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In this definitive guide, top composer
producer Steve Karmen tells you every-
thing you need to know to work as a
writer, producer, singer, or player in the
high-paying business of TV and radio
commercials.

Jingles—those inescapable tunes that
help advertisers sell their products—cur-
rently account for a huge percentage of all
music broadcast on television. For people
who create the sounds, this adds up to a
potential goldmine of earnings in com-
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sion income, and residuals. The industry
also provides the opportunity to write or
sing many different kinds of music and
have it produced in the best, most tech-
nically advanced settings.

Through the Jingle Jungle offers a fas-
cinating tour through the real world of
musical advertising and covers all the
professional requirements of the field.
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reel; finding work
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Making the deal: how contract negotia-
tions with an ad agency really work

The recording session: the process of pro-
ducing a jingle recording, from basic
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At once an informative reference book
and an entertaining, insightful look at a
dynamic industry, Through the Jingle
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terested in the business of commercial
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The most complete guide
to working in the musical
advertising business

The jingle industry—once open only to a handful of highly paid profes-
sionals—is now fully explained and demystified by top composer/pro-
ducer Steve Karmen. Here's how to * get work as a writer, producer,
singer, or musician ¢ compose an effective jingle ¢ negotiate a deal
* prepare a production budget ¢ produce a recording ¢ earn the highest
possible income.

"Steve Karmen knows more about jingles than anyone I know. In this
excellent book, he tells you how to write them, produce them, sing them,
and sell them.”

« , Vice Chairman, Corporate Creative Director,
Wells, Rich, Greene Advertising

"If there's anyone out there writing a book about going into the jingle
business, stop right now. This is the definitive work on the subject. It's
also a lot of fun to read, even if those of us in the advertising agency
business take a few hard shots about the head and shoulders. I highly
recommend it.”

yrt Manning, Chairman, CEO, J. Walter Thompson Company

"This book breaks the hypnotic spell of the jingle and uncovers an area of
music where huge fortunes are made, and that has been kept hush-hush
up until now."”

"As a jingle musician and singer I thought I knew everything about the
jingle business. After reading this book I found out I only knew half!”
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INTRODUCTION

LOVE MY WORK.
I compose in the comfort of my own home, then go to a state-of-the-art
recording studio where I spend a few hours with the best musicians
and singers in town, who bring my music to life. My clients mostly
leave me alone to do what they hired me to do. We eat a good on-the-
job lunch, and when I come home there’s money in the mailbox.

It's not too shabby.

Sometimes there's no money in the mailbox. This is one of the
“fringe benefits" of self-employment.

When people ask what sort of work I do, my response invariably
evokes surprise followed by a sudden knowing smile, as if I'd let them
in on a little personal secret. They've never met anyone who does that
for a living. Then comes the inevitable: ""Anything I know?”

Whenever I talk about my profession, people’s reactions never cease
to amaze. Their eyes light up and their interests are kindled; they're
fascinated about the way the process works.

And everyone has questions.

And, without exception, an opinion.

And a relative who sings.

It's become obvious to me that there is a lot of curiosity and more
than a little misinformation about what really goes on in the busi-
ness—among the general public as well as those who are or would like
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to become actively involved. So to clear up a few popular misconcep-
tions and provide some understanding of the beginner traps that start
the sleepless nights, I offer this work.

If you are someone interested in the influence, creation, production,
and execution of advertising music; a student or teacher concerned
with techniques of effective product promotion; a musician or singer
who wants to perform on jingles; an advertising professional (pro-
ducer, copywriter, art director, business manager, or account person)
seeking a practical reference about one of the most important and
communicative segments of your industry; a publisher of popular mu-
sic who wants to participate in the huge license fees that are available
when advertisers use your songs; or just a civilian who wants to know
more about the inner workings of those inescapable melodies—
perchance to take a shot at making money in America’s newest musi-
cal art form—then, as the song says, This Book's for You!

Whether you are a novice bursting with enthusiasm to write the next
great hamburger song, or a creative director trying to find it, or a client
desperately in need of it to refurbish his sagging image, it is my hope
that this work will provide some insight into the methodology of musi-
cal advertising.

And while this is about music and the very personal techniques of
composing, it is also about the craft of doing business in the trenches of
Madison Avenue. It has been written from the perspective of someone
who does it full-time, a composer working for himself, running a one-
man shop for his entire career. In some cases this leads to opinions that
may be contrary to established industry policy, or in conflict with
guidelines accepted by those who are sheltered on someone else's
payroll.

I have attempted to present the issues impartially. But if some dis-
cussions seem to favor one side, kindly remember that self-employed
people in the arts are motivated by the basics of survival, and that the
very nature of creative work demands that everyone does it his own
special way.

The composer with the most realistic chance of making it is the one
who can most uniquely express his or her own point of view.

In the jargon of the trade, this is the person who comes up with the
best hook.
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EFORE WE BEGIN,” sug-
gested the moderator of the Big Apple Advertising Awards judging
session, “let’'s go around the table and introduce ourselves, by name
and occupation. Please tell us who you are and what you do.”

And when it came to his turn, he said, "I write jingles.”
And they all laughed.

Jingles? Jingles are a Rodneyism: they don’'t get no respect. Aren't
they those cute little ditties that people hum on their way to the re-
frigerator? And yet, as the distant notes joggle your memory and stim-
ulate last-minute additions to your shopping list (though you can’t
quite make out the words while you're chewing), advertising music is
working its inescapable influence on your life and on the buying pat-
terns of TV watchers and radio listeners all over the world.

Jingles (the industry) is one of the very few remaining businesses
where someone with a little courage, daring, talent, imagination, sense
of adventure, and not necessarily a lot of formal musical training can
have a few hits, earn big bucks over the short term, and develop an
intimate relationship with anxiety and insecurity.

The public perception is that any work in musical advertising gener-
ates unbelievable ongoing wealth via residual payments, and that a
jingle composer enjoys a cushy life of fun and games (a little louder on
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the strings), where everyone lives happily ever after.

America, it just ain't so.

There are two sides to the story of the jingle business: the fun side of
invention and creativity, which brings with it that exhilarating feeling
of accomplishment when a pleasing melody is born or a lyric works;
and the business side, where the client wants everything—in some
cases unjustly—and the wrong people reap the big rewards because
they have a union, while composers do not.

