder that many women 
may decide that a career in music isn’t for them? These are 
all discriminatory practices that can, and should, be wiped 
out. That would make a big difference!

Do you think there has been a negative impact on young 
female artists and writers seeing mainly male line-ups 
across festivals?

EP: I think it can be discouraging not seeing someone like 
yourself headlining a major festival, but I think something 
like that can affect people in different ways. It can either 
spur you on to change things, or it can put you off doing 
something that you love.      >>

... there are more groups and active campaigners/
supporters for female-created music and female 
workers in the industry than ever before. 

Practical Advice The Keychange Movement (From The Fields, BBC Introducing)
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What is a movement like Keychange providing for the live 
music industry?

EZ: Keychange is great. Our involvement with their initiative 
is really just at the endpoint of providing the festival line-
up data, but I know they’re working tirelessly behind those 
scenes not just to balance festival line-ups, but also to 
empower women in the industry. They give a platform to 
those who might not otherwise have had one. 

It’s hugely helpful to us to have a goal to aim for (having 
a 50/50 gender balance on the line-up by 2022). The 
most important thing is that bookers are actively thinking 
about this issue and doing what they can to affect change 
where it's needed. Keychange provides an international 
framework to bring festivals together with a singular aim, 
and I don't see how that can be a bad thing. I also think 
it’s important for the festivals not to be penalised if we 
can’t get there – Keychange realise that there are a lot of 
factors to take into account with programming line-ups. 
It’s a pledge to do better.

What changes have you seen since the active push to get 
more female (and other underrepresented groups) artists 
involved in live music?

EP: I’ve noticed a lot more events that focus on promoting 
underrepresented groups, and it’s been really inspiring to 
watch. I sometimes worry that events aimed at a specific 
gender or underrepresented group could invoke division, 
but overall I think it’s positive.

EZ: It’s been really positive I think, there are more groups 
and active campaigners/supporters for female-created 
music and female workers in the industry than ever before. 
The supportive and collaborative nature of groups like She 
Said So and NOWIE (Network of Women in Events) and 
festivals like WOW (Women of the World) are invaluable 
tools for empowering women and ensuring we’re all 
moving towards a more balanced future. On a more cynical 

note I definitely feel there’s some opportunists out there 
and I’ve occasionally noticed that some of those higher 
level female artists might have  disproportionately higher 
fees – but this is a direct result of the competition being 
so high because there are not enough of them. And I’m 
hopeful to continue to see a change there.

What do you think the future of music looks like with 
the support of such initiatives as Keychange?

EZ: The future will show much more balance thanks to 
Keychange. The more female and underrepresented 
groups artists who are supported from the start of their 
careers, the more evenly balanced the pool of available 
and suitable artists will be at the top.

As for the future of music, I don’t think I have enough 
room here to go into that!

Emma Zillman 
Programming Director, From The Fields 
(Kendal Calling, Bluedot, Off The Record)

Emily Pilbeam 
Team Assistant, BBC Music Introducing  
(West Yorkshire, North Yorkshire and Humberside)

To learn more about Keychange, its manifesto and those 
involved, visit https://keychange.eu

Practical Advice The Keychange Movement (From The Fields, BBC Introducing)
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Proper Distribution
Vangel Vlaski 
Senior Label Manager, Proper Distribution

Music Distribution in Summary

Music Distribution can be described as the engine 
powering the recorded music industry. It facilitates the 
journey of your music in whatever format, from you, or 
your label to the marketplace where people can purchase 
and enjoy it. Equally, and quite importantly, it facilitates 
the journey of the revenue collected from all sales, streams 
and downloads back to you. That is the simplest way to 
describe this arguably complex service, which in many 
ways complements and connects the work of all other 
‘players’ in recorded music. 

Outside some of the major record companies which 
have their own global channels, there is a vast and 
interconnected international network of independent 
distributors which operate in various forms of partnerships 
to enable the release of recordings and albums on a global 
scale. Imagine the effort needed to have an album from 
a small label or individual artist made simultaneously 
available in a large number of territories, retail shops, 
across a multitude of platforms and formats. That is a 
mammoth task that distributors specialise in and enable. 

