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CHAPTER ONE

SEEING THE BIG PICTURE

Show business has been around for as long as there have been singers, dancers, musicians, and audiences willing to pay to see and hear them. But it was not until the 1950s, with the advent of rock and roll, along with modern technology and mass marketing techniques, that the music business began to evolve into the complex, multi-billion-dollar industry it is today. In those early days, the music business was first dominated by publishers who controlled the best songs and, later, by record companies who controlled the means of making, promoting, and distributing recordings to the public.

The profile of a recording artist in the early days of rock, country, or rhythm and blues was most often that of a young, starstruck, unsophisticated teenager, usually male, whose talent and ambition were his two primary assets. Almost without exception, these singers, performers, and sometime songwriters were without a clue about the business and legal matters that so vitally affected their careers. This absence of knowledge and lack of experience made most artists the pawns of producers, publishers, and promoters—and of the contracts that bound artists to them. If the artist was talented, lucky, and hooked-up with honest and capable people, they prospered. If not … well, we have all heard the horror stories.

Even if success came their way, too much fame and too much money too soon, coupled with the dangers of the road, made show business a high-risk calling. Hank Williams, Buddy Holly, Otis Redding, Janis Joplin, Jimi Hendrix, Sam Cooke, Elvis Presley, and a hundred more sadly prove the point. And then there are those thousands of promising artists who briefly tasted the thrill of a hit record or a sold-out concert only to fade into obscurity in a matter of a few years or even months. How many artists have been the victims of a fickle change in public taste, bad personal or business decisions, or hit-or-miss circumstances that turned their careers into memories and their dreams into what might have been?

Today, gender has ceased to be the impediment it once was, although age remains a factor, at least for new artists. For established artists willing to reinvent themselves to keep up with the times, prosperity can last for decades. The Rolling Stones are ample proof of this point. Their 2003 concert tour topped all acts with gross receipts of $300 million. Not bad for a group of sixty-year-olds.

Thanks to technology and talent with timeless appeal, individual artists and groups can remain viable long after their last concert performance. Elvis Presley and the Beatles remain top record sellers today thanks to shrewd decision-making by the record companies that control their recording catalogs. This merely goes to illustrate the power of personality and music to transcend the barriers of time and space to reach generations that were not even born when the music was first recorded. And while the music business is ever more complex today than in years past, artists at all levels are more informed than ever before. They also have greater access to an ever-increasing pool of savvy personal managers and business managers as well as music lawyers, accountants, marketers, and merchandisers to help level the playing field in their favor. Yet, the odds are still stacked against any would-be artist due largely to the incredible number of talented people throughout the world who seek to make it in the music industry. It is still, and always will be, a buyers market when it comes to getting and keeping a record deal. Beyond that are the incredible demands that are placed on artists by the media, radio, record companies, concert promoters and fans, to name only a few key constituencies. In a nutshell, the successful artist is expected to be all things to all people while still finding time to create new records, songs, videos, and concert productions. Oh, and did we mention that all of this takes place in a fishbowl where your private life is largely a thing of the past?

But despite the long hours and obvious pressures of being an artist, few are dissuaded. The powerful lure of fame and fortune and the overwhelming artistic drive planted deep in the souls of truly creative people calls them to the stage and studio despite the very powerful obstacles we have recounted. Lest anyone think it is all nonstop fun and games or that talent will always prevail, it bears mentioning again the simple fact that year in and year out, the entertainment industry continues to draw aspiring singers, writers, and performers in numbers that far exceed the available opportunities for success. Regardless of these overwhelming odds, aspiring artists answer the creative call of their souls to seek their place in the complex, competitive, frustrating, yet exhilarating world called the entertainment industry. Chances are you are one of them. In an effort to level that playing field just a bit more in your favor, it is for you that this book has been written.

This book is also written for another category of industry professional—managers. Managers don’t sing, write, or perform, yet they are oftentimes the critical difference between success and failure for those who do. It is also for the alter egos, advisers, and friends who, by design or circumstance, will agree to take that roller-coaster ride called a career with their artist-clients that we have written this book.

As authors, we have experienced, over the years, firsthand the roles of both artist and manager. We have also collectively done stints as music publishers, Hollywood television executives, attorneys, and law professors. Unfortunately, in the early years of our careers, we were forced to rely mostly on our instincts, common sense, and lessons learned by experience—usually painful—to find our way through the tough world of show biz. And we wouldn’t have traded one minute of it. But it could have been easier, and our effort more effective—which brings us back to you, the reader. Despite the promise of big money, heavy-duty ego gratification, extensive travel, and a job that allows you to sleep late and not wear a tie, music is first and foremost a business.

Now, if you don’t care how much you make and keep, you need not read any further. Go out, play and sing, and have fun. If you are fortunate enough to be independently wealthy, you won’t need the money and can reap most of the other benefits, provided you are good enough to get work. But if you want to take a serious shot at earning a living in the music business, this book is for you. We have done our best to give you a blueprint for beating, or at least improving, the odds of making it in what is probably the most competitive industry this side of professional sports and national politics.