Although composers in the other branches of the music business
{(records, theater, TV film scores, and movies) regard jingles as a stop-
gap source of income between their regular jobs, there is an entire
industry of specialists—composers, arrangers, producers, jingle
houses—who work full-time creating custom-made music specifically
for advertising.

Never before have so many people expended so much personal
energy, worked so many long hours, been late for so many appoint-
ments, and missed so many birthdays and anniversaries, all for the
aggrandizement of inanimate objects (which include politicians, who
are always packaged and sold like inanimate objects). Measured in
dedication and dollars, the effort is monumental.

In advertising, the product rules, and the goal is to get you, the
consumer, to buy something because it fits your image, the image
created by the ads. And though no one likes a salesman, music is a part
of the sales team that is welcome. A strong, unique, musical statement
can add much to the success of a product. Within the daily deluge of
broadcast advertising, a good music track can cut through the clutter
and get attention. Sometimes the music in a commercial is the one
saving element, changing mediocrity to magic. For a big-budget cli-
ent, one who produces many spots during each year, a good musical
image means that the agency doesn’t have to reinvent the wheel each
time a commercial is made. Music keeps the ads fresh with friendly
nonoffensive repetition.

Yet the jingle writer, unlike composers of other kinds of music, earns
only a one-time fee in return for the ongoing contribution of his work.

So please rid yourself of any preconceived notions about jingles, as
we begin to examine and dissect the whys and wherefores of advertis-
ing's most persuasive tool in the fight to infiltrate and conquer the
American mind.
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Welcome to the world of the jingle, the tag, the hook, the musical
logo, the background score, and the donut.

THE CURRENT STATE OF THE INDUSTRY
The jingle industry today is like frontier life in the 1800s, right out of
John Wayne: freewheeling, no rules, intensely competitive, with con-
stant excitement, an oscillating synthesizer in the next apartment, an
occasional gunfight at the Saatchi Corral, and everyone trying every-
thing to keep up with changing times.

And the times and ways of doing business are changing rapidly as a
direct result of the rampant onslaught of digital and MIDI technology.

At one time the industry was concentrated in the big cities: when
agencies needed music, they usually went to New York, Chicago, Los
Angeles, or Dallas. Now almost anyone anywhere with a synthesizer
and a recording machine can become a one-man band and produce
jingles, creating more competition for the available jobs.

The quality of advertising music has suffered accordingly. These
days, cheap tracks are easy to come by, and their appeal has given the
budget-conscious advertiser a brand-new argument when making
production decisions: ‘“Can the public really tell the difference be-
tween a live drummer and a machine? A real brass section and a
button?"* When close enough is good enough, does it matter?

The jingle business is not like other music businesses. Few non-
jingle composers are required to crank out the poundage and variety
of sounds needed to satisfy the frequency of the twenty-house cattle
call, that wild orgy of musical glut produced to appease a client who
isn’t sure what he wants for his product, except that he wants to use
music to sell more of it. Sadly, it is rare today for an agency to commit
itself to a single composer without holding a creative competition for a
job, even though this simple statement of artistic confidence would
add immeasurably to the energy brought into the effort and invariably
produce a better product.

No other industry is as public as advertising. While business failures
appear on the financial pages and are casually noticed and soon for-
gotten, advertising failures appear in the living room, unavoidably
there for everyone's comment.

If an agency loses an account, it affects all the suppliers who service
that account. And when one jingle house's work replaces that of an-
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other, everyone knows it. The industry then waits attentively for the
arrival of the new agency's campaign, poised like envious cats, ready
to pounce on the new creative, veins pumped with venom, conjuring
spirits that will cause the new music house and winning agency to turn
out lousy work {and contract leprosy—and that goes for the dumb
client, too!).

But for a composer, outweighing all the negatives is the opportunity
that advertising provides to write many different kinds of music and
have them produced under the best possible conditions. A busy jingle
house might be working on a high-tech electronic corporate spot, a
bouncy cola tune, a symphonic airline chart, an operatic rip-off, and a
hard-rock car commercial, all at the same time. And while songwriters
often wait a year or more for recordings to come out, advertising com-
posers enjoy the instant gratification of being on the air in days, and
sometimes literally overnight.

The demands of changing tastes and technologies make the musical
advertising industry potentially one of the most rewarding businesses
imaginable.

And everyone needs it by tomorrow.

THE CLIENT IS KING
America’s economy communicates with the consumer through adver-
tising and is constantly in need of new and innovative selling ideas.
The relentless impact of advertising cannot be overstated or underesti-
mated. The tone of commercials often reflects the economic mood of
the land and in turn influences popular culture, with ad slogans
providing a constantly fresh source of the catchphrases that pepper our
conversations. “Try it, you'll like it!,” "I can’'t believe I ate the whole
thing!,” and “"Where's the beef?" all began as part of product advertis-
ing.

Nothing happens without advertising. Every event, every entertain-
ment program, every triumph and tragedy, is brought to you by some-
one. And almost all advertising is paid advertising, paid for by a spon-
sor with something to sell. The singular exceptions are the small
number of commercials called “public service messages,”” which sta-
tions are required by law to broadcast free. Some public service ads
are the most imaginative and inventive ads on the air, requiring the
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ultimate in creativity when there is not the clout of a large production
budget or the advantage of paid-for repetition. But these announce-
ments—about diseases, health, charities, education, current local
events, and other issues of vital personal and social import—are usu-
ally aired in the middle of the night when there are few people watch-
ing. After all, prime time is a marketplace, not a charity.

But for the rest of television and radio, the business of broadcasting,
advertising is king, paying for everything, and sitting in final judgment
over what America watches. If an advertiser pulls his support from a
show, it goes off the air, and it's a rare public outcry that can create
enough pressure to influence a network to save a program once it has
demonstrated an inability to attract a large audience. Television's job
is to provide an audience for advertising, because the stations with the
most-watched programs can charge the most when they sell their air-
time to sponsors.

