Music Industry

Here is a really sad definition from Wikapedia:

The music industry is the business of music. Although it encompasses the activity of many
music-related businesses and organizations, it is currently dominated by the "big four" record
groups, also known as "the major labels"/"the majors" — Sony BMG, EMI, Universal and Warner —
each of which consists of many smaller companies and labels serving different regions and
markets.

I’d like to add to this definition that there are lots of other labels besides the “big four”. But
just so you know what I mean when I say “music industry people” I mean A&R (artists and
representation), booking agents, managers, lawyers, people who work at labels,
publicists…basically anyone whose job it is to help get music to the public.

Music industry people come in all shapes and sizes. Some have the wrap of being some
alien bread that are infamous for their ruthless, weirdo, freaky behavior. Partly because it’s not a
very sane or predictable industry and therefore attracts people who want to be part of the action
and gamble on the success of any given act. That said there are plenty of completely normal and
logical folks in the industry as well. Luckily I happen to know a few of them (I also know some
freaks but I’m not interviewing them…).
Over the years I’ve had the pleasure of having some sort of contact with several agents,
labels, and lawyers. Here are some interviews with the ones I liked and thought might have
something interesting to share.

Questions for Music industry people:

1. Tom Windish- runs the Windish Agency, a very successful booking agency based out of
Chicago, IL. They represent artists such as Animal Collective, Atlas Sound, Aphex Twin, Os
Mutantes, Panda Bear, Peter Bjorn and John, and many others. Check them out at
http://www.windishagency.com

Q: Hey Tom, so do you feel that the changes in the industry that has shifted attention and
the potential to make money from recordings to live performances has actually helped your
business of booking bands?
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Distribution of music is in an incredible transition. As file sharing has become easier and
more commonplace than copying tapes and burning cd's in years past, the number of people
exposed to music as exploded. The live experience is irreplaceable and fans are turning up to
shows in record numbers. Bands are touring more now, both to earn a living and to promote
themselves. I actually think bands have the potential to make more money now than they did
from labels because they earn a higher percentage of the money from ticket sales than they did
from the sale of recorded music. As an agency for setting up live performances, obviously we
have benefited from more people turning up to shows and artists touring more frequently.

Q: I know I got an email from you that you booked something like 125 showcases this year
at SXSW for your bands and had non-stop meetings while you were in Austin. Sounds like
you’re really busy. How do you go about representing your bands at something as hectic as
SXSW? Do you attend some of their shows? Do you look for new artists there?

I have 11 employees. Other agents from my office traveled to SXSW as well and we split up
the shows we're going to attend for our clients. While we had around 125 performances at SXSW,
these performances were done by about 20 of the artists we represent. I don't think it's essential
that an agent from my office is at every single performance that we set up the conference. Still,
between the three of us who attended, at least one of us made it to most of the shows.

Q: Your roster of bands is pretty solid. In order to make the business successful do you
have to have a certain number of established bands who inevitably make money for the
company in order to take on less known indie pet projects?

Defining a successful business is relative to the individual or individuals running it. There
are more ways to define successful than just monetarily. I can say that I am very happy with what
I do for a living. I'm proud to work with the artists I do and I'm very proud of the quality of tours
and shows that I'm able to set up. I'm also very satisfied with the other people that work in my
company. We have seen financial rewards as well, but that's not the reason I got into this
business or the reason I stay in it. As for bigger artists making it possible for us to take on
smaller ones, that's not really how I think about the roster. I take on artists that I love and that I
think have a good chance at developing a fanbase. I'm also aware of the rest of the team of
people that work for them around the world. It is rare, these days, for me to take on an artist that
does not have some other people working with them that are well connected in the section of the
music industry that they specialize in - such as a good publicist or label.

Bonus question: Approximately how many demos would you say you get a year from
aspiring bands? Approximately how many do you actually sign to your agency?
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I receive music in a number of ways, usually as links to songs on Myspace. I don't receive as
many physical CD's these days. I'd say the company as a whole receives over 4000 submissions in
one year, but that's a rough guess. I have never picked up an artist that came to me out of the
blue. Most of the artists I choose to work with come about by me hearing about it from a friend
or associate, checking out the music and liking it and then approaching them directly.

2. Stephen Judge- is the former General Manager of Redeye Distribution/Yep Roc Records.
Prior was the A&R Director and Sales and Marketing Director at Redeye/Yep Roc. Managed the
rock band, Athenaeum (Atlantic Records 1996) for 5 years and also ran several Schoolkids
Records retail stores in North Carolina for 10 years. He is currently owner of Second Motion
Entertainment and work with artists such as Daniel Lanois, Adam Franklin (Swervedriver) and
launching Second Motion Records in the fall of 2008.

Q: So Stephen, I have to ask the obvious question first, how is Redeye Distribution affected
by the digital age and what have you guys done to create new models that fit the new
market? Are physical cd sales as significantly down as they say?

Yes Physical sales are down, it’s obvious with the closing of great chains like Tower Records
that things are changing. The big problem at the moment is that physical sales are dropping
rapidly, digital sales (itunes, etc) are growing rapidly, but there still is a big gap in between the
two. People are scrambling to find what can fill that gap and how things will play out for the
future.

Q: I know that you’ve been in the music business forever and have gone from working at a
record store to being high up in a successful company. Do you like being in the music
business or do you find it has it’s fair share of bullshit and sometimes you don’t see any
order in the chaos?

I love being in the music business, I can’t think of anything else I would want to do.
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It certainly is chaos at times and there are a lot of people who are very negative about the
business in general, the music up top, major record labels and where things are going, but I feel
like right now is one of the most creative and exciting times to be in the business. I told myself a
long time ago I would refuse to let the business get the best of me, get cynical or negative. I get
up everyday and do what I love and have been successful. If it all ended today I would have no
regrets and know I did my best and made a difference in some small way. I am just as excited
today as I was when I started at the age of 19 and feel like it’s all just getting started. I feel like
the industry hasn’t even been born yet and the future is exciting and more in the control of the
artists.

Q: You’ve signed quite a few bands to the labels under Redeye and have a great knack for
knowing when musicians should be given opportunities to get their music out there. What is
the criteria for which you go by when you are deciding a band deserves to be heard? What
would you tell a band it is that industry people are looking for in an up and coming act?

I’m not sure I have any specific control over whether a band needs to be heard necessarily,
all bands need to be heard and it’s not up to me to decide on what’s worthy or not worthy really. I
just look for something unique and special that has an edge musically. When an artist loves
playing and has that passion for music, it shows and can be extremely intoxicating to everyone
around them (the audience, the industry people, etc) and I have learned that enthusiasm from
outside an artist can do the same to the artist, inspire them to do more when they know someone
cares. I really don’t know how else to spell it out other than that.. I listen to all sorts of music,
never have been one to prefer one style of music over another.. Never subscribed to the
sometimes snobby areas of the industry where they don’t appreciate some styles of music just
based on their tastes or maybe on some vanity reasons to fit into a certain click or group.
Granted, I don’t like all music and have never been into overly pop music like you may hear on
programs like American Idol, which to me is just a whole different area of the business away from
my interests.. However, I’ve have always said that I think it’s perfectly ok to love a band like Sonic
Youth but also love a band like Toad The Wet Sprocket as well.. And sometimes you don’t find
people who are into both bands or get them from top to bottom.
So short story long, I have no idea where it comes from, I have just learned to trust my
instincts over the years and feel like I can get along with just about anyone and have developed a
unique ear and taste for what maybe is going to really strike at the heart of people. Whether it’s
on a small one on one basis for the kid in the basement spinning records or if it’s a band like U2
and what they have done, it’s all relevant if it touches people and has the power to change
people’s lives. I just feel like I am constantly trying to give back a small portion of what it has
given to me and that’s enough and if a band moves me still then that’s all I need. It’s about
passion, something unique that’s natural and comes from a place no one really knows how, why
or where but is powerful.
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For an up and coming act.. Best advice is to utilize their fans, always work with people that
are excited about your music, and are willing to help. Right now is a very difficult time in the
business to be a new band, always believe that if you work hard, treat people well and with
respect, that work will pay off. Don’t let others do the work for you, do it yourself.. Don’t always
have an agenda be friendly, respect people.. And never burn any bridges, this business is way too
small. Also don’t be in such a hurry, it won’t just come to you, you have to work very hard, and
many bands are not prepared for that at all (and often think they are) but be patient, if you have
confidence (not cockiness) and have a strong work ethic, it will all come together but take things
one step at a time and be appreciative of everything you get because most people never get to be
in this business as a full-time job.

3. Lowell Brams- runs Asthmatic Kitty, an indie label based in Lander, Wyoming. He is the
stepfather of Sufjan Stephens who he in part started the label with and for. Notable acts would be
Sufjan Stephens and My Brightest Diamond.

Q: So Lowell did you start the label because of your relationship with Sufjan and was it
originally just a way to get his music out there and then grew into a label? Or was it always
your intention to run a full-blown label?

Sufjan went to college in the town where I happened to be living at the time, and we'd
always talked about music. When he and some friends formed a band, "Marzuki," I went to every
show I could manage, and eventually helped them get their second demo EP produced. They
disbanded, Sufjan moved to New York for graduate school, and soon afterward we began talking
about starting a label to support projects by his former bandmates and other musician friends;
we knew Sufjan's solo album might be the first release, but didn't consider it more important that
any of the other projects being discussed. For one reason or another, many of those projects
didn't pan out, and our growth for several years was slow. Then in 2001 we "signed" two more
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artists, released Sufjan's second album, and a compilation that included all the people we created
the label for. From then through 2003 our goal was for A.K. to become self-supporting, and after
Sufjan's "Michigan" got some attention late in the year, we moved closer to that reality. By the
time "Illinois" was released in 2005, we had a roster of five, and were so full-blown our cover art
screw-up (using the trademarked image of Superman) gained national attention in the music
press; a writer for Variety or Billboard even called. Some thought we'd intentionally gotten into a
tangle with D.C. Comics for the publicity, but we'd just fucked up, and the publicity was definitely
not worth the mental and physical distress; some of us were sleepless and physically ill for three
weeks. We could have lost the label or at the least our independence in the process, just when it
looked like we would become a '"real" label.

Q: Because the music business is in such flux right now and there is talk of major labels
dissolving in the near future, and cd’s are becoming obsolete, what does this mean for an
indie label like you guys? Are you at a signing freeze until you have more or a sense what
the future will be like?

The major labels will do what they do- it doesn't have much effect on us. I personally don't
believe the entire music business will dissolve, or that physical mediums will disappear, but it's
clearly decentralizing. I guess we're contrarians- last week our roster grew from twelve to
eighteen. We're nervous but optimistic, and in hindsight, our conservative growth pattern has
kept us in the game.