Drawing from our backgrounds and collective experiences, as well as the advice gleaned from hundreds of interviews with some of the most successful players in the music business, we seek to provide you with information and insights with which each one of you will be able to make better and more effective career decisions. Because very little happens by itself in the music business, this book is also a tool which incorporates goal-directed career-planning techniques essential to achieving and maintaining success in the industry. Finally, we offer approaches that we hope will help you recognize and make the most of any given opportunity. This book, when taken as a whole, will serve as both a catalyst and a guide for you, systematically showing you how to develop a career philosophy and action plan built on optimism, realism, self-discipline, hard work, and good judgment no matter what your level of experience or success in the entertainment industry.

THE GOOD NEWS AND BAD NEWS OF ARTIST MANAGEMENT

Before getting into specifics, we feel obligated to fully disclose the good and bad news about your career choice. First the bad news: While it is possible to earn a living as a recording artist/performer, your prospects for success must be viewed in realistic terms. Put another way, you have a better statistical chance of being struck by lightning than of having a number-one hit record or a top-ten grossing concert tour. Because of the sheer numbers of aspiring recording artists, musicians, and songwriters attracted by the apparent glamour associated with the entertainment industry, show business is in reality a “no” business. No one in the executive offices of record companies located in Los Angeles, New York, or on Nashville’s Music Row is holding their breath in anticipation of your arrival. And when you or your audition tape do arrive, their first inclination will be to say “no” to the career that you so badly want.

And while this is bad news, there is worse news. If your self-concept allows you to view yourself as merely a statistic, rather than a unique artist with something to say, or if you are the type who folds up your tent at the first hint of rejection, then there is a one-hundred-percent certainty that you will not have that number-one hit record. So if you are serious about pursuing a music career, you had better toughen your hide. And that tape had better be good—no, it had better be great!

Now, for some good news. This is, without a doubt, the best time in the history of show business for an aspiring artist to make it into the select circle of stardom. Why? There are several very logical reasons.


	The long-term, worldwide demand for entertainment is growing at a frantic pace. This demand is driven by an improved standard of living almost everywhere in the industrialized world.

	This greater worldwide affluence is coupled with a dazzling array of technology that has and will continue to revolutionize the marketing and distribution of all forms of entertainment while reducing production costs of entertainment products. Translation: There will be more and cheaper creative outlets for more artists.

	These creative efforts will be financed by ever larger, more affluent, and receptive audiences around the globe. While other countries have taken the lead from America in producing steel, automobiles, and computer chips, no one even approaches the United States when it comes to producing compact disks, concerts, videos, movies, and television programs. In fact, entertainment products recently eclipsed aerospace as the leading U.S. export to the rest of the world. One need only look at the big-money jockeying of international media conglomerates—Universal, Viacom, Disney, Sony-BMG, and the rest—to confirm the bright financial potential for entertainment products.

	As a consequence, a vast, integrated worldwide marketing and distribution system for entertainment is in place and growing. Thanks to this unprecedented technological and digital revolution, which shows no signs of leveling out, there are more ways than ever to reach the increasingly affluent entertainment-hungry consumer. This all translates into a demand for more entertainment programming on cable TV, more live venues, and the creating of more CDs and MP3 music files than ever before. So while the market grows, the only people capable of satisfying this ever-growing and insatiable need are creative individual artists who are seeking to be seen and heard by legions of fans looking for the next big thing.



So, while those music executives in Los Angeles, New York, Nashville and other developing music centers don’t appear to be waiting for you to show up at their doors, in point of fact, they desperately are. Their ample paychecks and perks depend on you and only you. No new hits and no new stars, and they’ll be replaced. Believe us, if they could make hit records themselves, they would.

Another major portion of the good news relates to the emergence of the celebrity-artist as the focal point of this integrated industry. As James Stroud, President of Dreamworks Records-Nashville, puts it: “We are in the age of the multimedia artist.” Just having a great voice is no longer enough. Today’s recording artist is by necessity a video artist and is often an actor, writer, commercial spokesperson, and always a celebrity. Artists like Britney Spears and Eminem illustrate the point. In short, the public requires stars. That spells unlimited opportunity for the artist capable of giving the public what it wants. This rare and elusive ability also means unprecedented power for those artists talented, smart, and lucky enough to make it into the spotlight and stay there.

THE CHANGING MUSIC INDUSTRY LANDSCAPE

While worldwide demographic data projections and technological advances suggest increased demand and improved delivery for all forms of music over the long run, the short-term prospects for the music industry are far less rosy. Because the dynamics affecting the music business are constantly in flux, it is incumbent upon artists and their managers to closely follow developments and make necessary adjustments when possible. Unfortunately, many of the factors affecting the business are beyond the control of artists and managers. As this is written in early 2004, there are positive indicators that the music business is starting on an upswing after three down years. If the downward spiral continues, expect even tighter dollar advances, fewer deals, increased consolidation of record labels, and continued cost-cutting. As we move through the book, we will offer specific information on how to make the most of a down market. But for now, it makes sense to take a snapshot of the Big Picture as it exists today along with the possible implications for artists and their managers in the future.

Since 2000, CD sales have suffered a 31% revenue drop. Most experts partly attribute this to the down economy fueled by the burst of the technology bubble in the stock market and the widespread corporate accounting scandals at Enron, WorldCom, and the like. However, since March of 2003, the stock market has been up substantially thanks to an improving economy. Because music is considered a luxury by most people, better economic times will likely translate into increased demand for CDs, DVDs, and concert tickets.