Nothing is presented in its entirety anymore. Even ‘‘with limited
commercial interruption” is a rarity. And advertising is everywhere.
We rent video cassettes for home use only to discover that they, too,
begin with commercials, sometimes more than one, if not for specific
products, then for the sequel of the film we are about to watch or for
other films from that particular production company. Some viewers
zap the ads, but those who don’t have paid to be advertised to. Think
about that power: advertising is so strong that it can reach you even
when you have expressed your freedom of choice and paid to watch a
videotape in the privacy of your own home. Whose choice, Big
Brother?

People are used to commercials. They accept them as the way things
are. At one time movie theaters never showed advertising, but today a
theater owner has no choice but to do so—somewhere up the line a
deal was made to include a commercial at the head of each first-run
film. Because of the intense competition to show the few money-mak-
ing movies, exhibitors have to take what they can get. And they can't
delete the commercials even if they want to—tampering with the print
could result in the possible loss of a distributor. But since theater
owners make most of their money from concessions anyway—popcorn
and soda are advertised on the screen before the picture begins—what
does it matter if there has to be a car commercial or a plug for the local
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shoestore? Nobody objects; it's all in the family.

But all of this was inevitable—simply a case of advertisers discover-
ing a way to take advantage of a captive audience.

Music is major part of the ad blitz: over 70 percent of all commercials
use music in some form or another, and over 40 percent of all music on
television is advertising music (see Appendix: ''The Bruskin Report"’).
That astounding amount of daily exposure translates to power and big
bucks for the music industry.

Music is advertising’'s most easily recognized messenger, the univer-
sal communicator that crosses over the cultural boundaries and vol-
ume settings of every generation.

Sound like an interesting place to start a business?

A LITTLE BACKGROUND
History and accepted lore have it that the jingle revolution began on
December 24, 1928, on a local radio broadcast in Minnesota, when
“Have You Tried Wheaties?"' was performed for the first time. Adver-
tisers had discovered a new and unique way of delivering their mes-
sages, with little songs that the public could hum or recall when they
were not listening to the radio. As jingles became new tools for mind
stimulation, they began to be recognized as a foundation upon which
to build a long-term advertising image. As the popularity of ad music
grew, many sponsors turned to jingles to help serve their advertising
needs.

The art of successful advertising is understanding what the sponsor
wants to say, and then finding a unique way to make the consumer
remember it. Early jingles told the whole story with lyrics—everything
you ever wanted to know about the product, and more!

Pepsi-Cola hits the spot.

Twelve full ounces, that's a lot!
Twice as much just a nickel, too.
Pepsi-Cola is the drink for you.*

At that time Coke also cost a nickel, but Pepsi was telling listeners

that they could have twice the quantity of drink for the same price as

*From “Twice as Much for a Nickel, Too"" by Austen ‘Ginger” Croom-Johnson and Alan Kent. ©
1940 Pepsi-Cola Company. Reprinted by permission of PepsiCo, Inc.
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the other guy. And to underline the message, part of the rhythm figure
was sung, 'Nickel, nickel, nickel, nickel . . . ,” making an indelible
mark on the memory.

It was the beginning of the cola wars.

Let's imagine what might havé happened when the Chiquita Ba-
nana Company came to their advertising agency for help.

The account supervisor, having just returned from a lengthy briefing
with the president of Chiquita Banana, is leading the meeting. On the
table in front of each person is the strategy paper outlining what the
problems are, along with some recommended solutions.

“I'll sum it up: people are just not buying curved fruit. This year
round is in. Look at apples. Look at plums. Skyrocketing! Round.
That's what people want. People perceive curved as passé. Look at
pears—in a nose dive. Look at pineapples—ugh! They have that thick-
skin problem. We need to do something great for curved fruit, some-
thing unique and original to make the public aware of the benefits of
bananas!”’

The creative director: “Okay, let's examine the good things about
bananas."

Copywriter One: "They taste great.”

Copywriter Two: ""They're less filling."

"Taste great!”

“Less filling!"

The creative director: "'No, that approach doesn’t seem right for this
product category. Besides, apples and plums are doing taste cam-
paigns, and we don’t have the budget to out-clout them. We've got to
develop something different, something original! Let's go easy on the
taste angle. Everyone knows what bananas taste like anyway. Let's
tackle the storage problem. I think there’s a different direction here.
Nobody is talking about fruit storage. Bananas spoil quickly. What can
we say about that?"”

"Keep them in the refrigerator.”

“Bananas don’'t do well in the cold.”

“Neither do I, Norman."

“I've got it! Suppose that instead of telling people about how a
banana tastes, we tell them how to make bananas last longer when
they get them home."
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The account supervisor: "'Great!”

Copywriter One: "I can write something about how bananas taste
better as they ripen, with a warning not to put them in the fridge.
That'll make good copy. And it'll please the legal department—they
like commercials with warnings. Maybe we can get some canned mu-
sic. How about something African—bananas sound African, don't
they? Let's get some African library music. I can write scary copy
warning people not to put their bananas in the refrigerator.”

The creative director: “No, we need something friendly, and some-
thing more distinctive than library music. We have to sound different,
with our own sound that's not like anyone else's.”

“"Wait! Suppose we do it with a jingle. That's right—with a jingle! I'll
build the sets, you get the band and . . .”

“And I'll write the words."

“"Why not invent a character to be the spokesman for the product?
We can call her Chiquita Banana. She can be like Carmen Miranda—
we’'ll make her turban out of bananas.”

Copywriter Two: “"How about this for a lyrical direction:

“I'm Chiquita Banana, and I've come to say,
Bananas have to ripen in a certain way.
When they are fleck’'d with brown

And have a golden hue,

Bananas taste best

And are the best for you.

You can put them in a salad.

You can bake them in a pie—aye!
Any way you want to eat them,
It's impossible to beat them.

But bananas like the climate
Of the very very tropical equator,
So you must never put bananas
In the refrigerator.
No no no no!”*
*From “'Chiquita Banana" by Len Mackenzie and Garth Montgomery. © 1946, Maxwell-Wirges

Publications, Inc. Copyright assigned to Shawnee Press, Inc.; Delaware Water Gap, PA 18327.
U.S. Copyright renewed 1974. All Rights Reserved. Used with permission.

10
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The account supervisor: “That's great guys, just great! You have my
go-ahead to contact some jingle houses and get a few demos. But keep
the costs down, okay? You're not apples and plums yet!"