Q: I played a show with your bands the Castanents and Shapes and Sizes, both hard
working bands. I remember one of them telling me that Asthmatic Kitty signs bands by all
listening to a demo and then only signing a band if you come to a unanimous decision. Do
you think this is an effective system? Do you feel in a way that labels are like families and
they end up become quite insular and supporting music of bands and people they already
know rather than the unknown?

With the exception of Shapes and Sizes, who we met when they sent an unsolicited demo,
yes, everyone else has had a prior connection with somebody. We don't necessarily agree on that
system, but it's the one we have. Like in every family, we're not all perpetually happy about
everything, but at the same time, we choose to work together and no one need feel they're stuck
with it, like "you only have two parents"; we're really mutually supportive. In nine years only one
band has left, and since that was before we had good distribution and operating systems in
place, I can't really blame them.
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Bonus question: Approximately how many demos would you say you get a year from
aspiring bands? Approximately how many do you actually sign to your label?

Including myspace and other MP3 links, five to six hundred? As mentioned above, we've
signed only one artist from a "cold" demo, and that was only after we'd met them.

4. Gary Adelman- is an entertainment lawyer based in NYC. I came in contat with him when I
licensed some music to a movie. We no longer work together but I do usually grab a beer with
him at SXSW.
www.gpa-law.com

gary@gpa-law.com

Q: So what kind of things do you do as an entertainment lawyer? Do you work for specific
bands only or do you do contracts for bands that approaches you with ones they need
representation for in a one time situation?

The role of the Entertainment Lawyer has changed over the years. I have expertise in both
Music and Film, so I have a broad range of experience and expertise. I represent a number of
independent record labels in two basic capacities, 1) I do all of the contractual work, including the
signing of artists, licensing deals, internet deals, publishing situations, side artist, distribution,
etc.; and 2) I do label consultation, since I ran a record label in the 1990's, Liquid Sky Music, I am
an expert at starting an independent record label and help people who want to start their own
label put that together and show them how to run the label in the beginning.
I generally do not do one-off band contracts. I generally represent 3-5 bands at any given
time.

Q: Do lawyers ever really represent artists to labels in order to get them signed or is that a
myth?

There are lawyers that represent artists and try to get them deals with labels, they are
generally known as "Shoppers". I may pass a record to an A&R that I know, but I no longer do
hardcore shopping, but there are still law firms and lawyers that do.

Q: Do you ever work with independent bands or more just with established bands with
labels?
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In this age of the internet, there are many independent bands that are making money
without a label and if they want to hire me to do contract work or consult, I definitely do it, I love
the independent scene and support it.

5. Paul Agnew- runs the indie label Northeast Indie which is based in Portland, ME. He signed
Death Vessel before they moved on to Sub Pop. The label is no longer full functioning although
he still has a website which sells music of independent artists and also has a list of promoters
and contacts that he graciously shares with musicians. Check out NEI at:
www.northeastindie.com

Q: So Paul, Northeast Indie used to be a label with acts like Death Vessel and Mica Blue
Smalldone. I know now you’re not functions as much as a label, can you tell me a bit more
about your decision?
There are a combination of reasons as to why I am not running the label any more, some
financial and others personal. Financially, it was becoming too expensive. I borrowed a lot of
money to make things work and ran up some large credit card debts with the biz. I gave myself
until the end of my distribution deal, which ended summer 07 and made a pledge that if things
were not working out by this time I would reconsider the whole endeavor. Death Vessel had
moved on to Sub Pop and Cerberus Shoal is on extended hiatus. These acts were the most
successful and I just did not have the energy to start all over again. This all coincided with flying
back and forth to St Louis to be with my father as he struggled with cancer which he eventually
died from last August. I did some soul searching and realized that I am not happy supposedly
doing something that I love. I had a lot going against me in that I am not a former member of a
successful band, had not worked for a label, or lived in a location that enabled me to easily make
personal connections in the industry. Most of what I know now I had to learn by making
mistakes. I believe I could be more successful now but still need time to regenerate both
financially and emotionally. I do miss being a part of the whole scene. Portland has a great small
community and I think as a label we created our own community that still exists. Musicians
playing on each other’s CDs, touring together, etc.

Q: I remember you told me that you might get into management. Is that something you are
doing now?
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Management could be a possibility down the road. I could be very helpful to an artist in
that I do see the big picture and all the details that are important for one’s career from the label’s
perspective. I also have experience promoting, booking, touring, recording, and an
understanding of most relevant financial and legal issues.
My hope for the musicians I have worked with is that they all find fulfillment in what they
do. For some that may be moving on to a bigger label and for others it may be just playing
locally while trying to raise families, buy homes, or do all the normal things that people want.
Bigger is not always better and the need to constantly grow and outdo oneself with the next
recording, the next group, the next tour can lead to a lot of unhappiness.

Q: Your website has a great list of independent promoters and you still distribute CDs for
some artists. What is it you hope to do for musicians with NEI? What are your thoughts on
the future of the industry and indie labels within it?

I have mixed feelings about the future of the industry and indie labels. I think there is a
great demand for niche labels as long as the labels/musicians expectations are realistic. If I had
operated more as a niche label and less as a larger indie, I would not have fallen into many of the
traps that hindered success. My expectations were unrealistic and I bought into doing things on
a level that I could not afford and that sales did not justify. The internet has helped in many ways
but also hurt in the idea that music is somehow “free.” There is a lot of energy put into a
recording, emotionally and financially and when you see people giving this away who are in no
way connected to it can be very discouraging. Personally, I am a big fan of services like Rhapsody
where you have access to huge catalogs and it is relatively inexpensive yet people are receiving
something for their efforts.

Bonus question: Approximately how many demos would you say you get (or did get) a year
from aspiring bands? Approximately how many do you actually sign to your label?

I never was inundated with demos as I discouraged people from sending them. Listening
to a recording is only part of the whole equation and I was much more inclined to go with artists
that were recommended by people whose taste I trusted or going with musicians that I had seen
while tour managing. There were a few exceptions where I was blown away by a demo but more
often than not I would receive music that was so far from what I was releasing that it was obvious
that the musicians did not really know anything about the label. It’s too bad for them because
it’s just a waste.
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6. Jeff Goodman- works at Sonicbids.com and manages the bands “Frank Smith” that I’m friends
with and have played various shows with.

So you manage the band “Frank Smith” that you know I love dearly as they are awesome
musicians and friends. They recently moved from Boston down to Austin, TX. You still live in
Boston and manage them from here. How is that going? Why do you think they moved?
“Frank Smith” moving to Austin was not a career decision. Aaron Sinclair (writer/singer)
grew up in Houston, TX. His sister had just had a child, and Aaron wanted to be closer to his
family. It was of the opinion that Frank Smith had peaked in Boston, and would not have
developed a larger local following without a doing any significant touring.6

Do you feel that managing an indie band is a labor of love and why did you decide to do it?
Is it something you had a genuine interest in or something you did because you were
friends with the guys in the band and wanted to help them out?
The answer is yes to both of these. I had any interest in the roll of management, and Aaron
is one of my best friends. I had worked for a couple of record labels, and wanted to give
management a try. I believe in Aaron as an artist, and thought I could really help him with his
career. While it’s a labor of love, it’s very much a business.

I can only assume it's pretty difficult to go cold into something like artist management. What
were your initial goals for the band? To get them signed? How have those goals changed?
And finally what is one word of advice you'd say to someone thinking about getting into
artist management for a friend's band?
The goal has not really changed. Our goal is to make Frank Smith a self sufficient band.
Meaning they can live 100% off of their music, and I would no longer have to carry an additional
day job. In 2008 “getting signed” isn’t the goal. Really touring and building a fan base
organically is how to reach that goal.

7. Patrick May - Agent for the northeast region at Skyline Music LLC, a national, boutique
booking agency. He is the responsible agent for Auktyon, Black 47, Dubconscious, Jazz Mandolin
Project, Lez Zeppelin, New Monsoon, and Toubab Krewe. Skyline also represents Tayler Dayne,
Michelle Shocked, Tom Rush, George Winston, Victor Wooten, Nancy Sinatra and many other
artists. You can check them out at www.skylineonline.com
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Q: Hi Patrick, I remember you writing to me once that you would only work with bands who
could gross at least a few thousand dollars a night for it to be worth your while. And I think
I remember asking you how you think an unestablished band could get to that point
without a booking agent. Would you mind telling me again for the benefit of anyone who
may read this?

Developing artists would be a more accurate label versus un-established. There are many
factors that go into why we sign the bands we do, and yes a bands market by market value is an
important part of that, but not because we want just want to make a quick buck. Because we are
not a huge agency and it is not our goal to become one, we are careful in growing our roster size.
We are always working with developing artists, they are our future. But given that we have just 6
agents, we must prioritize where our efforts go. We have operating costs of our own and there is
only so much time in the day to balance our work with established & developing artists.
Accepting the hard reality that our agency essentially makes a living on ticket sales from live
performances is always the tough part of my job. But the truth is, in today’s competitive
marketplace, there are far more bands than venues and if an artist cannot sell enough tickets on
their own, it is difficult for an agency to generate revenue for the artist or themselves. There is no
silver bullet, it’s equal parts hardwork, luck & magic. The only sure thing, no matter what genre,
is it starts with building an online community of people who promote your music by word of
mouth. Not because the band ask them to but because they can’t help themselves but to spread
the word about the love of the music and how it affects them. The public decides what music
works and what doesn’t. Booking agents get involved with acts to help nurture & maximize
natural momentum, not create it with very rare exceptions, and generally the exception is financial
resources.

Q: What specifically needs to be in place in order for an artist to get signed to a booking
agency such as yours?

We have learned that to be successful on behalf of new clients it is essential that they have a
team in place to execute a broad plan, supported by aggressive promotion and publicity, and that
they can demonstrate solid organic fan growth in multiple- markets.
Other factors that we find attractive (in no particular order) include:
1. Professional artist management with a track record of success
2. A label and/or the marketing support provided by a label
3. A clear, linear path to success and the finances to execute
4. A strong web presence, as well as, a willingness and ability to embrace online/new media music
marketing
11

Q: Do you feel that for a booking agency to succeed that all it’s artists must be established
or that if you have enough established artists that you can be at liberty to take on a few
smaller projects and develop them along the way?

Every agency is different, there are some agencies out there that work with local acts,
regional acts etc. We are a national agency so we look for bands that have developed to a
national level. Some of the hottest new agencies out there were built on the back of one band
that at one time was developing too, and now that they are established. In the end though I
believe balance is the key to life.

Q: And lastly, do you feel that booking agency’s are not as effected by the changes in the
industry as record stores and labels because decreasing CD sales isn’t your problem? Do
you feel that now that there is more of an emphasis for bands to make money off of live
performance that your business has in fact benefited from the changes in the market?