Career Pathways 

There are perhaps surprisingly many paths an individual can 
take within distribution. From working in the distribution 
centres, which means being close to the product, to 
managing the logistics of transit and packaging. Working 
with labels in label management, working with retail 

shops in sales or establishing relationships with Digital 
Service Providers (DSPs – Spotify, Apple, Amazon, Deezer 
et al). Working with in-house PR or marketing teams, to 
providing legal aid in business affairs, royalty reporting and 
accounting teams. There are also opportunities with the 
design of assets, product and manufacture management.  
Plenty of possibilities, and a couple of key pre-requisites: 
work hard and love music. 

Planning Your Own Individual Approach As An Artist

There isn’t an overarching ‘right’ approach, as artists 
develop in different circumstances and different areas 
(e.g. live, recording, publishing etc.), and distributors vary 
in the type of services they provide. Having said that, 
one of the key conditions is having a strong and growing 
core following already in place. Added to that, it’s quite 
important to have a general understanding of the structure 
of the industry and ‘who-does-what’ set of responsibilities. 
Approaching a distributor should happen well before 
the intended release date and with a clear vision for the 
impending campaign. 

Distributing material is so much more than just making it 
available and it is the collective work of many people in 
making it successful.

Finally, if the early-career artist is looking for a vehicle 
to make their music available digitally, without much 
release-focused support, while they get all these different 
stakeholders on board (publishers, labels, distributors, agents, 
lawyers etc.), they need to ensure that they are not tied to a 
distribution contract they cannot exit or upgrade easily.

A very general, but wise piece of advice I came across 
a long time ago goes along the lines of: ‘Be the person 
(artist/band/industry professional) in the room that       >>
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everyone wants to see succeed!’ which can relate to 
many aspects, such as talent and creativity, but also good 
manners and communication skills. Be nice and excellent! 

Proper Music – Reasons For Success

Success comes down to our team and our ethos. We 
treat every release and label with the same care, diligence 
and enthusiasm and many of our culturally diverse team 
members have a background in running labels, being 
artists, but also running or working in record shops. So, we 
collectively have a deep understanding of the different 
aspects of this industry equation.  Furthermore, many 
of our clients specialise in particular genres or formats, 
so having a diverse, highly knowledgeable team means 
we can respond to the growing demand for bespoke 
customer relations and market insights. Equally, we view 
our retail partners as individuals and develop a clear, deep 
understanding of their market, needs, and specialisations. 

Distribution in a Dominantly Digital Music Industry

The reason distribution exists is because there is a real 
and practical need for it. The new business models that 
have come about with the advent of digital technologies 
sometimes disguise the reality that for the vast majority 
of artists ‘traditional’ models are still important. Instead, 
they inflate the value of the outliers and success stories 
built via circumventing these ‘traditional’ approaches. Too 
often the industry has been portrayed (and sometimes 
on good grounds) as a bloodsucking demon that 
contributes nothing and lives off exploiting the craft of 
the talent, but that is a vastly inaccurate, heavily distorted 
and negatively simplified overview of the industry. 
Popularity does not happen in isolation. It is heavily 
influenced and propelled by the hard work and passionate 

championing of many gatekeepers including TV/radio, 
other media presenters, local shops, venues, promoters, 
and also sales reps and label managers at distributors. It’s 
no use talking to the same 100 fans without having the 
whole industry mechanism to amplify this message and 
grow that following.  

Important Revenue Streams for Modern Day Musicians

The future consumption of music looks very multi-
channel, but having said that, in many ways it already 
is. The industry is based on what and how fans want to 
experience or interact with creative content – which in 
an ever-changing environment is constantly being re-
evaluated and modified. 

Digital income will be increasingly important although 
the ownership model is slowly being replaced with the 
access to content model. Branding and commercial 
associations are already big revenue streams for some 
artists, as well as neighbouring broadcast and performing 
rights. Alongside this, touring and live alongside physical 
albums, customised rich editions for super fans and 
merchandise apparel will continue to be important, as well 
as new licensing and synchronisation possibilities which 
will arise from VR, AR and any new future technologies. 