This dialogue is hypothetical, of course, though not improbable. In
the old days, jingles like the great Chiquita Banana song were usually
created from within the agency infrastructure—the lyrics, certainly,
and probably the music, too, which was often composed by someone
whose payment for the job would have been nothing over and above
his regular salary. It was the style then, in the old days, to keep things
in-house, since in the beginning there was no out-of-house.

But later on, as more and more advertisers began to use music to
color the mood of their messages, independent jingle companies
started to pop up, companies who specialized in creating custom-made
music and background scores specifically designed for advertising.

Today's advertising problems are approached from essentially a
similar, standard direction:

1. The client communicates his goals to the agency account team (*'the
suits"').

2. The account team, in conjunction with the research department,
develops a position paper, sometimes called the strategy paper, detail-
ing as much history and marketing information as necessary to begin
seeking a creative solution.

3. Creative types (long hair, hip clothes, often cranky and depressed)
are brought into the process, and ideas are proposed and rejected
based upon current market conditions and knowledge about what
others in the product category are doing.

4. Ways are discussed to make the message preemptive in its field.

5. A creative theme is agreed upon and approved for development.

STEPS IN THE JINGLE-MAKING PROCESS
Here is the usual order of events that take place before a successful
jingle reaches the American living room:

1. The agency producer or the agency music department contacts jin-

11
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gle suppliers (typically four or five, though in some cases as many as
twenty), requesting demos of a musical direction they want to develop.

2. After reviewing submissions, the agency chooses a winner.

3. The winning jingle house hires an arranger (usually not the same
person as the composer), and a recording session takes place.

4. Either before the session or immediately thereafter, the jingle com-
poser and/or the jingle house sign the agency standard form contract
wherein they give away—forever—all rights to their song, including
the right to provide future rearrangements of their music.

5. If the jingle composer or jingle house remains in favor at the adver-
tising agency, they will be permitted to produce future tracks that use
their song. But the agency has no legal obligation to hire them ever
again.

SOURCES OF INCOME
Income in the jingle business can be earned from the following:

. demo fees

. creative fees

. arranging fees

. musician's (AF of M) session fees and residuals

. vocal (AFTRA/SAGQG) session fees and residuals

. performance royalties (ASCAP/BMI)

. continuance fees (dreamt of, but mostly unattainable)

. publishing (sheet music) royalties and other possible
ancillary income

. payroll handling fees

MO W=

o

Most often agencies will pay for demos. Sometimes they won't. The
decision about whether to work for nothing at the demo stage is up to
the jingle supplier (discussed further in Chapter Three). Typical demo
fees range from zero to $1,500, averaging $500 to $1,000. These are
either spent on production costs (studios, singers, musicians to aug-
ment machines, and so on) or are allocated for ongoing operation costs
(rent, telephone, electricity, the cost of equipment).

During the demo stage, though he completes his creative assign-
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ment and writes an entire jingle, the composer receives nothing for the
investment of his time.

After winning a competition, the composer/jingle house is paid a
creative fee, currently ranging from $2,500 to $10,000, averaging
$7,500, depending on whether the client is a big national advertiser or
a smaller regional one.

If the composer is working for a jingle house, and not for his own
company, the usual creative-fee split is 75 percent to the jingle house
and 25 percent to the composer (sometimes 70/30, occasionally 60/40,
rarely 50/50).

If the composer works for himself or in a partnership, he gets to keep
more.

When production begins, the winning jingle house receives an ar-
ranging fee, normally between $1,500 and $3,500 per spot, averaging
$2,000. The arranger usually receives 40 percent of the total arranging
fee from the hiring jingle house.

If the arranger works directly for the ad agency, and not for a jingle
house, he gets to keep more.

After the recording session, the names of the composer and arranger
are listed on the musicians’ union (AF of M) contract in one of the four
double-scale categories—orchestra leader, contractor, arranger, or or-
chestrator—thereby qualifying for musician’s residuals (ongoing tal-
ent payments), modest amounts won by the weakest of the trade
unions.

But most importantly, now the composer and arranger will each
have the opportunity to sing on the final track (or appear to sing),
either as soloist or more often as part of the background vocal group,
qualifying them for union singer residuals, which can be enormous. In
some not-so-rare cases, vocal residuals can run as high as $100,000 per
year for a single national campaign, with the average in the $20,000 to
$50,000 range for network advertisers. Even local and regional vocal
residuals can range between $5,000 to $15,000 per year, per product.

Please note the striking difference between fees to compose and
fees to sing. There are no residuals for composers who just compose.

When the composer/jingle house signs the agency contract, as men-
tioned earlier, they give up all rights to their song. But unlike popular
songwriter contracts or TV/film scoring contracts, in which the com-
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poser retains his right to collect fees for broadcast performances of his
music (see Chapter Nine), agency music contract language is usually
not acceptable to the societies that dispense these royalties (ASCAP
and BMI). Therefore the jingle composer usually receives no perfor-
mance income.

If involvement with the ad agency and account continues after the
initial recording, the jingle house can earn rearranging fees, again
divided between the arranger and the jingle house—not the com-
poser. But unquestionably the biggest plus of being able to provide
rearrangements is that the jingle house will again have the all-impor-
tant right to select the vocalists for the new tracks (usually the com-
poser and arranger, as well as other members of the jingle house),
thereby permitting everyone to requalify for the rich rewards of the
vocal residual. If, for any reason, the composer is unavailable to sing,
then he receives nothing for the new versions of his song (and may
want to kill himself).

In the event that the agency decides to hire a different jingle house
to provide rearrangements, the original composer and jingle house
receive nothing. If the agency decides to continue reworking the origi-
nal jingle with other music suppliers for the life of the campaign, the
original composer and jingle house receive nothing. Ever again. Even
though the music goes on and on.

So for the composer, the real money in the jingle business is not
made from composing, but from the ability to be counted among those
who qualify for vocal residuals. (Note that I did not say anything about
vocal talent.) For everyone, the driving financial force, second to none,
is to maintain and retain the ability to sing on the final tracks and
appear on the AFTRA/SAG vocal reports. It is often the creative force as
well, with composers ever inventing musical ways to justify the uses of
a background vocal group. 80 to 85 percent of a top composer ‘sincome
is earned via the vocal residual.