The other driving factor in a down music market is of greater concern. The Record Industry Association of America (RIAA), a trade association which represents the recording industry, attributes much of the loss in revenue to worldwide record piracy and illegal computer downloads of digital music files primarily by younger fans. Efforts to fight piracy are ongoing, often depending on the cooperation of governments from around the globe.

The downloading issue is more far-reaching and complex. On one side of the issue are young, technology-savvy music fans and computer users, who regularly voice outspoken defiance against the big media companies and other institutional owners of copyrighted music. On the other side of the issue are many established record companies and some high profile artists and songwriters who own the copyrights to the MP3 files for which the users claim the royalty-free right to trade. The rock group Metallica has taken a leading role in the fight over how copyrighted music should be protected and licensed in the online world. For the first time ever, artists are taking aim at their own fans. This is both unprecedented and unsettling in an industry that has always relied on a strong common bond between artists and fans to sell records. Since the birth of jazz early in the twentieth century, musicians and fans have always been members of a common counterculture which gave expression to new ways of thinking and acting that were often in direct opposition to tradition and authority. Artists like Elvis Presley, Bob Dylan, Jimi Hendrix, the Rolling Stones, and the Beatles were agents of change against the Establishment. Now, thanks to the Internet and MP3 technology, today’s music industry stars are too often viewed along with their record companies as being part of the Establishment.

While almost everyone agrees that MP3 is a fast, convenient, and cost-effective way to distribute and obtain music with a high sound quality, consensus usually ends there. To high-tech music fans who complain about the inflated prices of commercial compact discs and the lack of choice in having to buy a whole album just to get one or two of their favorite cuts, this new technology is efficient, fair, and timely. These predominantly younger music users often characterize their use of MP3 as “file sharing,” contending that their acts are no different from making a cassette tape to share with a friend. They tend to view copyright law as being either obsolete or inapplicable to their activities.

Conversely, copyright owners, led by the RIAA, contend that systematic file sharing of copyrighted music violates the exclusive rights guaranteed by Section 106 of the United States Copyright Act, including the rights of reproduction, distribution, and, in some cases, public performance by means of digital audio transmission. According to the industry, the consequence of this wholesale infringement is both direct and substantial, measured by lost sales running into the millions and even billions of dollars. This level of lost revenue translates into less money allocated by record labels and music publishers to help break in new artists and develop new songwriters. In short, the music industry considers file sharing to be nothing less than piracy and theft that will radically reduce the amount and quality of new music.

The divide is both deep and wide, with each camp believing that their actions are both justifiable and morally correct. And while the courts have thus far consistently sided with copyright owners, the hearts and minds of downloaders have been reluctant to follow.

What is clear is that the MP3 technology, like the Internet itself, is here to stay. Regardless of the tensions that currently exist between music owners and MP3 users, technical reality combined with mounting precedent from court decisions has created tremendous pressure on everyone involved to develop new approaches to distribution and licensing. Ideally, these methods should preserve incentive for creators while also providing more diverse and affordable choices to consumers. As a result, however, traditional means and methods of doing business dating back to the early days of rock and roll in the 1950s and before are in imminent danger. For some, this spells opportunity with a capital “O”; to others it represents a threat and perhaps even impending extinction.

Several recent developments bear out this point. The first relates to the use of the courts by copyright owners and the aggressive stance that the RIAA has taken to protect the intellectual property of its members. In addition to a media campaign to raise awareness of the fact that downloading copyrighted recorded music for no fee is not only copyright infringement but also tantamount to theft, the RIAA began bringing copyright infringement suits against individual downloaders. While the move has been roundly criticized in some quarters, the reality that individuals could be put at risk has substantially slowed the pace of illegal file sharing and downloads.

Other major criticisms of the record labels have been that CD prices are too high; that it has heretofore been impossible to legally purchase only those tracks which the consumer wants to buy without having to purchase an entire CD; and, that the industry has been slow in developing cost effective, legal delivery systems incorporating MP3 technology. As a result, according to the critics, younger, computer savvy music fans resort to more user-friendly albeit illegal forms of file sharing and digital downloads.

Many of these criticisms are justified. Finally, in light of three consecutive down years of recorded music sales, the industry is developing cost effective, digital-friendly alternatives. Apple’s iPod MP3 music player and iTunes, a reformulated Napster, and other legitimate music download services have finally given music consumers a viable alternative to illegal downloading. This new business model will undoubtedly spawn clones, which will in turn create competition for legal music downloads.

On another front, Universal became the first major label to reduce CD prices on its product. Suggested retail prices were reduced to $12.95 for the 2003 Christmas shopping season. Whether this price drop will be permanent or if other labels will follow suit remains to be seen. But what it does indicate is that the record industry has looked at their bottom line and has listened to their customer’s complaints and is finally taking action. As mentioned previously, the astute artist and manager should follow evolving developments closely and proceed accordingly.

A final issue in the Big Picture relates to continued consolidation in the record industry. More and more market share is controlled by fewer companies. Time Warner recently sold its vast record operation and music publishing holdings to a private investment group headed by Edgar Bronfman, formerly the head of Universal Studios, for a sum of $2.6 billion.