Having the knowledge of how to interact with all of these 
to suit the particular ‘scene’ will be the currency of the 
future, much like it is today.       >>
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VR and New Technology

Any development in technologies will always be embraced 
by us at Proper, and in general in the industry. There are 
numerous companies making strides in this area and for 
any technology to be desirable and popular, one needs 
the content to go along with that, which is where suitable 
distribution comes in place. Imagine the possibilities! 
Providing unprecedented access to gigs, writing and studio 
recording processes and curated produced content to any 
fan that has a VR headset is just the tip of the iceberg. 
Gamification, alternative ways to experience albums, gigs 
and access to artists are going to develop and that bodes 
well for the future. 

Vangel Vlaski 
Senior Label Manager, Proper Distribution

LittleBig Agency
Brandon Rosenbluth  
Booking Agent

What advice would you give to alternative artists looking 
to build a profile through live performances? What 
process do you go through when planning an emerging 
artist’s live campaign?

Make a strong impression. Invest time in preparing a 
live set that differs from your recordings. Amplify your 
personality and artistic vision so that it stands out from 
the crowd. Engage the audience.

I work closely with the record labels and managers to 
plan the key shows around new releases with promoters 
and ensure everything is done to maximise ticket sales 
and boost the artist’s profile. That includes picking the 
appropriate venue, promoters and line-ups for the artist 
and keeping tabs on the billing, artwork, promotion, ticket 
sales, etc.

Any tips for artists or promoters looking to build an 
engaging presence across social media platforms in the 
run up to live shows?

Most promotion has shifted focus to the artist’s own  
fans and profiles, so just be as active as possible on  
social media posting relevant content that connects with 
your audience.     >>

Most promotion has shifted focus to the artist’s 
own fans and profiles so be as active as possible on 
social media connecting with your audience.
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Pairing an artist with the right live promoter can help 
build an alternative artist’s profile across the board. 
What is it you look for when dealing with live promotion 
companies?

A strong track record working with similar artists and a 
good reputation as business people. Being involved in 
promoting bigger events and festivals in their territory is 
also a key aspect when considering a local partner.

At what stage do you feel an emerging artist would be in 
a position to approach you as a booking agent? Any tips 
to artists wanting to gain an agent’s attention?

I’m at the point in my career where I tend to work with 
established artists who are looking for a more hands on, 
tailored approach, or with emerging artists who are on 
the rise and may have just signed for an album with an 
established label and want to ramp up their game. 

New artists I am excited to work with are often friends 
with, or at least appreciated by, artists I already work with 
- my roster feels like a family and I curate it based on my 
personal taste and affiliations. 

You’ve worked with large international acts and smaller 
underground artists. Any specific tips or traits you’ve 
witnessed from alternative artists building their own 
successful DIY PR campaigns?

PR is key to building a buzz for live bookings and then 
you have to deliver on the live shows to grow that buzz 
into something sustainable. If fans are posting videos and 
pictures of your shows on Instagram, repost the good ones, 
if not also your own with personal messages. Create tour 
flyers so your fans and promoters see all of your upcoming 
dates in one place – this can make a strong impression. It 
can be useful to align yourself with certain labels or scenes 
that have, or are building a momentum and carve out a 

specific niche. The beauty of the music industry is that 
it is a communal effort, so be active in your community 
and become friends with other artists who will be happy 
to create opportunities for you and reciprocate in turn. 
More and more often I see artists maintaining relevance 
and defining their image by curating their own events and 
aligning with other exciting, fresh artists.

A range of alternative acts from previous generations did 
their best to appear faceless, that can be said of a number 
of acts on the LittleBig roster. Do you feel as though there 
is still a place for anonymity in today’s social and digital 
landscape?

Whether you perform in total darkness, wear a mask on 
stage, or are just yourself, what matters most is creating 
a story and identity which your audience connects with. 
Beware of gimmicks and pigeonholing yourself. The music 
has to be strong and speak for itself!

What kind of profile are you looking for as a booking agent 
when approaching an artist to join the LittleBig agency?

An artist who either has a tried and true manager and/or 
label behind them, a phenomenal live reputation, or is just 
making music like nothing else I’ve heard excites me. It 
has to be apparent that their music will be able to develop 
and reach a wider audience while maintaining their artistic 
integrity, rather than remain fixed to a niche scene. I like 
to work with artists who blur genre boundaries, break rules, 
and have something different and potent to say.        >> 

Whether you perform in total darkness, wear a 
mask on stage, or are just yourself, what matters 
most is creating a story and identity which your 
audience connects with. Beware of gimmicks and 
pigeonholing yourself. The music has to be strong 
and speak for itself!
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What is your opinion on the importance of music videos 
and an overall artistic/visual presence in 2019/2020? Is 
this something you look for in an artist’s overall make-up?