Through the years, attempts have been made to achieve residual
status for composers, or at least a similar equity with composers of
other kinds of music. Being able to negotiate a continuance fee (the
industry term for any type of ongoing payments for ongoing uses of
compositions) would eliminate the need for jingle writers, arrangers,
and producers to continue the sham of running from one side of the
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glass to the other to sing, when they have really been hired to compose
and produce. But the addiction to the vocal residual continues to choke
any progress. The income it generates vastly colors how business is
done by all participants: the composer, the jingle company, the
agency, and the client,

The enormity of the vocal residual relative to total income is illus-
trated in figures 1 and 3 below. Figure 2 shows the sources of income
for the jingle house-—most of which is absorbed by operating costs.

FIGURE 1. INCOME FOR THE JINGLE WRITER

AF of M session fees
as leader, arranger, or
orchestrator

4%

SAG and AFTRA
vocal session fees
and residuals

Performance income and
other royalties*
80—-85% Less than 1%

Creative and/or
arranging fees**
10-15%

*Includes sheet music, licensed band arrangements, and phonograph records.
**This is the composer portion of the 75/25% split.
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FIGURE 2. INCOME FOR THE JINGLE HOUSE

*Demo fees paid by agencies (typically
$500-1,500 per demo) are usually ex-
ceeded by production costs. At best, the
jingle house will break even.

Demo fee income*
35%

25%
Production
income***

**This is the jingle house portion of the
75/25% split. Creative fee income var-
ies depending on the number of suc-
cessful compositions. On average, 10%
of demos become “finals,” qualifying
for payment of creative fees.

Creative fees™*
40% ***|ncludes studio rental, markup on billa-
ble musicians and singers, and other
fees, earned when a jingle is produced
as a final in the jingle house or

home/office studio.

FIGURE 3. INCOME FOR THE JINGLE HOUSE OWNER

SAG and AFTRA vocal
session fees and
residuals; AF of M

session fees and Profits from running
residuals as leader, the jingle house
arranger, or orchestrator 5%*

95%

*Increases to 10% when creative fee income is especially large. The assets that might be considered
if the jingle house were for sale would include recording equipment, any copyrights owned by the
iingle house, and the creative good will of the principals. In the current competitive atmosphere, the
*good will” factor is "as good as your last hit.”
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A summary of the possible income generated from one jingle during
the first year it was created is shown in tables 1, 2, and 3. The jingle
(designated Spot 1) is broadcast in four consecutive thirteen-week
cycles by a sponsor who ordinarily buys air time on regional radio and
TV, with an occasional network use. A rearrangement (Spot 2) is cre-
ated for use during the third and fourth cycles, and it runs in addition
to the original version rather than replacing it. For this example we
assume the composer and arranger are working for a jingle house
(instead of on their own). Both composer and arranger are singing in a
group of three to five (a union wage category) with other jingle house
staff members. The creative fee is $10,000; the arranging fee is $3,000.

TABLE 1. COMPOSER ONE-YEAR INCOME FOR ONE JINGLE
Ist Cycle 2nd Cycle 3rd Cycle 4th Cycle  Year Total

Spot 1: 25% of creative fee $2,500.00 — — —  $2,500.00
AF of M session
fee as orchestra
leader (double scale) 156.00 — — — 156.00

AF of M residuals
as orchestra leader

{double scale)* — 117.00 117.00 117.00 351.00
SAG session fee

as vocalist

{including 50%

overdub) 233.18 — - — 233.18

SAG vocal residuals 500000 500000 500000 500000 20,000.00

Spot 2: AF of M session
fee as orchestra
leader (double scale) - — 156.00 - 156.00

AF of M residuals
as orchestra leader

{double scale)* — — — 117.00 117.00
SAG session fee

as vocalist

{including 50%

overdub) — — 233.18 — 233.18
SAG vocal residuals — — 500000 5,000.00 10,000.00
Total 7,889.18  5]117.00 10,506.18 10,234.00 $33,746.36

*First cycle residuals are included in session fee, based on 1989 wage scales,
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TABLE 2. ARRANGER ONE-YEAR INCOME FOR ONE JINGLE

1st Cycle 2nd Cycle

3rd Cycle

4th Cycle  Year Total

Spot 1:

40% of arranging fee $1,200.00

AF of M session
fee as arranger
(double scale)

AF of M residuals
as arranger
(double scale)*

SAG session fee

as vocalist
(including 50%
overdub)

SAG vocal residuals

156.00

117.00

233.18
5,000.00

5,000.00

117.00

5,000,00

$1,200.00

156.00

117.00 351.00

233.18
5,000.00 20,000.00

Spot 2;
40% of arranging fee

AF of M session
fee as arranger
leader (double scale)

AF of M residuals
as arranger
(double scale)*

SAG session fee
as vocalist
{including 50%
overdub)

SAG vocal residuals

1,200.00

156.00

233.18
5,000.00

1,200.00

156.00

117.00 117.00

233.18
10,000.00

5,000.00

Total

*First cycle residuals are included in session fee.

6,589.18 5,117.00
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TABLE 3. JINGLE HOUSE ONE-YEAR INCOME FOR ONE JINGLE

1st Cycle 2nd Cycle

3rd Cycle

4th Cycle

Year Total

Spot 1:
75% of creative fee

60% of arranging fee

AF of M session
fee as contractor or
orchestrator
{double scale)

AF of M residuals
as contractor or
orchestrator
{double scale)*

SAG session fee
as vocalist
{including 50%
overdub)

SAG vocal residuals

$7.500.00

1,800.00

156.00

233.18
5,000.00

117.00

5,000.00

117.00

5,000,00

117.00

5,000.00

$7,500.00
1,800.00

156.00

351.00

233.18
20,000.00

Spot 2;
60% of arranging fee

AF of M session
fee as contractor or
orchestrator
{double scale)

AF of M residuals
as contractor or
orchestrator
{double scale)*

SAG session fee
as vocalist
{including 50%
overdub)

SAG vocal residuals

1,800.00

156.00

233.18
5,000.00

117.00

5,000.00

1,800.00

156.00

117.00

233.18
10,000.00

Total

14,689.18 5,117.00

*First cycle residuals are included in session fee.
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It should be noted that, while it is traditional for the composer to be
included in the vocal group on rearrangements, the jingle house is
under no obligation to also place his name on the musicians contract.
Instead, a jingle house principal may serve as the orchestra leader, and
may only occasionally allow the composer to qualify as an AF of M
sideman. Sometimes the composer's name will not appear on the AF of
M contract at all.