Touring & Merch absolutely are what will sustain artist careers in the post CD industry.
However this doesn’t mean that agencies are immune to the impact that technology has on the
industry. In fact, I am having to work harder & harder to provide services to my roster that even
5 years ago, would never have been offered by an agency simply because technology is changing
the many sectors of the industry where the agent interacts, to not change with the industry would
be a fatal mistake. So have agencies benefited from technology? Yes. But have agencies
benefited from the demise of CD format? No. I feel privileged to be a part of this industry, so
when a sector of the industry is in trouble, I am concerned. WE don’t have the luxury to take a
“not my problem” approach.

Bonus question: Approximately how many demos would you say you get a year from
aspiring bands? Approximately how many do you actually sign to your agency?

I don’t get too many demos sent to me anymore, for which I am glad because I hated to see
the waste of an artist’s time & money by sending an unsolicited press kit. However I would say I
can get on average 1-2 artist submissions via email per day. I actually research many more acts
then solicit me. There are thousands of bands to discover out there. As far as how many bands
we sign...it varies. In the past 5 1/2 years I have been with the company I’ve signed 6 bands the
company as a whole has signed 20.
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8. Nick Butcher- runs Folkwit Records, a small indie folk label in the UK (that I’m actually on…)
Check out the label at www.folkwit.biz

Q: So Nick, what was it that made you decide to start a label? I know you play music and
always have but what actually inspired you to help other musicians and not just focus on
your own band?

It was really a way of self-releasing my own music. I've written songs and been in bands
since my early teens. To cut a very long story short, I'd recorded an album with my latest band
Palava about 5 years ago and being mature musicians within the folk-roots genre, we had no
illusions about being snapped up by the likes of Sony BMG(!) so decided to self-release. (Our
modest fan-base often asked us for recordings.) Anyway, part of the process involved me setting
up a label for the purpose of releasing our own stuff hence the creation of Folkwit Records.
It wasn't long before people started contacting us and sending in demos. Some of it was
great! Speaking to many people it became apparent that there are plenty of musicians out there
making good music who because of their genre, attitude, philisophical or artistic leanings were
never going to be taken on by the majors or established indies. Some of us by nature are a little
suspicious of the 'business' - the clue is in the word and it is about making money rather than
necessarily having any kind of artistic integrity. That's not to say that popular music is inherently
bad although some of it certainly is and I find the way that the business 'manufactures' and molds
some of its artists a little distasteful to be honest. (I should also say I have no problem with the
concept of making money!)
Anyway, the idea formed that we could establish Folkwit as a small label with a diverse
roster of artists based on the concepts of quality and artistic integrity without being drawn into all
of the facile and occassionally prejudicial aspects of the popularist music business.
Why help other musicians? Well, I enjoy it. I love to hear new music, to show support to
developing artists and I get a buzz out of any success (critical or otherwise) that I/we may have
had a small part in.

Q: I know you’ve expressed to me that cd sales are slow for Folkwit right now which I think
is true for just about any label right now. Do you feel that in order to succeed in the
business now that you have to find alternatives to record sales such as licensing for film
and tv and other commercial kind of things that could generate real money for a label to
keep going?

I think it’s true to say that all labels are suffering from the down-turn of CD sales. I've had
many conversations with people I know in and around the music business about how things will
develop. I get a sense that selling recordings to the general public isn't going to be a reliable or
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sustainable way for musicians or small labels to survive in the future. Licensing is a great way to
make a living from music and one thing that will remain a good opportunity. Royalties from
airplay etc will become increasingly important too.
It is true to say that many labels are now looking for much more when signing artists - it's
no longer just about the recordings but also about getting a cut of merchandising, live
appearance fees, licensing and so on. Is that good for musicians? I'm not sure but as a business,
labels need to ensure they sustain an income.

Here's a suggestion from a well-connected friend:

Give away the music! Make it free to download. Concentrate on exposure - airplay, reviews,
blogs, podcasts, social networks etc etc (obviously making sure you are registered with the
appropriate body to get any royalties that may be due) Make limited editions (CDs or Vinyl) to sell
to fans - the more personal the connection with fans the better. Pursue all available opportunities
for licensing and paid live performances.

It sounds radical but it is hard to fight the tide of new technology - let's face it, file sharing
is endemic and there's a whole new generation of music fans who buy very selectively but get
most of their music for free.

Is there any point in having a label? I guess a label can bring some kind of expertise,
identity, kudos, investment in A&R and PR and also act as some kind of filter for fans by way of
genre and quality control. If the label has a role then it must find other ways of getting an
income and that, in all likelihood will be through getting a cut of licensing, merchandising and
live appearance revenue.

Q: Do you think that for any small indie label to ultimately succeed financially that it needs
at least one “successful” artist on it to help float the rest of the label and artists? And if so
what are some of the things you believe need to happen in order to “break” an artist?

Yes, I think any small indie needs some success to survive. Getting that however is proving
elusive. It is difficult without the substantial resources to invest in PR - either you invest and risk
losing it all or you don't and risk never generating any income. Most of us tread a path
somewhere in between. Investment in PR increases the chance of success but by no means
guarantees it. I think in reality there is an element of luck involved in breaking an artist but good
judgement in the sense of choosing who to sign is an essential starting point. The things I look
for are:
* hard working
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* originality
* a distinctive voice
* a realistic outlook

As we don't have much in the way of resources for funding PR, we do rely on finding
'champions' in the media - that could be a DJ or journalist. Someone who will supply public
support and influence others. I am increasingly of the view that to succeed, it's not so much what
you know but who you know. For us as a small label, that means us and the artists getting out
there and meeting people, putting on events/gigs and finding ways of engaging with people in the
business, media and with the wider music buying public.
Folkwit has so far survived on good will, free labour and a modest personal financial
investment. Ultimately, we will need a successful artist to survive in the long-term but until that
day, we remain determined to continue for as long as we realistically can.

9. Bruce Flohr- worked in A&R for RCA Records for 17 years where he signed Dave Matthews, the
Foo Fighters, Lit, Cave In, Hum, and many others. He now works for ATO Records and Red Light
Management…(this was a phone interview hence the dialogue)

Audrey: Hey Bruce, first of all could you just give us some background information on what hats
you’ve worn in the music industry? I know you were in A&R for RCA for quite a while. Can you tell
us some of the bands you signed?

Bruce: I started out in the business when I was 21 working for RCA right out of college in 1988
in the alternative market and later went on to marketing and A&R and signed the Stone Roses,
Dave Matthews, Foo Fighters, Lit, Hum, and as you know Cave In. I was with RCA for seventeen
years and left in 2002 to be a partner in ATO Records/ Red Light Management. ATO records has
David Grey, Jem, My Morning Jacket, Gomez, ect..
I got into the music business when I went to college and immediately signed up for college
radio station and started when it was in the heyday of radio when REM, The Cure, U2 and all
these great new alternative bands were starting to find a voice on college radio. I was able to
become the music director of the radio station and basically help dictate the sound of the station
and during that time we broke a lot of bands. That station of KCPR in San Lupis Abisco, CA, which
is on the coast of California. It was easily one of the top fifty radio if not thirty radio stations in
the college radio at that time. That experience allowed me to gain relationships in the music
business, which then caused RCA to call and offer for me to come and work for them right out of
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college. So I was fortunate. I actually got hired six months prior to graduating, so RCA put me on
payroll and then I graduated on Saturday and went to work for them on Monday.

Audrey: This is really interesting because when I put out my first record I was in contact with the
New England A&R rep for Sony Records who I was dealing with and who was younger then me, I
was 22 at the time, so he wasn’t even old enough to go to a bar, and he was at Boston College as
an undergrad doing advertising and I was blown away that someone so young would have a job
like that. But when I asked him his background and how he had gotten the job he said he had
been in radio since high school working for a well known station and had a similar background to
you.

Bruce: Radio is definitely a feeder for the music industry. There are tons of people in the music
business who came from radio. You’ll find that a lot.

Audrey: Cool, so do you work for ATO or Red Light management now or both? And what do you
do there?

Bruce: I work for both. I help run Red Light Management and then I’m a partner in ATO Records
so I do a lot of the A&R for ATO and as the business changes more and more the power is
shifting into manager and therefore into the artist’s hands. Now is becoming a better time and
certainly a better time for artists. It’s not nearly as restrictive on the artist as it once was. And
managers are becoming the central key figures in an artists success because they’re the ones
who quite honestly do all the work and have to have all the leverage whereas in the past record
companies controlled it because they controlled the money, but now that record companies don’t
have money they are loosing their control.

Audrey: Well that makes sense. And so Red Light isn’t just managing ATO artists it manages
other people as well?

Bruce: Oh yeah, our roster has over forty bands in all genres and ATO has eleven artists.

Audrey: I first saw you on the documentary “Before the Music Dies” which talks a lot about how
the music industry has changed drastically in the past decade or so. One of situations in the
documentary was that you had found a great artist (Doyle Bramhall) whose career had gotten sort
of lost and locked up within the major label game. It seems to me every one I’ve ever met that’s
been on a major label has a bad story to tell either about an album they never would release, or
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money they owed in the end, or being told they didn’t have a “single” on a record they had just
made. Are the major labels something you’d tell people to steer clear of and stick to either having
indie label support or DIY careers?

Bruce: Yeah well I think that the major label system is definite broken. The benefits of being on a
major label are decreasing rapidly. So unless you just want to sell ringtones and be a popstar I’m
not sure major labels are the right home for a band to develop their career at all. There are some
very good and talented people still working in the music business but they have ….hand tied
before their back. So what’s happening is that not only are they having a hard time doing their
jobs but their moral is quite low. And when you mix when you put someone working music in the
mix that their moral is bad, their passion is wayning, it becomes a very difficult job to do.
Because this is both hard work for artists and executives and if they’re not happy doing it the
results are going to be disastrous.
And I will tell you that specifically, and I would tell you whether you knew Stephen or not,
my “Cave In” experience was a major factor in why I decided to leave the major label system. I
had many artists who got screwed over but the “Cave In” experience was the last straw for me.
The details on that were that it was a highly competitive signing where lots of labels wanted the
band, the band was very causcious and concerned about joining a major label and they put their
faith and trust in a few key individuals, myself included, and for a long time the relationship
worked. I supported their vision, supported their music, supported their career, as well as their
manager Bridget Wright. What changed is that after they made the record “Antenna” there was a
plan to release that record slowly but surely. I thought it was the perfect record for them to make,
I thought it was a great record. And as that record was going to be released the current RCA
president was fired and the new president Clive Davis came in. And all it took was a person with a
different vision that high up to change the entire plan. It went from take your time, build it slow,
to oh my Gosh this could be a hit let’s go to radio. Despite the band, management, and me
saying “no, please no, please no” so they fast tracked it rather than letting it be a slow burn. And
it ultimately made me realize I couldn’t keep my promises anymore. And it put the band in
serious jeapordy because it was all about a one shot as opposed to over time. And I think that
record could have been incredibly successful in terms of setting Cave In up to be an important
band had it been done correctly.