The latest merger of music conglomerates is between Sony and BMG Records. Assuming this merger is finalized and approved by governmental authorities in the United States and the European Union, this would leave only four major labels and record distributors. While the merging companies realize reduced overhead and economies of scale, this is not good news for artists. It means fewer slots on artist rosters for new and even established acts. While it is argued that this is an opportunity for independent labels, which to some extent is true, the fact remains that the key to a hit record relates to resources and distribution. Since it is the majors who control the lion’s share of both, the prospects for the future promise to get even tighter in terms of opportunities for recording artists.

In the short run the challenges would seem to outpace the growth of opportunities in the music industry, but in the face of all the predictions of doom one should try to imagine the world without the music industry. That is not likely to happen. As legal and technological problems are converted into opportunity, the world continues to become more affluent, which in turn opens the door to new markets on a worldwide basis. Our advice to any artist or manager is to simply be both prudent and vigilant in response to the changing music business landscape while continuing to create the most innovative and commercial new music possible. In the end, it always comes back to the music. To paraphrase the famous line from the motion picture Field of Dreams—“if you will create it, they will listen.”

[image: ]

Industry Insight

“Kids love music today as much as kids in past generations.
Music is an important ingredient in the environment of every young person coming of age. With the downloading and consolidation problems causing a major downturn in the music industry, the business sector has to refocus on new ways of selling music. Music is still in high demand, and quite frankly, will always be.”

Bill McGathy, veteran personal manager of 3 Doors Down


CHAPTER TWO

GRASPING THE BASICS OF ARTIST MANAGEMENT

Artist management—everybody in the business tosses the term around, but what exactly does it encompass? Usually we think of the manager as the artist’s personal representative. While this is generally true, it still doesn’t tell us what managers do or how they do it. More importantly, it provides little information on how you can make better decisions on behalf of your clients if you are already a manager, or how you can make better decisions about your career if you are an artist trying to make it in the music business. That’s what this book is all about.

THE ROLE OF THE ARTIST MANAGER

Actually, artist management consists of anything that will help enhance or further an artists career. This can range from comprehensive career planning or complex contract negotiation to suggesting a lyric change in a song or commenting on a new recording. The personal manager is the alter ego of the artist, the part of the artist the audience never sees. An artist’s manager is a planner, adviser, organizer, strategist, overseer, coordinator, detail person, traveling companion, and friend. The manager’s involvement in an artist’s career is total in scope and crucial to its success. In fact, the manager is the only other individual, besides the artist, who gets to see and touch all the jigsaw puzzle pieces that fit together to create the artist’s career.

Certain types of managers have narrowly defined duties. A business manager, for example, will ordinarily not be involved in creative decisions or day-to-day details. Rather, it’s his or her function to take care of the books, make sure the bills are paid, and be responsible for making other business-related decisions. In other instances, the manager might be totally involved in every detail of the artist’s career from both a business and creative standpoint.

In the final analysis, the role a manager plays is directly dependent on the needs of the artist, the capabilities of the manager, and what both of them are willing and able to bring to the relationship. Probably the closest analogy is that of a good marriage. To succeed, it takes a lot of hard work along with a willingness to communicate, compromise, and change as the relationship grows and new challenges are presented. Above all, a good marriage requires a strong sense of mutual trust and the ability to see things as they are.

“Why do I need a manager?” It’s a question often posed by artists, especially those inexperienced in the realities of the music business who would prefer to avoid paying a management commission. The answer might indeed be: “Maybe you don’t need a manager—but you sure need management.” The two aren’t necessarily interchangeable.

Granted, not every artist’s career is complex enough to merit a full-time manager, especially at the outset. But if the artist is to have any chance of making it, his or her career demands at least as much management as there is talent and ambition. Much of this will be driven by the artist’s goals. If you aspire to play local clubs on the weekends for fun and a little money, there is no reason to pay someone else to perform basic management functions. However, as your ambitions and the demands on your time grow, you will have little choice but to retain someone to handle these responsibilities.

Because the record deal drives everything else, an artist or manager must do whatever is necessary to connect with that faceless record executive who holds the key to the artist’s future. A “yes” from that label exec can mean a commitment by the record company of a million dollars or more to cover recording costs, marketing and promotion budget, video production, and tour support. Have no doubt that the executive who “green-lights” your deal expects to recoup all of that and a whole lot more. Covering costs and making a healthy profit is what allows a record company to meet its quarterly income targets and provides that label’s executive with a nice bonus, not to mention job security. If he or she harbors any serious doubt about you and your ability to recoup the company’s investment, the executive will look elsewhere. Getting the picture?

The high-stakes risks associated with breaking a new artist or keeping an established artist on top is precisely why talent alone is never enough. That record executive has a lot of talent to choose from, but never enough artists and managers capable of doing all the big and little things that spell success. Specifically, that record executive wants an artist who sets goals, who plans, who executes, who follows up. He or she wants someone capable of interacting effectively with a seemingly unending stream of producers, agents, publishers, promoters, publicists, program directors, roadies, lawyers, bankers, accountants, and fans all competing for a few minutes of the artist’s time. That record exec wants someone with enough drive and discipline to return phone calls, sign autographs, do interviews, and deal with the ongoing pressure of endless details that won’t wait until next week and still have enough energy left to put on a killer concert or do as many studio takes as are necessary to get a recording right.