Also, in contrast to the example above, a rearrangement might re-
place the one on the air, and limit the income accordingly. Conversely,
if an advertiser has the broadcast budget to run more than two spots
(as is often done by insurance, auto, and beverage advertisers), it be-
comes clear how important vocal residuals are on the composer’s road
to Mercedesville.

How sad if the composer is unable to, or chooses not to sing.

THE FORMS OF ADVERTISING MUSIC
Back to the fun part: let's get familiar with the terms for different types
of ad music.

The Jingle
A jingle, the flagship of the musical advertising industry, is the adver-
tiser's message delivered in its most memorable form: music and lyrics.
Jingles evoke an emotional response that can't be articulated by an
announcer. No spoken word, no visual image communicates with the
instant recognition of a catchy jingle.

The Tag, or Hook

A musical tag, or hook, is the key line of the jingle, the sponsor’s audio
banner. Although sometimes used at the beginning of a spot, this
ultimate musical climax is usually the last thing the consumer hears.
*America Believes in Liberty—Liberty Mutual Insurance,” "Fly the
Friendly Skies,” "'At Beneficial (Toot, Toot), You're Good for More,”’
“Trust the Midas Touch,” *'Have You Driven a Ford Lately?,” ""Nation-
wide Is on Your Side,” and "I Love New York' are examples of tags
that sum up the sponsor's message in one fell swoop.

Sometimes a musical tag is developed separately from a jingle. An
advertiser may wish to have his key line sung and nothing more.
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The most effective use of a tag is to provide long-term continuity in
campaigns that generate many different types of commercials for a
single product. The tag becomes the single unifying theme, the com-
mon connector. A beer commercial's story line may vary from spot to
spot: from the machismo of sports participation—baseball, football,
hockey, basketball, nutcracking—to patriotism and special product
imagery; from the brewer's heritage to the most recent six-pack sale.
But while each commercial has its own mood and flavor supported by
the background track, all the spots end with the delivery of the musical
tag, “"For All You Do, This Bud's for You."

McDonald's commercials, from McNuggets to old folks; from ham-
burgers to fries; from breakfast to salads, for any kind of promotion
(each with it's own custom-tailored musical score), are all tagged
"Good Times, Great Taste, McDonald's," making each spot a part of a
greater whole, part of the campaign.

Having a memorable tag provides an advertiser with the ability to
communicate all kinds of secondary information under one umbrella,
yet always return to the central theme that America has come to know
and love. "G.E.—We Bring Good Things to Life"" and “There's More
for Your Life at Sears’ are musical tags that have supported many
different kinds of messages for their advertisers.

The Logo
A musical logo is the same as a tag, except without the lyrics. Most
often the logo represents an instrumental repeat of what had been
sung in earlier commercials.

Logos, or mnemonics, can be derived from jingles, but are also cre-
ated independently. A series of notes or sounds used consistently over
time can establish a long-range product identity. The three famous
notes for "N-B-C" or the two door chimes used by ""A-von'* are musical
logos.

Background Scores
The background score provides the invaluable underlying mood for
commercials that present their messages with announcer or live ac-
tion, sans lyric. Background tracks are wall-to-wall musical themes,
scored to match the film visuals or radio copy. Sometimes there are
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only music and sound effects in a spot, with no announcer at all.

A score may also be an instrumental rearrangement of a jingle mel-
ody, or completely original music leading up to an established vocal
tag. Those who specialize in scoring often complain that they do not
receive sufficient credit for their creativity when all the public remem-
bers is the hook that someone else wrote.

The Donut

The donut, indispensable for those who earn their living as announ-
cers, is exactly what it sounds like: something with a hole in it. It is the
space left between lyric sections of the jingle for the voice-over copy.
Donuts are constructed by dropping out the lyrics and replacing them
with an instrumental melody, played softly so it won't fight the an-
nouncer. (Some advertisers use the background track without a mel-
ody as the rug for the announcer. It's a matter of taste and style.)

While jingles can tell much of the story on their own, donuts are
inevitable, constructed to accommodate the nuts-and-bolts copy about
dates of sale or other points that couldn't be effectively stated in a lyric.
Sometimes the spot might be constructed vocal-donut-vocal-donut-
tag. Voila! The double donut.

Putting It Together
At the end of a typical session you're going to wind up with several
mixes, or versions, of the jingle you've recorded, each one tailored to a
specific use. The titles might be:

1. Generic :60 Full Instrumental {no words at all). The word generic
refers back to the first arrangement, the original sound, sometimes
called the anthem. Later versions might be called "Hard Rock,” “Easy
Rock,” "Heavy Metal,” "Latin,” or "Motown.” Still later versions
might be titled "Son of Hard Rock” (no kidding), “Son of Latin,”” ""Son
of Motown,”" and so on. But the first spot is usually called the generic
version,

2. Generic :60 Full Vocal (the complete lyric version of the jingle).

3. Generic :60 Short Donut (one hole in the jingle, usually somewhere
in the middle, leading up to the tag).
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4. Generic :60 Long Donut (typically just the opening lyrics or the hook
lyrics followed by a long instrumental rug until the end, when the
vocal tag takes over).

5. Generic :60 Instrumental with Vocal Tag (the complete instrumental
from the top until the key line is sung at the end).

Since these mixes have to be completely reconstructed for the thirty
and fifteen second versions, it shouldn't be surprising to learn that
studio costs are inevitably the highest production budget item. More
and more, to keep costs down, advertisers want to work with someone
who can produce all of the above without also producing a killer studio
invoice. Enter the home/office studio operator, with synths, sequen-
cers and other machines, and perceived unlimited time-without-pay-
ment-for-production.

Adaptations of Music from Other Sources
“"What a great-sounding record.”
"That's not a record; that's a commercial.”
"Oh? What's the product?”
“I don’t know. I couldn't tell. But I sure love that old song."