Audrey: That’s kind of the sense I get from a lot of major labels; that it’s a one shot deal. Here’s
a lot of money and either you get that single out or you get locked in a deal and screwed…

Bruce: Yeah, you know it’s funny I was gambling this weekend and we were playing blackjack
and we spent a long time playing and it was fun, everybody was winning I had a lot of chips in
front of me. And then it started to get late and it was time to go to bed. And I put the big stack
out and it was over. Over, done, finished. Now fortunately I wasn’t dealing with someone’s career
or their livelihood, I was dealing with pocket change. But the whole thing is true, I always run out
17

of patience so I would try to get it all at once. Rather than what got me there was little by little,
little by little, little by little. And I went from winning money to going out empty handed.
The other thing about the “Cave In” story that was tough for me and tough for the band
because I had to make a move professionally and personally and that move effected “Cave In”
because once I was gone their internal champion was gone and they no longer had a voice
fighting for them inside.

Audrey: Well the way they told me the story, or rather the way Steve has told it to me, is that
their A&R person (you) left the label 3 months after their record came out and therefore they were
low priority and they were almost forced off the label. They weren’t dropped but they got bought
out so to speak. The only good part of the situation was that they got paid to leave instead of
incurring any debt.

Bruce: Yes, they had a significant deal, I mean they had a very healthy deal. So it was beneficial
financially for them to leave. The problem is, because I was gone, a good record never saw it’s
potential. It was the nightmare: We’re gonna sign with this guy because we trust him, and then
this guy leaves, for whatever reasons, I had valid reasons for leaving, but that doesn’t change the
fact that it effected “Cave In”. They got signed on the heels of indie rock still mattering for the
major labels. And then also indie rock still needing the money of the major labels, and the money
still being there. I mean, the “Cave In” deal was a significant deal, I don’t know if that deal even
exists anymore.

Audrey: Yeah, it was like a half a million right?

Bruce: Yeah! That’s a lot of money. And we spent a lot of money on the record and we had a
great producer…and there it is…there it is…

Audrey: And now they’re back on the same indie label they were on in the beginning.
Hydrahead. And even though they’ve been on hiatus for a couple years, they recently decided to
play together again.

Bruce: That’s great, it’s a really really good band. And they deserve it. It’s the one relationship in
my career that is strained. Almost every one of my other artists, whether they are successful or
the record never happened, I really want to maintain a relationship that is solid. So I could look
them in the eye and say, “I tried my best.” And with “Cave In” I wasn’t able to do that.
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Audrey: Yeah, that must be the toughtest part of that job, knowing that you can’t always deliver
things because ultimately it isn’t really you, it’s this big money making thing…

Bruce: Yeah, and the part that really frustrated me is that I was an executive with power. I was
one of the guy that could shit done. And when I started realizing I could be doing this for another
ten years and still not to be the final voice I said, “screw it”. So now I took my life and my bands
careers in my own hands. And nobody tells me “yes” or “no” now. If my bands want to do it I
make it happen.

Audrey: That’s good, that’s the way it should be.

Bruce: Yeah, it is the way it should be.

Audrey: What are your thoughts about the future of the major labels considering there is a lot of
speculation that they may dissolve in the next five years with the digital age?

Bruce: I think there will always be major companies that produce music, it may be a phone
company it may be a computer company, but there will always be major companies. But the
record label will have to re-invent itself drastically in order to survive. And the artist why this is
happening is starting to experiment and doing things they were always told they couldn’t do and
you can cite numerous examples from Radiohead to Amie Mann to Nine Inch Nails I mean there
are just more and more examples, everyday someone is trying to reinvent the wheel. And I think
this will be a time when the wheel does get re-invented finally. I think there is going to be an
element where the new nirvana musically might not be in the form of a band it might be in the
form of an idea.

Audrey: Sure, like Radiohead’s model in giving their record out for whatever you want to pay.

Bruce: Yeah, sure and the other thing is that it’s a really great time in the DIY sense but it’s also
a difficult time because the market place is more crowded than ever.

Audrey: It is so saturated, I have to say, when I started out myspace was just becoming a
phenomenon and now it’s unbelievable how vast it is…
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Bruce: Yes, and I think that’s the great thing is that you can make a record in your bedroom now
and post it on the web and people can listen to it. The problem is that you’re doing it, your
roommate’s doing it, the people who live upstairs are doing it, the people who live across the
street are doing it. So there needs to always be a filter for weeding out the crap. But at the same
time some people’s garbage is another person’s treasure. And I think that it’s going to be an
interesting dynamic of how people finally get fed-up saying “enough content, enough
content..just give me the good shit.” And how that happens.

Audrey: Yeah it’s funny, almost everyone I’ve interviewed so far for the book has said that they
don’t really listen to unsolicited material because there’s just too much of it and they can’t get to
all of it…

Bruce: I’ve said this for a long time: that’s what I spend the least amount of time doing. It almost
sounds blasphemous that I’m in the music business and I spend the least amount of my time
listening to new music. But if I listened to everything that came in I wouldn’t have time to keep
the promises to the bands I’m currently working for. And I have to run the risk that the next
Coldplay, U2, or My Morning Jacket is in my inbox, I’ve gotta run that risk. But that’s what you
have to do. My theory has always been that I don’t need the next “My Morning Jacket” I already
have one, and I want to make mine the biggest.

Audrey: Yeah, I’ve heard that in other interviews that people in the industry are more interested
in developing what they already have then signing on more acts. Maybe it’s a reaction to the flux
in the industry or just that it’s better to believe in your rooster then expand it which is great for
the people on the rooster but kind of sucks for everyone else whose looking for management or
whatever.
So what are some of the notable changes you’ve seen from going from working from a
major to an indie? Do you have any particular feelings about how things are going for the
industry in general and what the future will hold?

Bruce: Notable changes from going from a major to an indie are the speed at which we can work
at an indie label are much faster and that’s important because opportunities now come at you
faster and you can no longer sit around and wait for nineteen people to gather in a conference
room to discuss, debate, or politic their way about what’s going to happen with a band. Another
notable change is that we can make a dollar go farther on an indie. On a major label side there’s
this inherint laziness that it was just because you have this pool of money it was like “let’s do
this” as opposed to “let’s really look at this an monitor it and make sure that the dollars we are
spending are making a difference.” And I think whoever is left in the industry are going to be the
smartest, hardest working ones. And I feel the industry is having to become more responsible
and be held accountable much more. Many other industries who spend marketing dollars are
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forced to justify those dollars before they’re even spent. That those dollars are going to make a
difference. The record industry for a long time went on a whim and on a gut and an instinct. The
stakes are too high now to roll the dice. You better now that you’re gonna roll a seven.

Audrey: Any other thoughts on the future of the industry and if the CD will dissolve?

Bruce: I think the future is heading towards some subscription-based model where you just pay a
flat fee and you turn on the faucet and out comes the music no matter where or when. I think
there is going to be a demand for an improved sonic quality in music. Because as the consumer
gets smarter on their taste you get many more credible bands having more profile (and
specifically I’m thinking of The Shins, and Death Cab for Cutie, the Juno soundstrack, My Morning
Jacket…) are showing that the consumer always wanted intelligent music, the industry just never
fed it to them, but now that they’re getting smarter on the types of music and the quality of the
music that they’re listening to they’re going to demand more sonic quality from their music. So
that mp3 wave files are going to have to improve.

Audrey: As an A&R person what is it you would say to up and coming bands that are trying to
“make it” in this new market?

Bruce: I think where bands make a mistake is that the ones that don’t seem to pan out are the
ones that get together in the basement for the sole purpose for getting a record deal. The bands
that tend to “make it” could care less whether or not a major label comes into their rehearsal
space and says “we love you guys.” The bands that make it are the ones that are going to do it
with or without somebody else validating their music. They don’t need validation because it
comes from their insides, it’s coming from their heart, it’s coming from what they always wanted
to hear for themselves. Not from what the radio station is playing, or MTV, or any of the major
outlets. And if you are that kind of band people will respond to authenticity. The consumer is
much smarter than they get credit for. Even though sonically you might be a challenge, people
will respect that, and I think they are willing to support it. Music now has much more potential to
become an art form again. The difficulty is going to be that many people think that art is free.
And that’s going to have to change and it’s going to take time but I think that it will shift again. I
think that the consumer is willing to support it if they’re given a reason. So I’m very encouraged;
it’s definitely a difficult business, it’s definitely harder to make money, but at the same time
there’s a lot less people standing in the way between going from the basement to the big stage.
There are less gate keepers. You can bypass the industry now and go straight to the consumer.
The message is becoming much purer and not nearly as diluted as it was when it went through
the major label system.
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Audrey: Approximately how many demos would you say you get a year from aspiring bands?
Approximately how many do you actually sign to your agency?

Bruce: I would probably say that I get 150 different demos over a week. And over the course of a
year I might sign 5 bands. And I don’t listen to all of the submissions. I don’t have the time. Most
of the bands that I’m attracted to I find myself and go after them. I’ve got my indicators that I
trust. Certain online vehicles, magazines, and word of mouth.

Audrey: Yeah, one of the things I try to argue in this book is that the model of ruthless selfpromoting where you harass people online and spam them with ads of your band doesn’t work.
That what really works is making quality music and getting out there and playing it and making
connections and letting word of mouth do it’s magic.

Bruce: Definitely. If you are sitting at home talking about being in a band or talking about the
business of your band, you’re not in business. You have to create the opportunity of making the
next thing happen. Now, yes, it’s nice to have a team that creates the opportunities as well but as
a manager and as a record label executive I don’t write the songs, I don’t play the show, I don’t
connect with the audience. If I do my job right I put you in a situation where then you then can
win the game. I don’t play, I coach. And ultimately the bands and artists have to get up there and
create the magic. I’ll connect the dots and I’ll make sure that the person that wants to do
something with you gets the opportunity but if I put you on stage where all those people that
matter are in one room and you fumble and lay a turd on stage, I can’t help you. So it’s still all
about the artist. Many people lament “oh, if only had a team, I never got a break.” Bullshit. Make
your break. The reason why you’re sitting at home is either your lazy or you’re not as good as
you think you are.
You have to into music with realistic expectations. What are going you realistically going to
get out of it? Don’t set your expectations too high.
People come to me and say, “I want to get into the music business but I don’t know
anything about it”. And I tell them “you know as much about the music business now as I do,”
because it’s completely changed. And the only difference between you and me now is that I may
have a contact sheet that is a mile long with people that are in the business. But in terms of
knowledge and where it’s going: we’re on the same page. Because if was afraid of change I’d
probably be out of a job now because I’d be one of those high paid executives at a record
company where, even though they were successful, they can’t justify the salaries. I didn’t know it
at the time, I just felt like it was time for me to make a change and get with people who wanted
to fight rather than complain. And I think if I would have stayed and kept my expense account
and my corner office who knows where I’d be right now.
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10. Mark Richardson- is the managing editor for Pitchfork Media which is a very well known
website that reviews music and is certainly a trendmaker in the indie music scene.