Making sure those things get done is the essence of management, or at least part of management. Lacking that, record executives will most likely respond with a terse “Pass.” Can you blame them? Even if the response is positive, the record company will surely insist that the artist retain experienced management as a condition to signing a record deal.

The bottom line is this: If you, the artist, can effectively handle all of the management-related responsibilities, then by all means do so, and save the commission. There’s no sense in paying someone else to do what you can do just as well for yourself. However, if you can’t do it all yourself, then maybe you do need a manager.

THE QUALIFICATIONS OF AN ARTIST MANAGER

If you’re starting to get a handle on artist management, consider a few more essentials to add to the equation. The best managers, just like the best business executives, are planners. They are also catalysts that make things happen; movers, motivators, and communicators who work with record companies, producers, agents, promoters, publicists, and anyone else with a stake in the artist’s career. The objective is simple: To make sure everyone pulls together with effectiveness and enthusiasm to make the artist shine. If that sounds like a tough order, it is, and the reality of doing it consistently is even tougher.

What It Takes to Be a Manager

How does the manager help the artist succeed in the music business? Through contacts and an insight into the industry. By opening doors and making sure the artist is ready to step through them. By being prepared, realistic, and flexible, by persevering and following through. Having a strategy for the artist to make his or her own opportunities, rather than leaving success to chance.

Jim Morey, who has guided the careers of such diverse artists as Neil Diamond, the Pointer Sisters, and Dolly Parton, summed it up best: “The artist is the corporation; the manager is the CEO.” If you need any more parallels, take a look at successful corporations and their chief executives. The process is the same; only the product is different.

The next obvious question is, “Who can be a manager?” The answer is simple: “Anybody.” While there are a select few universities offering very good commercial-music programs such as Belmont University in Nashville, relatively few accomplished managers choose this route. Aside from a few states, the most notable being California, there are few if any requirements or qualifications a manager must meet. On the whole, artist management is wide open to anyone who wants to get involved. Relatively easy access to the field, coupled with little or no regulation, can potentially open the door to well-meaning incompetents as well as unscrupulous con artists whose livelihood is victimizing unsuspecting artists. Chapters Three and Four discuss techniques for recognizing and avoiding both types of would-be managers.

Many people earn their livelihood exclusively from the personal or business management of artists. They may work as individuals or as part of a corporate team. Other successful and competent managers have dual professions as practicing attorneys, accountants, or financial consultants. Because of their special qualifications or skills, they may be able to offer an artist more versatility. By the same measure, the artist should be certain that these dual-role individuals are as capable as managers as they are in their primary professions.

One basic requirement is practical experience in entertainment management. Booking agents, record producers, and music publishers may also double as managers, though the artist should guard against possible conflict-of-interest problems. These issues will be discussed in more depth in later chapters.

In addition to these traditional categories, friends and relatives may also serve as managers by virtue of their close personal relationship to the artist. When selecting a manager, a new artist may tend to choose a friend or relative, rather than seeking a professional with whom he or she has had no prior relationship. This is natural and understandable, but it may not be the best career decision. Often a friend or relative, while being well meaning, will not possess the knowledge, experience, or contacts necessary to further the artist’s career beyond a limited point. There’s also the danger that, because of this close personal relationship, a friend or relative will not stand up to the artist and say “no” when firmness and objectivity are required. A “yes-man” may be an asset to an artist’s ego but is of no value to meaningful career development. This is not to say that a friend or relative may not prove to be the right manager for a particular artist. We’re only suggesting that the artist should make a special effort to look objectively when assessing a friend’s or relative’s strengths and weaknesses. If you find your judgment beginning to cloud, just remember those record executives working overtime to hit the parent corporation’s profit projections. It’s business first for them; it should be for you, too.

What a Manager Is Not

While a manager seems to have more responsibilities than a dozen neurotic overachievers, there are things he or she should not be expected to do to earn a management fee, unless certain duties are specifically agreed to by the parties. For instance, a manager is not a booking or theatrical agent. In California, such a dual role is prohibited by statute. In states where there is no such law, it is traditionally not the manager’s responsibility to seek employment for the artist. This is the function of an agent specializing in this type of work who collects a fee that is separate and distinct from the manager’s compensation.

It is, however, the manager’s responsibility to locate agents willing to seek employment for the artist. It is also the manager’s responsibility to accept or reject dates and coordinate the artist’s schedule with those agents. This isn’t to say that a manager may not be directly responsible, because of certain opportunities or contacts, for a booking now and then (subject to state law), but the artist should remember that the manager is generally under no obligation to do this.

Likewise, a manager is normally not a record producer. If a manager does fill this role by virtue of special expertise and experience, the artist and manager should work out provisions in the management contract for fair compensation for these additional duties.

A manager shouldn’t be expected to promote, exploit, and administer copyrighted musical compositions written by the artist. This is the function of a music publisher. As in the case of dual arrangements for record production and management, there are usually separate forms of compensation to cover these added duties.