An artist with a clear and consistent vision and strong visual 
component and/or partnerships will better be able to tell a 
story that stands out and builds a dedicated audience.

Brandon Rosenbluth  
Booking Agent, LittleBig 

Design for Music
Oli Bentley 
Creative Director of Split

As a designer, what do you do in the music industry? 

We work a lot with identity design and cover artwork for 
alternative musicians and labels, with musicians who – 
whilst they are crafting sustainable careers – make their 
principal focus the artistic, rather than the commercial, 
success of their work. Having studied jazz at Leeds College 
of Music a number of years ago, I’m passionate about 
using design to help those artists get their music to the 
pairs of ears that are listening for it.

When considering design for their music, what’s the first 
thing a musician should consider?

Start by being absolutely clear that you need to put as much 
integrity and authenticity into your visual presentation as 
you do into your work as a musician. People won’t separate 
the two.

It’s all too easy to see design as ‘marketing’ but they’re 
very different things. Your visual presentation is a direct 
extension of your work. We do all judge records by their 
covers, and they – and the rest of the visuals created 
around them – work as the vehicle to transport the music 
to its audience.

How does a musician get the most out of a designer?

Work with a designer whose work you like, and whose 
work you think will suit your music, not just the nearest 
one to hand.      >>
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Start by exciting them with your vision. Not by telling them 
what font to use or where to put your title. If you don’t 
excite them, their work won’t be exciting.

Don’t be afraid of having expectations at the outset. 
Designers often hear clients say things like, “Yeah, you just 
do your thing. I’m sure I’ll be happy with whatever you come 
up with.” If you’re not – and sometimes people are not – 
you can end up wasting a lot of time, money and goodwill.  
So if you have specific needs, or preferences, don’t feel bad 
about being honest about this from the start.

Think about what you’re going to need. Is it a physical 12” 
record, or digital-only thumbnail, or both? Are you going 
for a social media focus, bespoke limited-edition print, or 
something else? Give your designer the full details so they 
can make sure the work can be applied well to everything.

If you have things you like visually and which feel 
inspirational, share them with your designer. But don’t be 
too prescriptive.

Try to be clear about who your audience is or might be. 
This might be very vague or broad, but it’s still important.

Set expectations about deadlines, creative freedom, 
and any other specific requirements, honestly and as 
realistically as you can.

Involve your designer from the start for a more integrated 
outcome and please don’t just spring extra things on them 
at the last minute. This isn’t about making their life easier, 
but ensuring that your end result is properly integrated.

Visual presentation is a direct extension of your 
work. We do all judge records by their covers.

Always, the more warning you can give a designer – about 
anything – the better...

… but tell them what you want to achieve and what your 
aims are – not necessarily how to get there. You wouldn’t 
get the best results if a designer told you how to write or 
produce a track. The same applies the other way around. 

Beyond the practical advice for working with design and 
designers, what do you think are the key things design can 
bring to a music project? 

I would break it down as follows: 

1. Communicating the vibe, personality, identity, story,  
or concept: 

Is it grimy and gritty, and a bit messed up, with wonky 
beats and warped detuned guitars and a real sense of 
foreboding, over which flow dystopian, melancholic lyrics 
that tell of lost innocence and a creeping sense of anger 
and distrust in the world?

Or is the record a nuanced and delicate instrumental 
work with acres of space; an intelligent record that plays 
with subtle shifts in mood and yet, despite its sparse 
instrumentation, has a real warmth and optimism to it?

Or is it an esoteric yet organic, earthy record, with a folky 
feel but touched by slight digital interventions that lift it 
out of any particular genre space?       >>

Design should reflect your personality, so there’s 
sometimes a strong argument for a DIY aesthetic, 
and to do it yourself can add to the story, integrity 
and vibe of the release.
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All this stuff sounds utterly ridiculous when you write it in 
a press release (please, don’t write like that in your press 
releases!) but if your designer can capture the music in 
your visuals you can communicate a sense of all of this 
in a split second, with an immediacy that only visuals can 
give. A good cover should distill the essence of the record 
– or parts of it – into an image that looks and feels like the 
record sounds.