Q: Hi Mark, I guess first of all I’m curious about your thoughts on how Pitchfork has
become a trendmaker for indie music. There are a number of bands that get good reviews
on Pitchfork.com and their careers have grown exponentially overnight. Is that the intention
of the site, to find and therefore break new indie acts? And how do you go about doing that
internally?

It's hard to say exactly what role Pitchfork has had in the success of bands, even the
ones often mentioned (Arcade Fire, Broken Social Scene). it seems likely that a review on
Pitchfork has some impact, but there are so many factors at play that it seems impossible
to quantify, and it's something that can very easily be overblown. That said, it's certainly
something that we take very seriously, that our audience is interested in what we have to
say and that our take on a band or record is an important part of the dialog surrounding it.
So without knowing exactly what the effect may be, having so many people paying
attention is a very good motivator and is inspiring for us. I would not say that Pitchfork is
especially concerned with finding and breaking new bands-- we'd like to provide insight
on music people are familiar with too-- but we are all music fans, and music fans in
general tend to get a kick out of turning people on to good music they might not have
heard.

Q: My guess is that you get hundreds (or even thousands?) of Cds a week. I read an article
once about a writer at Pitchfork who found the record for “Broken Social Scene” in a box of
un-listened to Cds and listened to it, loved it, and reviewed it. He made it sound quite
arbitrary that he even came across it. Could you explain what you do with them all and how
you select the ones you will review and the ones you won’t?

Yes, we certainly get many CDs a week in the office, no question, far more than we
could ever listen to. It's not an easy process to explain, how something gets reviewed-- in
general, obviously, we're writing about things that our audience would find interesting,
and often that overlaps with things that our writers find interesting. We also don't just wait
for CDs to come to us -- like any obsessive music fans, we're constantly reading about
things, picking up on ideas and records online, seeking out interesting music wherever we
can find it. Since what gets mailed to the office is just a small part of what's going on in
music, the pool of what we might write about extends far beyond that. Still, in terms of
combing through CDs, you look for labels, players, musical associations, things you might
have read about somewhere online, a new band that you heard a track by that sounded
good, a band that had opened for someone you'd seen and liked-- any combination of
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dozens of different things can go into it. But that's just for bands that might be appearing
on the site for the first time. There are, obviously, also lots of bands that we've been
following closely for a while, bands that we and our readers are already interested in, so
that's a different situation.

Q: In case you didn’t mention it in your above response could you just give an estimate of
how many Cds pitchfork receives over a time period and what percentage of those get
reviewed?

I've wanted to count the number of CDs that come into the office in a given week but
haven't done so yet. But if I had to guess I'd say the number for a week would be in the low
hundreds. And you have to remember that we also have 40 or so freelance writers at any
given time, and they're each getting CDs sent to them individually as well. So an accurate
number is pretty hard to come by. We review 25 CDs a week, so you could generate a
possible range of percentages from that.

Q: I heard that Pitchfork is starting a label. Is that true? And if so what is your intention of
starting a label considering the industry right now is in such flux?

Not sure where someone got that idea, but no, that's not true-- no plans to start a
label.

Q: I know you said you don’t know too much about the DIY scene but my assumption is that
most of the Cds you get are from unsigned bands who are DIY musicians right? Or do you
deal more with labels and their publicists that are trying to get their bands reviewed?

We get lots from both - a large percentage of the CDs sent to the office are by the
bands themselves, and artists e-mail me personally all the time about sending things.

Q: One successful DIY model is that the band Clap Your Hands Say Yeah got a good review
on Pitchfork and then proceeded to sell thousands of their CD out of their apartment on
their own and didn’t sign to any labels. What do you think of this model? Is it your hope
that artists who get an endorsement from Pitchfork might remain DIY instead of signing to
a label or is it something you guys don’t really think about?
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Well, that has been said with Clap Your Hands, but again, it's hard to say exactly
what role Pitchfork played in the success of that album-- some, almost certainly, but it's
difficult to quantify. The music industry right now is in a massive state of flux, and it'll be
interesting to see how bands cope down the road, especially by doing more things
themselves a la CYHSY. If it works for them, to be more independent, well, that's great,
and I'm all for it. I would say as far as Pitchfork as a whole, we don't have any particular
hopes or desires about whatever business decisions bands might make, that falls outside
of our scope as journalists and critics.

Q: And lastly any thoughts on the modern industry you’d like to share? Common themes in
this book include the growing saturation of the market due to social networking sites like
Myspace and Facebook, not to even mention how easy DIY recording has becoming with
software and home recording. The book also talks about how the physical medium of Cds
are becoming obsolete and the mp3 is everywhere and expected to be free. Then there’s the
rising cost of gas that is making touring nearly impossible for DIY artists who don’t make
enough to begin with. Well, there are a lot of themes, but if you have any thoughts to share
on any of them, I’d be curious….

Well, all of those themes are timely and are things I think about a lot. Everything
changes so fast right now, in terms of how music reaches an audience and (even more so)
the role it plays in peoples' lives, it's very difficult to know precisely where things might
go. The most interesting aspect of all of this-- and this probably reflects the fact that I
personally am more interested in records than I am in bands, that is, I'm not especially
driven to relate to bands as personalities, to want to meet them and know about their
lives, as much as I'm driven to experience the records-- is how music is becoming one of
countless entertainment options, something that might be a component of another kind of
media but is less often experienced alone as its own thing. Listening to music used to be a
discrete activity but I think that idea is fading, which is neither intrinsically good or bad,
but it is a shift.
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11. Christen Greene- runs Faux Pas Productions a management company for musicians. She
also has worked for the Velour Group and was working with Kaki King when I saw her down at
SXSW this year. She started her career in Northampton and now lives in NYC.

www.fauxpasproductions.com

Q: Hey Christen, you seem to wear a few different hats and I’m actually a little confused at
what they are. Do you manage Kaki King? Do you do booking or what exactly for your
artists?

I am the CEO of faux pas productions--a management company that also promotes shows,
festivals and books tours for our artists without agents. We manage Chris Pureka, The Amity
Front, Andrea Gibson and Jose Ayerve (of Spouse). I was working for The Velour Music Group
until last month where I was the day-to-day manager for Kaki King, Sonya Kitchell and Dar
Williams when she was with the company. I also did some online marketing for these clients. I
am an experienced booking agent within the United States in rooms up to 500 capacity. I often
take Tour Managing gigs when my clients are writing records or our on their own. I do wear
many hats at this time. I am young and want to experience a lot of things in this industry before
I settle in. I want to see the rooms where I put my clients. I want to meet the Talent Buyers and
production folks. I think it's important to have those personal experiences and of course,
relationships. Eventually I think I'll end up managing/owning/running a live venue and managing
my clients. I'll retire somewhere in the Pacific Northwest. I love it there.
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Q: Considering I'm doing several interviews with people I know in the music industry and
only one is a woman would you say that it's a fairly male dominated business? Has that ever
been an issue for you? And does being a woman lead you to deal more with female acts?

I'm flattered that you have asked me to participate. While I can't be the spokesperson for all
of us ladies in this business, I can offer you my two cents: I would say that the United States' work
place is male-dominated, so the music industry isn't much different. An, "issue" for me? No, not
so much. There can be a, "boy's club" vibe if you choose to acknowledge it and/or play that game
with those folks. I don't. But then again, I was brought up playing with boys, literally--on boys'
basketball teams, against boys' basketball teams, etc... I'm really comfortable around men and
feel like I can relate to them easily--socially and professionally. Some of my best friends in the
world and in the industry are men. In addition, I tend to surround myself with people who don't
see gender as a determining factor in someone's worth. As a woman in the business I feel like
you may have to work a bit harder to prove yourself or your clients, but I think that women in all
industries would agree with that. This is more of a social issue than anything, I suppose.
I don't "deal with more female acts." I have a roster of 2 women and 2 bands of all men. I
work with and hire people who are enjoyable to work with, honest and forthright, and I work with
folks who work hard. Musically, I am all over the map--I wouldn't say that I prefer one specific
genre at all. I was just interviewed by someone who asked me who my all time favorite band was.
How can you answer that question??! I know I couldn't. I just starting rattling off folks I would pay
to see--or folks who's merch I owned and wore proudly: Tom Petty, Pela, The Beastie Boys, Run
DMC, Lenni Jabour, Fugazi, The Roots, Gillian Welch, The Slip, Rogue Wave, Mountain Goats,
Damien Rice, Anais Mitchell, Kaki King, Wilco, Amanda Palmer and/or The Dresden Dolls, NOFX,
Joan Jett, etc... I could never pick one. I envy someone who could.

Q: Lastly what do you find the music climate to be like in NYC? I know you used to live in
the Northampton area and I can only assume that it's been a big change right? Do you feel
the market is pretty saturated there with artists in NYC?

New York city is fucking crazy. You can see and do anything you want any night of the
week. I love that about it. And clearly it makes for an intense experience. I love that there are
rooms like The Rockwood Music Hall where the sound system is AMAZING, there is never a cover
and the performers are always great. I love that there are rooms like The Mercury Lounge where
the Talent Buyers still really care about developing bands. I love that Arlene's Grocery and The
Bitter End are still around and packed most nights. That makes me really happy. I feel like NYC is
a double edge sword for musicians. You need to do well here, but it's really hard to BUILD a fan
base here because there is so much going on every night. So in once sense it is saturated, but
only because there are so many venues and so many slots to fill. That being said, playing here to
7 people is different than playing in Pittsburgh to 7 people. In NYC, chances are, one of those 7
people is in the entertainment business and may be able to help your career. The music in New
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York...well, you have the ability to see everything that hasn't developed to the 100-200 cap rooms
yet because there are a ton of smaller rooms that have music 7 nights a week. I like that. I also
like that you never know who you're going to see playing a low key show just to try out some new
material. There were days when Regina Spektor was raging at The Sidewalk...or Nora Jones at The
Living Room, countless punk icons at CBGB's and you could go on and on and on...small rooms,
BIG acts when they were undiscovered and mass marketed. And now Brooklyn is taking off as a
legitimate tour stop. Bands are playing in NYC on Thursday and Brooklyn on Friday--and it's
working without people worrying about spreading the fan base too thin. I think this speaks
volumes about the scene and the people in New York and our love of music. The rooms in
Brooklyn are getting great--The Music Hall of Williamsburg if gorgeous and well run. I really like
Spike Hill in Williamsburg, too. Nice stage, good people, great food and there are a few more that
are really getting fun. There is a great group of folks throwing secret shows in Brooklyn now, too.
With big names. This is fun city, with a lot going on. It was a big change from Northampton, yes.
But not too hard if you're a music junkie--your opportunities are endless in NYC.
Living and working in the business in Northampton was incredible. I learned so much there.
I found the music to be great because you have 4 or 5 venues of all capacities. Northampton gets
every major tour--in ever genre--because it's a logical stop in your tour routing between Boston
and Burlington or Canada and the venues are great. The deals are also fair if you have a fan base
and I think that agents respect that. Here again, in Northampton, you have Talent Buyers and an
entertainment group (The IHEG) that really care about developing musicians and bands. The guys
who run that place are class acts and very knowledgeable. They take chances, they do their
research and they work really hard. You need to have Northampton in your bag of tour tricks. It's
a great stop for the bands, it's a feel good town, the beer is cheap as hell and the people are
great. The saddest part about Northampton these days is that there really isn't a small
coffeehouse room anymore where smaller, quieter acts could develop a fan base. We used to have
a few places to do that. Now, you have to have a pre-existing fan base or get on a tour that is
passing through the Iron Horse to get an opening slot there. Clearly there are exceptions to that
rule, but it was sad to see the smaller spaces go away because of rent increases.