Advertising uses of songs from the fifties and sixties, Broadway show
tunes, top 40 hits, motion picture themes, and classical and opera
works, all come under the heading of adaptations of music from other
sources.

An advertiser may purchase the rights to a particular song because
he believes that the message is exactly what his product needs. "Can't
Live Without You,” the Barry Manilow song, serves the telephone
company with great effectiveness (along with "Reach Out and Touch
Someone,” a custom-made jingle).

Often the original lyrics of a pop song are reworked to deliver a
product message. The Trump Plaza Hotel and Casino in Atlantic City
uses a rewritten lyric version of the fifties song “'Boy from New York
City.” Sometimes, if the original lyric is appropriate, an advertiser will
not only license the right to use the composition, but also the right to
use the hit recording of it. Automobile makers, beer and cola com-
panies, and other sponsors with deep pockets will often pay the neces-
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sary high license fees because they believe that it's worth the invest-
ment to be able to show off their products with the most current, with-it
musical sounds.

But the use of adaptations has its drawbacks. Often the mood and
feeling for which the big bucks were paid suffers because a substantial
truncation was required to make that great four-minute epic work in
thirty seconds. Money might have been spent for not much more than
a tag or logo. And if, during that fleeting burst of a thirty second spot, a
listener hears an adaptation of a pop song and remembers it with fond
recognition, his mind was probably on the song, and not on the prod-
uct. This is the kind of familarity that can hurt a campaign. Taking
away the impact of originality gives the consumer yet another reason
to tune out the message.

The first and foremost job of advertising music is to attract the lis-
tener's attention. While adaptations of music from other sources will
inevitably be used (perhaps because it is easier to be creative when a
big part of the work is already done), they are less effective in the long
run than the custom-made jingle. Music and lyrics that have been
conceived, nurtured, and designed specifically for one purpose give a
product its own identity without trading on something that was born
elsewhere. (This is obviously not the point of view of popular music
publishers, who stand to make big money whenever their songs are
used in advertising.)

Library Music
Hidden among the jingles, background scores, and music adaptations
is a segment of the jingle business that provides up to 20 percent of all
music used in advertising. Libraries of prerecorded music offer an
alternative for a client who doesn’'t have the budget or the time to
produce an original custom-made track.

If a radio spot about a certain sale has to be on the air overnight,
library music can provide a quickie rug under sixty seconds of copy. If
a TV spot calls for a stand-up announcer and he sounds deadly just
spouting words, a needle drop (the term for one use of one hunk of
library music) goes a long way toward making the message tolerable
and interesting. Using canned music (the libraries hate this term) is
both fast and cheap.
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A good library will have thousands of hours of music available.
There will be knowledgable professionals, both librarians and sound
engineers, who are familiar with the contents of the numerous music
catalogs. Their expertise can create scores for.television spots that, in
some cases, rival the custom-made stuff. A talented editor's razor
blade can make segues between various tracks to create a rainbow of
sounds for one commercial.

Being able to clearly describe musical needs can help a librarian
locate the suitable tracks. Often, if the agency notifies a studio be-
forehand that they are looking for a certain type of sound, the session
engineer can have choices waiting.

In addition to offering instant tracks for tight deadlines, sound librar-
ies provide access to nearly every type and style of music. And a
library will often have a small MIDI studio, where a track of a syn-
thesizer or drum machine can be overdubbed on to an existing library
selection, making even the most mundane prerecorded music sound
interesting.

Every voice-over recording studio has library music available on
compact disks to accommodate the client who decides in the middle of
a session that his commercial needs more than just an announcer. Most
studios have comparable libraries and charge $200 to $600 per spot,
out of which they pay a percentage (depending on the areas of use—
local, regional, national, network, or cable) to the owner of the library
as a license fee. This amount provides non-exclusive use of the music
in one specific commercial for an unlimited period of time. If the com-
mercial is changed or altered in any way, or if the music is reused in
other commercials for the same product, the purchaser is obligated to
pay an additional license fee for each new spot.

Rarely does an advertiser negotiate an exclusivity for library music.
The “rug factor”” (the innocuous fuzz under the announcer) makes this
unnecessary.

Music libraries also provide sound effects, having infinite choices
available of every aural shape and texture.

Library soundtracks are usually created and recorded in Europe un-
der buy-out conditions (where both the composer and musicians re-
ceive one-time fees and nothing more), making this budget item at-
tractive to the advertiser who only wants music to be an incidental
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mood and not an expensive part of his message.
The use of library music does not require payment of residuals to
musicians.

But our story is about original music.

Influential advertising music, whatever its form or style, is supposed
to sound different from other types of music, different from everything
that surrounds it on the airwaves. Jingles should jump out at you and
stand on their own. (That's one of the reasons that commercials are
always louder than the programming—to break the consumer'’s lull so
he’ll pay attention to the sell.) In some TV sporting events, for exam-
ple, when the station is getting set to go to a commercial at the end of a
half inning, they usually play some sort of dramatic, pulsating sports
music while the commentator signs off. If the same kind of music
supports the first commercial, the beginning of the spot will probably
be lost in the transition. Of course, some similarity is inevitable: when
one style of music becomes popular everyone wants to use it.

Sounding different and original, a theme I will often repeat in this
book, is the only unchangeable requirement for successful product
identification with music. Seeking and achieving an original musical
identity is vital in establishing a lasting image of the product in the
mind of the consumer.
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JINGOLOGY 101

OST PEOPLE start out want-
ing to be something else . . . anything and everything else. But no one
starts out saying, "I want to be in the jingle business."