In a world where genre-boundaries are blurred (and, for 
some, almost non-existent) your visuals are your principal 
tool with which to communicate the personality of the 
record in a very immediate and sophisticated way. If you 
do it right.

The key is to be appropriate – design should reflect your 
personality, so there’s sometimes a strong argument for a 
DIY aesthetic, and to do it yourself can add to the story, 
integrity and vibe of the release. This might depend on the 
stage of your career, the aesthetic of your music and so 
on; you just need to be clear that you know when a DIY 
approach might complement your vibe, and when you 
need to get the professionals in…

2. Consistency of identity

You and your designer should be thinking about visual 
consistency, and about how to achieve it without straying 
into a world of corporate branding and logos. It’s perfectly 
possible to establish a really strong and consistent visual 
identity without ever having a logo. Typography, pattern, 
a photographic style and graphic elements, handled well, 
can all contribute to your visual language. You’ll only get 
so much of your audience’s time and energy to engage 
with you. So if all the elements of your campaign are 
working together and feel consistent they’re all going to 
be helping build up a picture of you as an artist/group and 
each reinforcing the other, and building up a sense of trust 
and familiarity with you.

3. Thinking campaign not just cover

Think more holistically than just “I need a logo or record 
cover”. Think campaign. Your visual identity should be 
unmistakable in – yes – your record sleeve, but also your 
website, your Instagram feed, your Spotify page, your live 
shows, your merchandise. Once you’ve got a concept for 
your record sleeve, it may only require an extra 10% more 
work for your designer to nail a concept for everything else 
too – the hard bit is coming up with the original visuals – 
it’s easy (if we know from the start this is needed) to then 
apply this across a range of assets. So make the most of 
the work done. 

4. Value perception 

How do you want to make your work feel special or stand 
out? OK –  so this applies more for physical than digital 
releases – but it’s still an important consideration. A while 
back, a survey determined that the majority of people 
would pay less for a song than they would for a packet of 
crisps. Design can help communicate meaning and value 
to people – whether through a high-end, die-cut sleeve 
made of beautiful stock for a heavy-weight vinyl release 
– or through a well-crafted cover designed to have a 
powerful impact at 400x400 pixels on Spotify.

5. Considering the context – in your career, culture, and 
the market place

It’s also important to consider every record in a variety of 
contexts – its cultural context, its place in your career or 
body of work, its position in the market place.

A designer should be thinking not only of your stand-alone 
cover, but about how the look and feel of your music exists 
more widely, from how your Spotify looks as your work 
accumulates to your live presence onstage. And that’s an 
artistic position rather than a sales one. If you get that      >> 
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right, though, you create something that really connects 
with people, that they’re excited by, and once you’ve done 
that then the sales should start to follow.

What else should we be thinking about when it comes 
to design? 

Deciding on your concept or story is key. Every artist or 
record should have a story to tell and design can be a 
powerful tool to help tell that story. It might illuminate 
the artist’s musical approach, or politics, or the emotive 
content and themes of the songs.

As music writer Craig Havighurst lamented, an iTunes-led 
world presents a challenge to creative musicians looking 
to write more than a good hook: “When we don’t feed the 
mind as well as the ears, we make temporarily engaged 
consumers of a lifestyle product, not music lovers.”

Then there’s the aesthetic, personality and vibe you 
want to communicate. Whether you like it or not, the 
medium by which a piece of music is delivered to you 
directly affects not only how you feel about it, before you 
even hear it, but also how it actually sounds. That’s why 
Starbucks invest so many millions in packaging, because 
it doesn’t just change how we think about the coffee – it 
changes how the coffee actually tastes. 

Now, that’s not to say you should set out to manipulate 
your listeners, but you should be conscious that whatever 
you do will affect how the music is received – so you might 
as well make sure it’s a considered statement. The medium 
is the message. To paraphrase Marshall McLuhan: the 
form of a medium embeds itself in the message, creating 

The medium by which music is delivered to you 
directly affects not only how you feel about it, but 
also how it actually sounds. 

a symbiotic relationship by which the medium influences 
how the message is perceived. Or put another way – the 
way in which you present a message becomes part of the 
message itself... whether you like it or not.