Bonus questions: Approximately how many demos do you get a year? How many do you sign
to your agency a year?

I get a few a week. Currently, I haven't signed anyone in over a year. We've been really
focusing on developing what we have. I've put in to manage for a few bigger, more developed
acts. I'd like to sign a bigger, more developed act in the next year and then maybe another
developing act the following year to keep it balanced. Out of everyone I am working with now, 2
of them are Nationally touring entities and 2 are regional. I like the balance and would want to
continue to work with a roster of experienced, nationally touring, selling-more-than-3500records-acts and those that are just beginning the madness.
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12. Derek Sivers started CD Baby in 1997, as a hobby to help his musician friends get
distribution when there was none. As a workaholic musician himself, he gigged tirelessly
in the college market before shifting his attention to helping others. CD Baby became the
biggest seller of independent CDs in the world before getting into digital distribution as
well. This interview took place in July 2008 as Sivers was turning his attention to new
ways to help musicians. (This is an IM interview.)

Audrey: So as a musician yourself what inspired you to start a business helping
independent artists sell their cds online?
Derek: I was just selling my own CD in 1997, making my living by touring and doing
sessions, and asked some fellow musicians if they'd like me to sell their CD, too. It was
supposed to be a hobby. (Making music was my real career.)
Audrey: did you start it out online from the get go?
Derek: Yep. It was just my band's website, with my CD, then a few friends asked if I could
sell their CD, too.
Audrey: so you've never had a physical store?
Derek: Nope. This was before PayPal, so there was literally no way to sell anything online
unless you'd gone through the massive 3-month red-tape procedure of getting your own
credit card merchant account from your bank.
Audrey: wow, so that must have been a challenge at first but certainly with the dot com
rush in the late nineties it must have been a good time to start something like that
online....
Derek: Yes and no. The dot-com rush meant nothing to me. I was living in the woods of
Woodstock, NY. Started the company with $500 of my own money and it's been profitable
since. I refused all investors. So it was actually a very cluttered time to be starting
something like that. I had to deal with a lot of people's suspicions that I was yet another
massively funded fly-by-night operation. But in 2001 all those others disappeared and CD
Baby was the only one left standing. Mainly because I never took any investor money.
Audrey: so is cdbaby the biggest seller of independent artists out there?
Derek: That's what multiple outside sources tell me.

:-)

Audrey: Congrats!..,So how has CD baby been affected by the shift from physical to
digital mediums? You seem to have put a lot of music on different online sites. Have your
digital sales surpassed your physical sales?
Derek: Not affected. It's just another service we offer. Remember the mission of CD Baby
was never to stick plastic into envelopes. It was to help musicians sell and distribute,
when nobody else would. So digital distribution is right in line with that. But no, physical
sales are still ahead. It's a big world out there and most people don't have an iPod. :-)
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Audrey: true, but have the numbers shifted at all because more people have ipods and it's
easier to just throw it on your computer than buy the plastic? And also (unfortunately) a lot
of people only want one song from lots of different artists...rather than a whole record...
Derek: The "only want one song" problem affects big artists with hit songs. For
independent artists, people are almost never looking for a particular song. They are just a
fan of the artist, who they saw play, or heard about. That's why cdbaby.com only sells fullalbum downloads of MP3s. Not individual songs. Almost nobody has complained, and
because of it, MP3 sales are much greater than some of the much bigger stores like Sony
Connect or Emusic! But yes of course the numbers have shifted from physical CD to
MP3/download. It's just that physical is still ahead.
Audrey: cool. well I just had to ask because for me personally, my numbers have shifted.
When I get my CD baby sales statements every month or so, usually my digital sales
surpass my physical sales...
Derek: Cool. For many, it's the opposite.
Audrey: and it is getting harder to sell cds at shows because people want to see if they
can get it free first. They ask me for my myspace and website instead of buying the CD
sometimes which kind of sucks...of course some people just suck it up and buy it, which I
certainly prefer…
Anyway, moving on...So how did you find trying to make a living off of your music in the
90's? did you find it as hard and challenging as a lot of the independent musicians I know
(including me) have found it? Do you think that it's easier or harder nowadays to make a
living?
Derek: It's always hard. That's kinda the point. If it was easy, everyone would do it. It
takes real drive and determination, persistence and passion. I've been a total workaholic
anti-social tireless robot for most of the last 20 years. I would work on my music and
music-career from 7am to 1am most days, fiercely pursuing success at all costs.
Relationships and general quality of life suffered but it was worth it to me. I'd rather die
knowing I gave it my all than die wondering what would have happened if I did.
I meet so many artists that are just casual, that just think if they write some good songs,
and make a little effort that the world will recognize their brilliance and line up to reward
them.
Audrey: certainly. I talk quite a bit about "entitlement" in this book...
Derek: So, for me, in the 90s, I made most of my living gigging. I learned how to crack
the college market (described in detail at sivers.org/college). I ran a circus for 10 years. I
put together a solo show, a duo show, a full-band funk show, and spent hours a day
marketing the hell out of them to line up as many paying gigs as possible.
All-in-all, I think it's easier now. It's more crowded, but you have more reach. When I was
doing this in the early 90s, there was no email, no web. You reached people one at a time
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by getting their mailing address at shows. Then you had to mail them postcards any time
you wanted to communicate with them, such as to announce new shows.
Sorry to sound like the old "I had to walk 10 miles in snow to go to school!" old-timer, but
it's really amazing to me how much easier it is these days.
Now the challege is a purely creative one! It's how to stand apart in such a cluttered
market.
Audrey: that's true. I think the market is way more saturated than it has ever been,
especially with myspace. But it's true you can just send an email out for shows which is
WAY easier than snail mail...
Derek: I'm proud of the fact that I've never been to MySpace. I just won't click it. I hate it.
Audrey: did you find that trying to make money off of your music compromised it
because you had to get gigs that paid? Did you have to play covers?
Derek: Not a compromise, but a wonderful creative challenge! How to do crowd-pleasing
music while still having a learning/growing experience every time you perform? I took it
as a challenge to write crowd-pleasing music - the type of songs that sound like a fun
catchy hit even the first time you hear them. I also took the challenge to do cover songs in
a way nobody had ever done them, so that even though I didn't write it, my unique
arrangement of it was as creative as any original song.
I look at money as just a measure that you're doing something of value to people. So
creating gigs or projects that paid well was a goal of mine. It meant I was doing
something people liked.
Audrey: so what made your decision to focus more on creating a business and less on
trying to make a living off of gigging? You certainly seem to have a real business sense of
things in both courts...
Derek: I never really made that decision. The world made it for me. CD Baby was
supposed to be a hobby. I only told a few people about it. Then hundreds started
showing up, and it never stopped growing.
Audrey: well, that to me is always a sign of the best kind of success: something that is
organic...intention can really mess things up for people creatively and otherwise...
Derek: Exactly. I see so many businesses that the public obviously was not asking for. The
owners try to push it on the world, but rarely with any success. The most successful ones
usually feel like the world was asking for it.
Audrey: one of the people I interviewed for the book (who is in A&R) said that he thinks
the worst kind of bands are the ones that go into the basement to jam with the intention
of being rich and famous and making it big...
Derek: Well, though in one sense I agree with him, even the Beatles said that most of their
hits were money-driven. John and Paul would sit down and say, "Let's write a swimming
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pool!" (that's a quote from one of their interviews you could find online I'll bet). The real
point is : in order to have what it really takes to make a living doing this, you have to be
damn committed and persistently unswayed by all the obstacles. It's all in the attitude. I
would just see every obstacle as a test, and took the challenge to pass it.
Audrey: Do you feel satisfied with your shift in career? In that you are more focused on
running a successful business than writing and playing music out? It seems to me that I
know a lot of artists who then got into music business jobs. Either as sound engineers or
in A&R, or who run labels...
Derek: Yeah. Like a kid becoming a parent, or an athlete becoming a coach, I enjoy
helping others more than helping myself now.
Audrey: that's good. that's satisfying... it would be unfortunate if you felt you hadn't done
what you needed to do in the "performing" world. But it sounds like you've been there and
done that...
So moving on…You do a lot of speeches, I’ve caught a few myself, you talk about the
college market since you spent some time working in it, and also just about the music
business in general. Also recently you’ve been focusing a bit on giving aspiring musicians
advice and sort of “how to” info, what is your intention with that?
Derek: It's what I've always done, but it was interspersed occasionally over the years in CD
Baby newsletters. Now that I'm not required for the day-to-day operations at CD Baby, I've
got more time to help people more directly, instead of just as president of CD Baby.
Audrey: does that mean you hired a general manager or whatever so that you don't have
to deal with it day to day?
Derek: Not a person: a system. 83 people at CD Baby that do what needs to be done. I'm
just not in the system anymore. (Read the book "E-Myth Revisited" if you're interested in
that kinda thing.)
Audrey: ok. so are you writing a book yourself now? I know you sent out an email with a
pdf kind of file that had tips for artists in it...
Derek: No book plans. That PDF is enough. I hear that authors never make any money
anyway, but do it for the fame/reputation. So to me it just makes sense to give it away
freely. More chance that more people will read it.
Audrey: sure.
Derek: ((((( oops forgot I'm talking to someone writing a book! ))))))

:-)

Audrey: no offense taken on that...I'm not writing a book to make any money
Derek: Curious: why are you writing this book?
Audrey: Well...there's a lot of reasons. I started writing it when I was touring all the time. I
spent two months in Europe and then a month going down to SXSW and back this winter. I
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was always on the road, usually alone. I had a lot of free time during the day...plus I like to
write...and I felt that there wasn't a book out there about this subject that I wanted to read.
There are lots of "how to" books about the music business but not a lot of books that
really talk about what it's really like to do this as a career from non-famous people...
I'm a realist and I think if I had known what I know now when I started out I might have
done a lot of things differently. And not have wasted as much time on unimportant things
in my career as I did...but as you know: Hindsight is 20/20.
Also I love telling stories. I've toured a lot over the last four or five years and I have a lot of
my own stories. Plus almost all my friends are musicians and they all have stories as well.
So interviewed a bunch of them. I interviewed about 20 musicians and maybe 15 industry
people so far.