In certain situations, an attorney or accountant who also serves as a manager will command a higher percentage or fee because of the added dimension of expertise and additional services rendered. This doesn’t mean that an artist’s manager is required to also perform legal or accounting tasks because he or she possesses this special expertise. This is a matter to be resolved in the management contract under the section dealing with definition of duties and manager’s compensation.

In addition to the foregoing major areas of overlap, the personal manager should also be distinguished from a publicist, graphics specialist, choreographer, recording engineer, studio musician, side man, road manager, or songwriting partner.

The final substantive area representing a potential area of conflict between artists and managers has to do with money. The manager is not a banker and should not be expected to make loans or gifts to the artists or to pay for business or personal expenses. However, there are exceptions. There have been and will continue to be wealthy and not-so-wealthy managers who sink a great deal of their own money into an artist’s career. As with any investment, there are some dazzling success stories and probably a lot more tax write-offs.

There is certainly nothing wrong with a manager investing more than just time in an artist, provided both parties go into such an arrangement with their eyes wide open and appropriate safeguards are built into the management contract. However one potentially unfavorable consideration for the artist in these types of relationships is the likelihood that he or she will be expected to give up a much greater percentage of future income in the form of a higher management commission when cash from the manager has been involved. One only need review some of the sad examples from professional boxing, where more than one heavyweight sold 150 percent of himself for some easy front money. The best advice here is for both parties to be represented by counsel and to spell out any such arrangement fully and completely in the management agreement. If there is a subsequent change in practice or policy, put it in writing.

THREE FUNDAMENTAL TRUTHS OF ARTIST MANAGEMENT

Other than applying honesty, diligence, and time-tested principles of interpersonal relations, there is no single right or wrong way to manage a show-business career. This conclusion is supported by interviews we conducted with artists’ managers and other music professionals in Los Angeles, New York, Nashville, and places in between. These music pros have collectively experienced all the highs and lows the music business has to offer, from the frustration of trying to get that first record deal to the challenge of turning an unknown artist into a national phenomenon or guiding the multifaceted careers of music legends. Besides providing valuable information, their insights and comments confirmed what we suspected would still be the case almost twenty-five years after publication of the first edition of this book. We have distilled their wisdom into three fundamental truths that, in the final analysis, sum up the basics of effective career management:


	 Talk is considerably more plentiful and decidedly less effective than action.

	 You can never know enough people in the business, unless they have a negative opinion of you—then one is too many.

	 There is no substitute for hard work, imagination, creativity, and persistence.
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Industry Insight

“During my forty years in the recording and music publishing business, I have observed that artists oftentimes select a manager on the buddy system. In Europe it’s much different. Management is a big part of everything in the music business. In the U.S. it seems to be a very haphazard selection process.”

Stewart Madison, Director of Business Affairs, Malaco Records, Inc.


CHAPTER THREE

LAUNCHING THE ARTIST’S CAREER

The first step for any artist who wants to launch a successful career in the music business is to evaluate and recognize his or her particular management needs. We have already established that every act needs some form of management. The next questions should be: What type? To what degree? What are the alternatives? The answers to these questions can only be supplied by the artist after careful examination of his or her goals, resources, and circumstances. Yet, all too often artists never get around to doing this, or if they do, the analysis is not as complete as it should be. The purpose of this chapter is to help artists take a good, hard look at what their management needs are.

WHAT IT TAKES TO BE A SUCCESSFUL ARTIST

Before an artist can determine his or her management needs, they must first honestly and realistically assess their degree of personal commitment to pursuing a career in music and their chances of achieving their professional goals. The key to constructive self-appraisal is honesty. When you’re looking at beating the tremendously long odds against financial success as an artist, the honesty needs to be brutal. For every solo artist or group who makes it to the charts, there are a lot more who end up doing their tour of duty in Los Angeles, New York, or Nashville before finally giving up and moving on to something that will do more than pay the rent on a dream that will never be realized.

We must say at the outset that there is absolutely nothing wrong with deciding not to bet all your marbles on something as elusive and potentially unrewarding as a career in show business. Any number of talented individuals lead extremely interesting and rewarding lives after having made an honest acknowledgment that singing, dancing, acting, or playing a musical instrument is better pursued as an avocation or hobby.

One of the benefits of reading this book may be a decision not to bet the farm on being an artist. There are a number of paths to happiness and fulfillment. The only thing that is indisputable is that each of us must decide what to do with our lives. The more information you have, the better your decisions will be.

Whether or not an individual or group is really serious about a career in show business is a difficult question to answer honestly. The gut reaction of most nineteen-year-olds who can sing and play guitar is likely to be, “What do you mean, am I serious?” That’s certainly understandable. The dream of wealth and fame and doing what you enjoy touches us all. But before we accept rock and roll as a ready-made ticket out of the nine-to-five world of adult reality and into the dream world of money and fame, it is essential for any would-be artist and his or her manager to ask four questions:


	 Do I have the talent?

	 Do I have the desire?

	 Do I have the belief in myself and my abilities?

	 Do I have the commitment?



Talent

The best way we’ve heard it expressed came from David Skepner, longtime manager in Nashville, who for many years guided the career of Loretta Lynn. He described the talent necessary to make a career happen as simply being “it”: You can’t describe “it,” but you sure know it when you hear or see it. Don’t confuse talent with perfect pitch or technical vocal mastery.