There’s also the thorny issue of taste here. The sociologist 
Pierre Bordieu proved in the 60s and 70s that our taste 
in music will translate directly into our taste in food and 
our propensity to engage with the arts more widely, for 
example. Our taste in all things is intimately related. (If you 
really want to head into this particular rabbit hole, this is all 
tied up with our class and our need for social distinction. 
But that’s maybe another matter…)

Any final words of advice?

Good. Fast. Cheap.  
– Pick two. 

Oli Bentley 
Creative Director of Split

www.split.co.uk
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Five Reasons Why You Need 
a Music Lawyer
Pete Bott 
Senior Associate, Sound Advice

You might be wondering why does a musician, writer or 
producer need a lawyer?  Essentially, a music lawyer is 
part of the team, advising on legal issues and helping to 
guide the business aspects of a career in collaboration 
with other members of the team such as the manager 
and accountant.  Nonetheless, knowing when to appoint 
a lawyer can be a difficult decision.  With that in mind, this 
article will run through five very good reasons why you 
should consider doing this sooner rather than later.

1. Protecting your brand

One of the first steps in your career is to create a stage 
name and possibly a logo. This is your brand. But have 
you considered how you protect this? How do you stop 
someone else from copying your name?  If a friend came 
up with your name, or designed your logo, have you 
considered who the owner is? A music lawyer can not 
only advise you whether you own the rights to your brand 
marks but also advise you on the best course of action to 
protect them. 

Generally speaking, you have two options available to you: 
(1) you can either trade mark your name; or (2) rely on the 
law of “passing off”.

Legal Advice 
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that there are two copyrights in any sample: (1) the  
master recording copyright; and (2) the underlying song or 
publishing copyright.  

So how do you clear a sample? The answer is through a 
licence. Some websites offer both samples and licences 
for the selected sample. Always be sure to check the 
licence as this will set out: (1) exactly how you can use it; 
(2) if anyone else can use it; (3) how it must be credited; 
and (4) whether royalties are payable. 

However, what happens if the sample you want to use is 
not on a sample website or does not come with a licence? 
You can either use a sample clearing website, or, you will 
need to contact the rights holders (most likely the record 
label and publishing company) and put in place a licence 
to use the sample. Some record labels and publishing 
companies have licensing departments you can negotiate 
with but negotiation is by no means straightforward. A 
music lawyer can help you navigate the complex landscape 
here and strike a suitable deal.

3. Setting out your relationship with your manager 

A management contract is one of the most important 
and most personal contracts you will ever sign during your 
career. Your manager might just be the most important 
member of your team; the one to guide you through your 
career and take you to the next level. Needless to say, you 
must make sure you get the contract right and you obtain 
independent legal advice. 

A music lawyer will help protect your interests, making 
sure, for example, that you’re not paying your manager 
more than you should be and that the limits on their 
authority to act on your behalf are clearly set out; you 
don’t want to find that you’re contractually bound to give 
a live performance in a far flung place for a low fee      >>

Legal Advice 

A trade mark is a badge of origin and is used to distinguish 
one person’s goods or services from another’s. A trade 
mark is a registered right. This means, provided your mark 
name meets certain criteria, you can register your trade 
mark for a fee. Once registered, you can control how 
others use your marks. 

However, trade marks are expensive and not always the 
best option for up-and-coming musicians who may be 
strapped for cash. The alternative is to rely on the law 
of “passing off”. Passing-off is an unregistered right and 
comes into play when one party takes unfair advantage of 
another’s “goodwill” - passing their goods/services off as 
yours. If you can prove that your marks have the necessary 
goodwill then you can exclude all others from using your 
marks without the need to register a trade mark. 

Which one of the above to rely on will depend on your 
circumstances. You also need to manage your other 
associated intellectual property, for example, the copyright 
in your artworks and photographs. If you are serious about 
building a brand, protecting it should be a consideration 
from day one.  