Derek: very cool.
Audrey: This book focuses more on the nitty gritty parts of being a DIY musician and less
on any romantic view of the lifestyle. Of course it also highlights the benefits: namely of
following your passion and getting to travel and see new places and meet new people
while sharing your music. But on the more negative side of things there’s the saturation of
the market, how commercial the business can be, and how hard it has become to really
make any money off of your music because it’s hard to sell Cds nowadays and shows don’t
pay that much for unknown artists and gas prices are high. So it can be a real struggle. So
I guess when you sent out an email to CD baby artists who would recommend this career
to others I had to sort of decline in a way. Not because I wouldn’t encourage people to
follow their passion, I would, most definitely. But I wouldn’t romantasize this business. It’s
very competitive. And it’s really difficult to actually make a real living off of your music. I’d
recommend more that people make music for the sake of making it rather than to make a
living. How do you feel about all that?
Derek: So, though I get your question, I think I'll take the contrarian point of view and say
that deciding to make a living doing music pushes you to new heights, the way that
deciding to be a competitive marathon runner would push you to new heights more than
just running for fun.
I quit my job when I was 22 (in 1992) and haven't had a job since. I burned the bridges so
that I'd have nothing to fall back on and be forced to find a way to make a living with my
music.
Some of my proudest moments, in hindsight, came from that desperation to pay the rent,
find a way to book another 5-10 shows at $300 each, invent a new aspect to my show that
would reach a new market, etc.
I learned a lot about the world and about myself, by doing that.
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Audrey: I'm sure. And it's really admirable when people do make that sacrafice of safety
and stability you get with a nine to five just so they can pursue their art, it’s a huge risk...
Derek: OK let's take a related tangent:
I know two multi-millionaires.
One feels he already made his millions and now he's just going to hang out, live low-key,
and relax.
The other immediately took his multi-millions to get a loan for millions more, to get into
this new business venture. Plus he bought an island that will require $10M in upkeep over
a few years.
In one sense it seems like the 1st guy (relaxing-guy) has it all figured out. Better quality
of life.
But the 2nd guy is going to carry on with that same sense of hunger and ambition for
many more decades, creating services and products that the world will love.
The 1st guy is "done", from the general public point of view. The 2nd guy isn't.
Personally, I'm feeling a little like the 1st right now, but in my blood I'll bet I'm more like
the 2nd. I like the pressure of being in over your head.
That's why personally, I recommend it for others, too.
Audrey: I suppose it's the difference between a workaholic and "working to live"
mentality. For a lot of people work is life. I guess what's most important to me is to do
something you love but not be miserable doing it...
Derek: Right. Everyone's got to ask themselves what do they really love doing, what
keeps them up late or makes them bounce out of bed early. Then do as much of that as
possible.
Audrey: But it's possible to follow your passion but get kind of miserable trying to make
money off of it. So statement I made was more in the way of saying "it's ok to make art for
the sake of making art and not for the sake of making money at it..." the challenge of
making a living is certainly a challenge. But it's also a compromise...
Derek: ... for some! Some people should just do it for fun, not a living. Some people
should do it for a living, not just for fun. It's up to the person to know what type they are,
knowing both options can be great.
Audrey: Personally, I spend more time at a computer than playing music because I'm my
own booking agent. And my manager isn't as effective as he should be because he hasn't
really realized the modern market because he started in the business 30 years ago so I
have to make up for that by being the savy one. But really I can spend a lot more time at a
desk than at an accordion or guitar...
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I think most independent artists who are DIY would say the same thing...that they spend a
lot of time booking shows online and working a day gig to pay the rent and not enough
time creating...which is just reality...But I would never discourage someone from trying to
make a living off of music. I would just tell them to be realistic about it.
Derek: Oh I NEVER tell people to be realistic!
I'm WAY optimistic - by choice! Doing it with a smile, knowing I'm ridiculous, but
optimistically completely convinced that everything I'm doing is going to be amazing and
wonderful. That every person I talk to is going to be thrilled to hear from me, and give me
exactly what I need. Etc.
Of course it becomes a self-fulfilling attitude and usually comes true.
"Realistic" is a dangerous word that is usually interpreted to mean pessimistic.
I feel that absolutely amazing things happen to whoever wants them, so "realistic" to me is
that you can do absolutely anything you really want to do. You will achieve absolutely
everything you want to achieve.
((((((( I realize I'm being annoyingly optimistic, but in a world of pessimists, it comes in
handy as a good contrarian point of view, and also it's 100% sincere. )))))
Audrey: sure. Realism is however you want to see your own reality. We all have our own
filters...I'm optimistic about my making better music every year, but I'm not always
optimistic about paying the bills with it...
Derek: Persistence shouldn't mean doing the same thing over & over again. It means
having the same goal, but constantly trying more and more effective ways of reaching that
goal.
In your case, being your own booking agent may be an unwise use of your time, and that
manager may need to be replaced or forced to get with the 2008-times.
Definitely need to constantly re-asses what is the most valuable thing you could be doing.
Then doing as much of that as possible, and as little of everything else as possible. This
means opening up your mind to new ways of not doing the "everything else", too.
(MuckWork: ANYthing you find boring, someone else can do for you. You don't have to
book your own gigs, schedule your own rehearsals or even answer your own email.
Someone cheaper would be glad to do any of that for you.)
Your time is worth more than $5/hr. So if someone somewhere can do these things for
$5/hr, let them! Go do more vaulable things with your time, whether that means writing
more songs, making more "important" calls (strengthening relationships with people on
your "A-List"), or just getting some well-deserved sleep.
That's why I went to India for a month. http://sivers.org/how-was-india $4/hr there is
like $20/hr here. There are tons of smart college grads that speak perfect English, who
would be glad to do these things, remotely.
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There are even people closer to home: been-there done-that musicians that would rather
stay at home now to help others book their tours than to be out on the road themselves.
Though not $5/hr they can do it alot more effectively since they've been doing it for years.
If it's something you don't love doing, stop doing it!
Audrey: agreed...it can just be a challenge to find a good booking agent, I've had about 5
and have had to fire them all because they couldn't do it as effectively as I could...Hence
the saying if you can't find someone to do something right do it yourself...
Derek: Teaching the MuckWork crew how to be good booking agents will be top priority.
You should read the 4-Hour Workweek. It covers a lot of these topics better than I can
here. (About not-doing what you don't like doing.)
Audrey: well, all that sounds like your next business plan! Setting up a website for that...
Derek: I'm workin' on it, Audrey. :-) Keep your eye on http://muckwork.com
Audrey: in any case, I do want to clarify that the goal here with this interview and with
this book is just to have experienced people give their point of view, whatever that is. I'm
not looking to prove a point. The only two points that the book does make are:
1. That ruthless self promoting (usually via spamming on myspace and the internet in
general soliciting your band) is not an effective model of how to get your music out there.
That creating a quality product and then putting on a good show and getting out there and
creating a "buzz" is how bands get heard...
Derek: GREAT POINT on #1!!!
Audrey: here's number 2
2. You don't have to make a living off of your music for it to have inherint worth.
But we don’t have to get into that any more than we have. We’ve about covered it…
Derek: Thanks, by the way. Damn good interview! You scared me when you asked how I
started CD Baby because I thought the whole interview was going to be that simple, but
then got into some REALLY good questions!
I had fun ranting on the "no - make money!" angle. Please realize I was doing that
somewhat to be contrarian / devil's advocate - but I did mean it.
Audrey: no worries. It's good to have a devils advocate. The more points of view the better
in my mind. I don't want to make some statement that alienates people...I think it's good
to have the positive and the negative. The realistic and the optimistic. And even the plain
old crazy folk...although most of my interviews were really intelligent and downright
fascinating. Certainly including this one so thank you for taking the time to do it!!
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13. Dave Godowksy- is the A&R guy for Rounder Records. He also used to be the
manager for CYHSY.

* First of all could you just give some brief background info for the bio that will go with
your name before the interview. just where you've worked and maybe some relevant bands
you've singed...whatever you want people to know...
I was a music publicist (for Phish, Dan Zanes, Jimmie Dale Gilmore) and I managed CYHSY,
and at Rounder I've signed Ween, Delta Spirit, and Mike Gordon (Phish).

Q: I think there are a lot of people out there that don't really understand what A&R
means let alone does. Could you explain the elements of your job and what is
expected of you by the labels you've worked for as well as your own philosophies
towards the profession?

A&R stands for Artists & Repertoire, which originates from the times when the A&R
guy would select songs for the artists to perform. It's not so much like that anymore, so I
guess it's more A and less R these days. It's my job to find the artists and projects for the
label to release. In terms of new artists, it's a matter of being aware of them, hearing
them, seeing them, as early as possible. This means going to a lot of shows, listening to a
lot of demos, and visiting a lot of myspace pages! But it's not all new bands...it's also
important to find established artists that are looking for a new label home. This means
having a lot of conversations with managers, lawyers, etc. A third category would be "bestof" releases, compilations, tributes, etc. This means having a good knowledge of the
label's existing catalog.

Q: So you lived in NYC before you moved to Boston in order to work for Rounder.
What are some of your thoughts on the music industry climate in NYC? Was the
frantic energy there something you thrived on like many or were you relieved to get
out and come to our humble and much more manageable/livable city?

I loved it in NYC and I only moved back because Rounder is based in Boston. Both
cities have their advantages and disadvantages, though. There's a lot more going on
music-wise (and art-wise) in NYC. But Boston's sports teams are much better :)

Q: So you managed the band "Clap Your Hands and Say Yeah" right around the time
they blew up and became a phenomenon due to Pitchfork and just a huge buzz. This
book is about DIY musicians and considering they are one of the main DIY success
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stories it's a very relevant tale. So could you tell the story as you know it and your
role within it?
I went to college with the guys in CYHSY. After I heard their music I knew that they
could be very successful. It was a combination of having great songs and being in a place
where people were hungry for that sort of music. We felt very confident we could go far by
putting the band in a few of the right places (which happened to be in nyc). We respected
the online/blog community and played a ton of shows at smaller venues in NYC and
Brooklyn. When a band has music that really connects with people, it's simply a matter of
getting that music to as many of the right ears as possible. That's where NYC was special,
because it was the key audience and one that the rest of the country often follows. Once
they were huge in NYC (and still independent) the rest of the world came to see what all
the fuss was about. And since the music is great, they came on board. The reasons for
remaining indie were mostly business reasons, not an attempt to preserve or create an
image. There was simply no need for a label in the situation we were in.