Bob Dylan, Rod Stewart, or Mick Jagger could never win an award from the local college music department for technical vocal proficiency, yet each of them possess the intangible “it” needed to make and sell great records. Finding, developing, and exploiting “it” is the lifeblood of the music industry, and while most record company A&R people can tell you what clearly is and is not talent, their collective track record over the years just proves that nobody knows anything for sure. Consider all those U.S. record companies that passed on the Beatles before the Liverpool Four were eventually signed by Capitol Records back in the mid-1960s. Consider the Grand Ole Opry, who told Elvis in the mid-1950s to go back to driving trucks, and never to bother them again. So much for the experts.

The only practical advice we’re willing to give on the subject of talent is this:


	 Be yourself, and be original. If you sound too much like anybody else on the radio, chances are that no record company will be interested.

	 Your competition is whoever is currently on the charts. You had better be a little bit better and more original than they are.

	 CDs and concert tickets are expensive. You had better give potential fans some very good reasons to lay down their hard cash to see and hear you.



Everything else is just an opinion.

Desire

We have already alluded to the personal sacrifice, the thankless long hours of hard work, and the years of rejection and frustration that go into making it to the top and staying there. Every record company in (New York, L.A., Nashville—choose at least one) passed on (fill in the name and you’ll probably be right). But even assuming that an artist is willing to give the effort, make the sacrifices, and put up with the rejection, there’s no guarantee that years of dues-paying will finally pay off. Thousands of extremely talented never-weres have struggled for a lifetime, only to live permanently in the shadow of obscurity. Imagine a contemporary music-business version of Vincent van Gogh. He’s out there right now, beating his brains out to make it. In fact, he might be you. This is the reality of show business.

Even for the few who do make it, how long does it last and at what cost? Decades of the Billboard Hot 100 bear witness to more forgotten one-hit acts than is humane to recall. Beyond that are the ever-present dangers associated with fast living and constant travel. If you are considering a music business career, you should balance your dream against the downside of fleeting fame, elusive financial reward, and the personal toll the road can extract from even the most driven and creative artist. The desire to take all this and more had better be burning in your soul. Otherwise, you are on a collision course with some serious disappointments, and worse.

Belief

You think you (or your potential artist-client) have the talent to make it. You say you have the desire and persistence to go the distance. Belief is the intangible quality that separates stars from talents. It draws the line between wanting and getting. Belief transcends desire and goes beyond persistence. It is the intangible, inner quality that every act with staying power shares. Without it, an artist and manager may achieve a measure of success but will never sustain it at the highest levels. There isn’t enough talent in the world to make that happen. You’ve got to want it that badly, and believe in your ability to achieve it.

Commitment

The degree of commitment to a show-business career is a factor that can be controlled only by the artist. Some are willing and able to throw themselves totally into a full-time career. But many more artists are unable financially to support themselves solely with their entertainment-oriented income, especially at the outset. As a result, they often hold part-time jobs or pursue dual careers while working toward their career goals. The management principles contained in this book are equally applicable to both types of artists and may be applied regardless of financial resources. What’s important is not a person’s financial status, but rather his or her talent, desire, belief in themselves, and commitment to making it. Without these, management principles are worthless.

MANAGEMENT OPTIONS AVAILABLE TO THE ARTIST

Once an artist has decided to pursue entertainment seriously as a career, he or she need only make a determination of the type and degree of management suitable to the particular circumstances. Regardless of the talent or specific goals, the artist will need to employ management principles to fully develop that talent and to realize those goals. For those not yet convinced of the need for some form of management, let’s consider the alternative of no management.

“No management” means no planning, no organization, and no attention to the day-to-day details of the artist’s career. The result of this “let’s see what happens” approach is an aimless drift of one’s career from one haphazard encounter to the next. The upside of no management is that it’s cheap and anybody can do it. Unfortunately, no artist can have a realistic chance at success by taking this approach unless, of course, the lead singer’s rich uncle owns controlling interest in a record label or booking agency. It’s not at all probable, but we imagine it’s happened.

What are the management alternatives available to an artist? Basically, there are three: Self-Management, Limited Management, and Total Management. The particular needs of the artist, coupled with his or her financial and creative goals and circumstances, will answer the question of which alternative should be adopted.

A word of caution: Whichever of these three options, discussed below, prove most appropriate to your circumstances, you the artist should personally ensure that there is follow-through every day. Very little of value just happens by itself. Nobody is going to care about your career more than you. That means you can’t wait for someone else to do what you should be taking care of yourself. Let’s take a look at your options when it comes to launching and maintaining your career.

Self-Management

Self-management simply means that the artist will manage his or her own career rather than retain the services of a separate individual or firm. Every artist who doesn’t intend to seek outside help should practice self-management.

Self-management may often be the most suitable alternative to a new artist who is in the “break-in” phase of a career. Often, his or her management needs are not sufficiently demanding to require a full-time manager. This is also a very attractive alternative for the artist who is financially unable to pursue a career on a full-time basis. Another obvious advantage of self-management is that it’s less expensive than hiring someone else. It also provides the artist with a decisionmaking freedom that might not otherwise be present. Self-management avoids the need for interplay and communication between artist and manager, thus closing the gap between planning and execution.