2. Clearing samples

With the popularity of samples soaring, it’s now more 
important than ever to ensure that you are legally allowed 
to use a sample by clearing it correctly. I’ve seen artists 
and producers get stung years down the line for using 
uncleared samples. At best, these disputes can be resolved 
amicably with a payment to the person whose sample has 
been used. At worst, a dispute for an uncleared sample can 
lead to bitter court battles costing thousands of pounds. 

You may not be aware, but all sampling is actually an 
infringement of copyright unless permission of the copyright 
holder has been obtained.  You also need to understand       >> 
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A music lawyer can make sense of this complicated 
patchwork of rights and advise you on the customary 
industry parameters within which you can agree terms 
with collaborators,

5. Closing the deal 

It may come as no surprise by now, but the response from 
many artists when they enter into a contractual dispute is 
“the parts I understood seemed fine”, “they explained it to 
me over a few drinks, it was very relaxed” or “they were my 
friends, I thought it would all be OK”. 

While negotiating (and certainly before closing) any deal, 
whether a written contract is involved or not, whether it 
is big or small, you should seek independent legal advice. 
Whilst it is flattering to receive recognition from a record 
label or publishing company, you need to be aware that 
you are entering into a legally binding agreement. Music is 
understandably your passion, but it is also a business and 
your source of income. Never sign anything straight away 
and always keep in mind nearly everything is negotiable. 

The above five reasons for taking legal advice from a music 
specialist lawyer are really only the tip of the iceberg.  The 
music industry is evolving constantly.  New deals are 
being done all the time including a wide variety of rights 
and income streams taking in live performance, writing, 
recording, merchandising, endorsements and a whole 
lot more. A music lawyer is invaluable to ensure that you 
get off on the right foot at the beginning of your career 
and that you are guided and protected as the business 
continues to change and your career develops. 

Pete Bott 
Senior Associate, Sound Advice
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because a manager signed a contract on your behalf. 
Whilst you will be on good terms with your manager when 
entering into a deal, have you thought about how you can 
get out of the contract if your manager doesn’t turn out to 
be everything you hoped for? 

Remember, a management agreement is an agreement 
based on trust and confidence and a good agreement will 
be mutually beneficial for both parties, so it’s worth getting 
one in place and having a music lawyer help you negotiate it. 

4. Knowing and understanding your intellectual property 

Each track you make includes several copyrights. For 
example, a song will attract musical copyright in the music 
and a literary copyright in any lyrics. If you record that 
song, a separate copyright exists in the sound recording. 
Things get more complicated if your track features 
additional performers or you engage a producer or mixer 
to work on the recording as they may own their own rights 
in your track. 

Therefore, you should ensure you have everything set 
out and ideally agreed in writing before you start work 
on a track so you can use your work without the need to 
negotiate with many different people afterwards. If you 
are a solo artist or producer, this means ensuring you have 
received an assignment from those collaborators on your 
track. If you are part of a band, this may mean putting in 
place a band agreement to ensure you know exactly who 
owns what.

Intellectual property rights are complex but ownership 
should always be a consideration before you begin making 
a track. As with samples, you don’t want your track to finally 
take off only for collaborators to insist on a share if that is 
not what was intended from the outset.       >>
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Health and Wellbeing Links

Although you will likely need to work hard in order to 
forge your chosen career path, it is important to always 
consider your own mental and physical health. Below are 
a number of organisations that are on hand to support 
your health and wellbeing.

National 

Help Musicians UK

Help Musicians UK is the leading UK charity for professional 
musicians of all genres, from starting out through to 
retirement. We help at times of crisis, but also at times of 
opportunity, giving people the extra support they need at a 
crucial stage that could make or break their career. 

www.helpmusicians.org.uk/get-advice

BAPAM (British Association for Performing Arts Medicine)

The British Association for Performing Arts Medicine 
(BAPAM) is a healthcare charity giving medical advice to 
people working and studying in the performing arts. BAPAM 
help you overcome (and preferably avoid) work-related 
health problems, and we are dedicated to sharing knowledge 
about healthy practice.

www.bapam.org.uk

Health and Wellbeing Links

Health & 
Wellbeing
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Leeds MIND

Leeds Mind promotes positive mental health and wellbeing, 
and provides help and support to those who need it. We 
offer many services, including: counselling, group therapy, 
social support, peer support, self-directed support, social 
prescribing, housing support, employment support, suicide 
bereavement support, and mental health training.