Q: When you briefly told me about the CYHASY story you said that it was proof that
you could have success without a label, do you really feel that is the case for DIY
musicians or was this story more of an anomaly and would be something hard to
repeat?
It's not a blueprint for success. The band made great music and played great live
shows - that's the secret of their success. In the given marketplace at the time, the label
wasn't really neccesary. But for the vast majority of bands out there, this scenario will not
play out. I think you can simply look at the functions of a label and say "can we do that
ourselves?" In most cases, the answer is "no" but in our case, given the fast rate of
success, we were better off riding it out. It wasn't broke so we didn't fix it...that sort of
thing.

Q: You mentioned that you don't think it's necessary for bands to even sign to a label
and they should only do it if it's right for them. What do you think is the criteria for a
band needing a label?
It isn't "neccesary" in an inherant way, but most bands will need one at some point. I
think it's mistake for a band to say "we're a band, so which label should we sign to?" It's
something that should be done because it needs to be done, not as a matter of course. A
band should sign to a label when they have attained as much success as they realistically
can without one, and feel that with a label's help they can take it to a new level.

Q: I know tons of DIY bands that think being signed to a label is the end-all-be-all
as though that is what we are all working towards: the point where we get signed
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and have a machine behind us to do the work we're sick of doing ourselves (booking,
publicity, distribution, marketing…). What are your thoughts on that?
I think that makes sense for the most part. It's sort of like working towards
retirement or working towards a dream job. You want to be able to enjoy your life and
your career. If you'd rather sacrifice a chunk of your profit in return for having a team of
people do all that work, you should do it. Of course, it's all about getting a good deal. You
don’t want to give up all your money and get nothing in return. The best label deals
benefit both parties. The band rises to new heights and enjoys success in ways they never
would have, while the label is able to make a profit as well, and grow their company (which
will in turn benefit the band more, as well as future signings, etc.)

Q: What are your personal thoughts on how the music industry is shifting from a
physical to digital medium and how that affects labels and how they function and
make money?
If people are paying for the digital format the shift is minor. There are some
scenarios where a label could actually profit more from digital sales by not paying money
for retail marketing. But if the digital music is being downloaded illegally, it presents a
huge problem (which is the case!)

Q: However cliché this question may sound: could you tell us what it is you look for
in an act as an A&R person when you are considering signing a given artist/band?
1. Great music. No matter how much people in the industry want to believe they have
magic wands, it's all about the music. Unless you're talking about a Britney Spears
situation, bands with great music enjoy success in the long run.
2. A growing fan base. I look for bands who are getting more attention as time goes on.
Maybe their ticket sales are going up with each show...they're starting to get radio
play/press where they didnt before...their # of plays on myspace is growing...anything to
indicate that the band is in the way UP. Not just because it indicates "future sales" but
because it indicates that people connect with the music and it's spreading.
3. An artist who can tour. It's very appealing to see that a band is able to tour a lot and
sustain themselves on the road. This will help everyone involved. If the band is going to
require tens of thousands of dollars just to be out playing gigs, that may mean that other
parts of their business will suffer for it. It's important to spend thoughfully; the best bands
are able to conserve money and spend efficiently in the early stages of their careers.
4. Great music. Seriously, it's all about great songs.
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Bonus question: Approximately how many demos would you say you get a year from
aspiring bands? Approximately how many do you actually sign to your label?
I'm not sure...somewhere between 500-1000 I think. At least. In the past two years I've
signed 3 artists. And only one of them was a new band.

14. Jim Powers- runs Minty Fresh, an indie label based in Chicago, IL. (This was a phone
interview)

Audrey: so can you just give me a little background information such as what you’ve done in the
music industry and how you ended up in it.

Jim: Sure, out of college I lived in London and then I came back to Chicago as a promoter for JAM
productions so I was bookings bands in smaller clubs and then it escalated into larger venues
and I did that for three years. Then I was offered a job doing international A&R for BMG and I
signed the Cowboy Junkies, and worked with the Hottie Gurus from Australia and bands like that.
Then I started Minty Fresh in 1993 and we did our first seven inch. Then we started a label and
ended up selling a majority share of it Geffen. Our first signing was Verucas Soul then we did a
seven-inch with Liz Phair, Loves Jones, and other bands. I did A&R for Geffen for a number of
years and then in 1998 I bought the label back so we’re wholey independent now. Then we
signed the Cardigans and did their first two records on Minty Fresh. We work with the Prototypes
from France and various others…

Audrey: So what are some of your thoughts on the challenges that indie labels face now with the
digital age and CD sales at an all time low?

Jim: Like everybody we’re affected by people not buying CD’s. There’s definitely in an increase in
itunes, emusic, and other sources. But the upsurge in digital sales is not filling the gap in the
decline of CD sales so it’s tight right now. But I think there’s opportunity out there, it’s just a
matter of figuring out where music fits into people’s lives and whether or not there going to pay
for it or how they consider paying for it, and how they value music we’re all trying to figure out.

Audrey: It’s interesting because a lot of the artists I talk to are all looking towards licensing in
film and TV as a source of money since selling music at shows or even online just isn’t as easy as
it was
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Jim: We fit in with that. We can’t really count on CD sales and you can’t count on radio because
people aren’t listening the radio the way they used to. So everything has changed and licensing is
an important part of the mix these days in terms of how to keep afloat.

Audrey: What are your thoughts on going from working for an major label to running an indie? Is
it something you did to get out of the big whig market?
Jim: It was more about how I prefer to work. I enjoy working with things that I’m personally
excited about and seeing it through and for myself running my own company mixes well with
that. You see something and you decide to work it and then you allocate resources and make
decisions in marketing. So that had an appeal. And I like being based in Chicago. Working for
labels based in other cities it’s hard to get a handle on what’s going on with decision makers
unless your right there. So it just all pointed towards the best thing for me to do was start my
own thing.

Audrey: So what is it about the Chicago scene that you like or is just about living there?

Jim: I love the music scene here but that wasn’t really the impetus for it. I like the city, it’s a very
livable city and I enjoy it. So that was the primary reason to be here rather than starting “a music
scene”. Although obviously we work with numerous Chicago bands like Verua, Illuminum Group,
Ezra Furman, so the scene here is really interesting and very eclectic. And it’s a great place to live
if you’re a music fan. There’s a lot going on and a lot of people expressing ideas and a lot of
people just working on their own creative ideas instead of glomming on to a particular sound, so
it leads to a really interesting mix of people. I think Chicago is one of the healthiest music
markets in the country.

Audrey: Several of the industry people I interviewed seem to be just concentrating on their
existing rooster and not expanding or signing new artists as much as they might have five or ten
years ago. Does the current state of the music industry cause you as a label to be more cautious
about what projects you can realistically take on?

Jim: Yeah, you have to be very careful these days because the margins are greatly reduced.
Statistically the odds of being profitably with most signings is pretty slim, I think the national
average is ten percent of bands signed that actually break even or make a profit. So when you are
lucky such that enough of the public catch on to something and spread the word to generate
some revenue, well that revenue has now shrunk, because not as many of them are going to be
paying for it as they were five or ten years ago. So it leads to a smaller pie to split up, so it’s
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tougher, and you have to be even more aware of your costs. Ask yourself of every expenditure:
“Is this something that we really have to have? Or is it nice to have? Is this going to help things
really work? Or is it something we can do more cheaply in another way? And you have to apply
that mode of thinking to everything. So yes, it’s tougher now.
So yeah, we are still signing, but we have to be very careful.

Audrey: Have you ever had any artists who signed with you and then when they got big enough
then bounced to a bigger or major label?

Jim: Well yeah that happened with Veruca Salts and the Cardigans and it’s understandable. I
mean it just depends at a certain point if you’re not comfortable making all sorts of necessary
expenditures for a national bust out campaign then it can make more sense for everybody
sometimes. It depends, it’s up to the band and where they’re at and what they want to do. And
that’s an important factor.

Audrey: When I caught some of the Minty Fresh showcase down at SXSW this year I noticed that
your rooster seems to have a lot of variety. I only caught about three artists but I remember the
show going from an US indie pop, “Ezra Furman”, to artists to a band from Indonesia, “White
Shoes and the Couple’s Company”, who were wearing what looked like some traditional island
garb. Is it your intention as a label to have a lot of variety in music you represent or do you still
see yourself as a niche indie pop label?

Jim: I think for lack of a better term you could call it. I think looking at the rooster we go for
melody and really well written songs. So those are the elements we care about. As a fan we do
enjoy hearing everything that is out there. But in terms of what we work with and what we know
we can work with I like things where I immediately plug in and say “here’s how I can see this
working.” And we just work with things we like, it’s kind of why we do this. If we worked with
everything under the sun we wouldn’t do this. There’s a certain quality level we like to keep up
and we get some personal enjoyment out of the process.

Audrey: What are your thoughts on the challenges that DIY artists are facing nowadays and what
they are able to accomplish on their own and what is hard to get without label support?

Jim: It’s a tremendous opportunity. I think it’s a great time to be an artist because you can create
relatively inexpensively compared to ten years ago. And plus you have direct means of
distribution, you can go directly to the public and have people talking about your stuff and that
to me seems like a really exciting opportunity for everyone.
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Audrey: I agree it’s a great time for being able to make music cheaply and get it online quickly
but it also makes for a real saturation in the market.

Jim: To be an artist is to create and I guess what it means is that people can realize something
creatively much cheaper than they could in the past, which is a good thing. But then there are
people that want to create that also are looking for other people to want to pay for their creations
and the problem is that the pipeline is flooding and it’s easier to get it lost. So that’s the flipside
of that matter. It’s easier to create and make things but to have them heard by people that are
going to help spread the word about what your doing is tough. And that’s why there is still a
purpose for labels and for A&R people to a degree because most people do want filters out there.
The public has no idea how much stuff is out there that’s not that good. And it’s takes a lot of
weeding to get through it.

Audrey: So do you listen to unsolicited music?

Jim: Yeah, we do.

Audrey: Approximately how many demos would you say you get a year?

Jim: Oh gee, lots, thousands.

Audrey: How much of it would you say is mp3s and how much is physical?

Jim: More and more links get sent and links are fines. We don’t like being sent mp3s because
they clog up our computers. If someone sends us a link it’s a good way to see if it’s something
we’d ever be interested in. And if we’re really intrigued we’ll have them send in a CD. But usually
we sign something that is sent to us from someone whose known us for years so they know are
taste, or someone will tip us off and say, “hey, I heard this and thought of Minty Fresh”. Word of
mouth is huge. But the generic kind of “Dear Sir” letter stuff people send to us, no, that’s rare
we’d get into something like that. It a warning sign, because if they haven’t done the research to
know what the label’s about then it’s quite possible that what they’re sonically doing has no
bearing on what we’re into.
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