Probably the greatest disadvantage of self-management is that many artists simply don’t have the experience and expertise needed to manage their own careers effectively. This is especially true of new artists in the break-in phase, who need an experienced hand to organize and develop their careers. Many costly mistakes can be avoided and a great deal of time saved by taking the advice of a seasoned manager who has faced the same problems before and probably has some innovative solutions to offer.

Another problem is time. It takes a great deal of time to properly organize and map out long- and short-term career strategy, as well as to attend to day-to-day activities. When the artist is already spending a great deal of time in rehearsal or making personal appearances, his or her management needs often suffer.

A third problem of self-management arises if the artist lacks meaningful contacts in the business. A significant part of a manager’s value is the ability to obtain exposure for the artist, which is often done through contacts with others in the industry. The new artist usually doesn’t have these contacts.

Even though self-management isn’t always the best approach, it’s always preferable to no management. The principles contained in this book provide the self-manager with a basis for developing a personalized program. With the development of a career, he or she may eventually abandon or modify the self-management approach by utilizing a form of limited management or securing the services of a full-time personal manager.

Limited Management

A second alternative available to the artist is that of limited management. This approach involves retention of a person other than the artist to provide certain specific management services. The artist performs all other management functions not delegated to the manager.

One example of limited management could be a booking agent, promoter, attorney, accountant or other person with music business experience who would be willing to act as a consultant without undertaking total responsibility for development of your career. Compensation is normally based on a percentage of earnings, or is a flat hourly, monthly, or annual fee, which would be considerably less than what would be paid to a full-time manager. This type of arrangement makes sense in the developmental phase of an artist who is building a foundation for later but does not merit or require full-time attention. Such a relationship permits the artist to benefit from the knowledge and experience of a professional through periodic consultation sessions, but without having to pay a percentage of earnings as a fee or foreclose career options prematurely. In the case of a new artist with great potential, such a relationship might well develop into a total management situation later. In the meantime, both parties can profit from a limited relationship while not prematurely limiting options.

These limited management relationships can be structured to fit the particular needs of artist and manager. This approach is often an effective bridge between the two extremes of self-management and total management. It should be considered as a potential solution to the artist’s individual management needs, especially in the early stages of career development.

Total Management

The third major category is the total management concept. This approach to artist management usually involves an individual or management firm that is completely involved in the creative and business development and maintenance of an artist’s career. This type of manager, often referred to as the artist’s personal manager, is concerned with the total picture. The personal manager’s responsibilities usually invest him or her with the ultimate decision-making authority with regard to every aspect of the artist’s professional life. The personal manager is in charge of day-to-day operations ranging from major policy decisions to seemingly trivial details.

Obviously, total management is preferable to the other management options, provided that the artist’s career requires this full-time attention and the artist can pay for it. Clearly, the established artist is the type of performer most in need of total management; however, anyone whose career is sufficiently complex can benefit from the total-management approach.

Regardless of your particular circumstances, we reiterate the need for you to take responsibility for and control of your career. The key to success in any endeavor is to make things happen rather than just letting things happen. In the final analysis, planning and follow-up will spell the difference between realizing your goals and just dreaming about them. That is the essence of artist management. Make sure you are not just a dreamer, but a dreamer and a doer.
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Industry Insight

“We are looking for a manager who will have the time to direct us; someone who will make us a priority. A person who can relate to us as a group, but also to each of us as individuals. Someone with connections.”

Rhett Glindmeyer, Brian Brignac, Gram Rea, Scott Sanchez, Jack Woodson, and Travis Thibodaux of Hip Boot Joe


CHAPTER FOUR

FINDING A MANAGER/FINDING AN ARTIST

David Ross, editor-in-chief and publisher of Music Row, a respected and influential Nashville trade publication, got his start in the business as a musician in the Boston area. After several years of playing local clubs but not seeming to make a great deal of progress in his career, it dawned on him that something was wrong. As he tells it: “All those years I thought I was a musician working in the music business. In reality, I was a musician working in the alcohol business.”

This illustrates a fundamental problem confronting artists who, despite a great deal of effort, fail to take the critical step to get their careers moving with some form of proactive management program that stresses setting goals accompanied by assessment of progress toward those goals. The sad fact is, many otherwise gifted artists and musicians never make use of even the most basic management principles. Instead, they somehow hope that talent and luck alone will mysteriously get them to the top of the record charts and into packed concert arenas as headliners. A quick survey of any major- to medium-sized city’s music scene will reveal a lot of talented artists spinning their wheels in small clubs or rehearsal halls waiting for lightning to strike. Most of them will wait a long time—forever!

We don’t mean to suggest that merely making the decision to approach music as a business solves all your problems. It’s only the first step toward building a career, but
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Making a Positive First Impression: Your Sales Kit




	 At least one 8" x 10" (20 × 25 cm) photograph of yourself.

	 A brief one- or two-page biography. This sets forth the nature of your act, your past experience, and other relevant information (for example, whether you write your own material, have been associated with other name acts, and so forth).

	 A brief statement of your goals and management needs.

	 Other supporting items, such as trade press or newspaper clippings, a list of important past appearances, and information on future bookings, especially those the manager could attend.

	 A tape of two or three of your best songs or routines. The tape should be as professional as possible.







Try Again and Again and Again
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Attracting Clients
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