www.leedsmind.org.uk or 0113 3055800

The Marketplace Leeds

Our services are free, confidential and available for 11-25 
year olds in Leeds. We offer a range of services including one 
to one support, counselling, group-work and our drop-in. All 
of these services are delivered by our Youth Work Service 
and Counselling Service.

www.themarketplaceleeds.org.uk or 0113 246 1659 
www.leedsmind.org.uk or 0113 3055800

 

MindWell Leeds

MindWell is the mental health website for people in Leeds. 
MindWell provides quick and easy access to up-to-date 
information for all adults in Leeds, including GPs, employers 
and other professionals.

www.mindwell-leeds.org.uk

Arts Minds

ArtsMinds is a collaboration between BAPAM, Equity, 
The Stage and Spotlight – four entertainment industry 
organisations that between us reach thousands and 
thousands of performers and creative practitioners working 
across all art forms.  The trigger for the project came with a 
series of suicides from within our community which resulted 
in a call for some kind of action. The four of us came together 
to consider how we might support people in our creative 
industries who are dealing with emotional stress and mental 
health challenges and the result is this resource hub. We also 
hope ArtsMinds will encourage more people to talk about 
their situations and go some way to help raise awareness.

www.artsminds.co.uk 

Local (Leeds)

Leeds IAPT (Improving access to psychological therapies)

We provide psychological treatments, sometimes called 
talking treatments, to help people who are stressed, 
experiencing low mood (depressed) or are very nervous 
(anxious). Treatments are delivered across a number of 
locations in the city and can take place as part of a group, 
online, or on a one to one basis. To access treatment patients 
can self-refer to the service.  Once an assessment has been 
completed our clinicians will then speak to patients about 
treatment options. IAPT is available to people who are aged 
17 or above and registered with a Leeds GP.

www.leedscommunityhealthcare.nhs.uk/iapt/home 
or 0113 843 4388 

Health and Wellbeing Links Health and Wellbeing Links
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Special Thanks 

With Thanks to Our Contributers 

Rosanne Benbow

Oli Bentley / Split

Pete Bott

Eddy Hackett

Alex Marshall

Ailis Ni Rian

Ellie Palmer

Emily Pilbeam

Brandon Rosenbluth

Adam Ryan

Fiona Sinclair

Vangel Vlaski

James Wilson

Emma Zillman

Incorporated Society  
of Musicians (ISM)

Young Classical  
Artists Trust (YCAT)

Thanks to the LCoM Events and Enterprise Department 
staff that helped to create this guide including James 
Warrender (Editor), James Wilson, Tristan Watson, Joe 
Foote and Paul Abbott.

Women’s Counselling and Therapy Service

Women’s Counselling and Therapy Service (WCTS) offers a 
free or low cost accessible counselling and psychotherapy 
service for Leeds women on low incomes. Venues are in 
the city centre and in communities around Leeds.

www.womenstherapyleeds.org.uk

CALM (Campaign Against Living Miserably)

The Campaign Against Living Miserably (CALM) is leading 
a movement against male suicide, the single biggest killer 
of men under 45 in the UK.  We run a free and confidential 
helpline and webchat – seven hours a day, seven days a 
week for anyone who needs to talk about life’s problems. 
We support those bereaved by suicide, through the 
Support After Suicide Partnership (SASP).

www.thecalmzone.net or 0800 58 58 58

Health and Wellbeing Links
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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 3

Edition 2
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MUSICIANS’ 
SURVIVAL GUIDE
Edition 2 

www.lcm.ac.uk/survivalguide

Why do you need a band/artist agreement?MUSICIANS’ 
SURVIVAL GUIDE
Edition 3

www.lcm.ac.uk/survivalguide

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.

The Alumni Network

LCoM Alumni Association is a free online networking 
portal that helps you establish professional contacts, 
stay in touch with fellow graduates, and access industry 
opportunities and job listings. Uniquely, the space allows 
graduates to explore mentoring connections whilst 
keeping you up to date with all LCoM news and events. 
Sign up now at www.lcm.ac.uk/alumni/ or contact us at 
alumni@lcm.ac.uk / 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 Musicians’ 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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Legal & Finance

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