Perhaps you grew up practicing piano or guitar, playing in your high
school band where you scribbled out a few tunes to impress your first
heartthrob. Maybe you're a singer on the fringes of the record busi-
ness, hoping for a hit, but not yet connecting with the right chemis-
try—and you need extra money. You might be a talented musician,
Juilliard trained, trying to make a living in an industry where players
have been replaced by computer chips, and your ability to arrange and
orchestrate has led to consideration by a jingle house. Or you have
only passing musical skills, and are intrigued by the business or sales
aspect of advertising (with a little doo-wop thrown in), and you would
like to hire other people to perform the musical chores for your com-
pany. Possibly, you can carry a tune (everyone says you can) and have
a special ability to remember an entire melody after hearing it only
once, and though you don't read music, you want the chance to trans-
late this talent into something that pays the rent. Perhaps you just lust
after money, and have heard that for ten minutes’ work on the right
product a union jingle singer can earn $50,000 or more over a year,
amounts which increase with each newly negotiated contract. Maybe
you're just plain tired of working under the direction of someone else,
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contributing what you feel is more than anyone else, and getting less
for it (that's what your mother says, anyway). Perhaps you've drifted
into ad music through the back door by working for an advertising
agency as a copywriter, and now you've teamed up with a composer to
form your own jingle house. Or possibly you're just plain tired of medi-
cal school—stranger things have happened. (Medical school is my
metaphor for everything else: the civilian world, the non-musical
world, the world of nine-to-five.)

Whatever your background, you have decided to reach out and em-
brace the world of musical advertising. All roads lead to the Land of
Ads, and the ones to the Palace of the Great and Magnificent Residuals
(where all spots run Class-A forever) have been mined at the
crossroads, booby-trapped with questions about technique and policy
and morality (heavy stuff) to which only you can provide answers.

For purposes of this narrative, the reader is designated as a begin-
ning composer, brimming with talent, bursting with energy and enthu-
siasm, with time for nothing else, and blessed with a willingness to
learn and experiment. Any use of gender implies both sexes, or any
combination thereof.

THE NEED FOR MUSICAL TRAINING
You may not need to know how to read music at first, but if you don't,
you'll have to know someone who can. It is to your benefit to be able to
read notes and carry a tune, at least well enough to present your songs
to other musicians and singers. You should also have some ability to
play an instrument, preferably a keyboard or a guitar. A basic knowl-
edge of synthesizer/drum machine operation is indispensable for mak-
ing your own demos, an important economic factor in getting jobs.

Somewhere in the process you will have to work with an arranger,
or, at the very least, provide a lead sheet of your work for copyright
purposes. So if you don't already know how, it pays to learn to read
and write music. You don't have to be trained to conduct or compose
symphonies—you've been hired to produce unique musical mes-
sages—but it looks nicer to the neighbors when you can speak the
language.

If you can’t read music, play an instrument, or carry a tune, and if on
top of that your time is bad, Jingles is not a good business for you.
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IF YOU ONLY WRITE LYRICS
What if you're a wizard with words and want to pursue employment
solely as a writer of jingle lyrics? The problem with being a great
independent wordsmith is that you are often in direct competition with
the agency copywriter. Unless you have another talent to add, no
matter how brilliant you are, you will have difficulty finding work. To
move up the ladder you will have to affiliate yourself with a composer
or become a principal in a jingle house. There are no jobs for someone
who just writes lyrics (except at agencies under the title of copywriter).

SETTING UP YOUR BUSINESS
Before committing yourself to serious jingle activity you'll have to de-
cide what sort of work situation makes you most comfortable: (1) work-
ing for a big jingle house, (2) working in a partnership, or (3) working
completely on your own.

Working for a Big Jingle House

Self-employment is not suitable for every temperament. Some people
need the protection and comfort of knowing that they are following
someone else’s instructions, and are not making unsupported deci-
sions. They are drawn to the security of that other person who will give
the orders and provide a partner for bouncing around creative ideas
and sharing opinions—the more people bouncing and sharing, the
easier it is to bounce and share.

To be considered by a jingle house you must have a tape. People at
jingle houses constantly listen to new reels in the hope of finding the
next musical genius who can help their company. Names of jingle
houses can be found in the trade directories, The Madison Avenue
Handbook, The Motion Picture and Theater Directory, and by asking
around to learn who is busy. Jingle houses take ads in the yearly music
editions of Back Stage and the Clio Awards program book to tell the
world what they are doing (a form of selling). For the beginner, these
publications are a good place to start.

Becoming a writer at a jingle house is one of the most expedient
ways to break in and learn the business. You will have a place to go
each day to use the phone, where the bills and rent are paid by some-
one else. You will benefit from the “‘team’ concept and from the feed-
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back and advice of someone with more experience (which you should
always take with a grain of creative salt—originality requires its own
fuel). When you don't yet have a reputation to trade on, or when you're
cool and out-of-vogue, as happens to every artist at some point, it's
nice when the company carries the financial ball.

At a jingle house the responsibility for finding work will not rest on
your tender artistic shoulders because the procedures for getting jobs
are already in place. Work will come in based on the reputation of the
house and the expertise of their sales people. Your opportunities to
compose will result from the good taste and benevolence of the head of
the jingle house. All you will have to do is be brilliant.

Musical equipment will be in-house and readily available. Chances
are there will be at least one home/office MIDI studio, and probably
several, each with its own sound engineer. These studios will be
equipped to produce demos and often final recordings.

In the beginning it will seem as if you've joined a dancing chorus
with ‘a hundred tapping feet, and you, the jingle writer, only have two
of them. Until you have a hit, or have at least proven your abilities,
you'll just be one of the bunch, picking up whatever bones are left
after the regulars have had their chance. Everyone wants to compose
the big national campaigns that generate the Class-A singer residuals,
rather than the local spots that qualify for the lowest AFTRA/SAG
vocal scales. House composers with seniority will be given first shot at
the plum jobs. You would insist on this, too, if you were one of them.

Working at a jingle house is not like working for General Motors.
There is no weekly salary for composing. Composers do not share in
demo fees, which are retained by the jingle houses for demo produc-
tion or as operating income. You will earn money only from successful
jingles, and you won't get paid anything until your work is sold. In the
old days, a composer might have been able to negotiate a weekly
advance from the jingle house against his potential creative fees. But
today, high operating costs and the large number of available writers
have made every nonstockholder an independent contractor. In every
sense, a jingle composer is free-lance.

There are no employment contracts at jingle houses, but when a
composer gets established at a particular house it is understood that he
is working exclusively for that house. Sometimes, to keep a hot writer
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happy (so he won't leave to form his own company and steal away the
business), the jingle house will allow him to sing on compositions other
than his own. As we have seen, this can be a pretty potent inducement.

Composing for a jingle house will not entitle you to company em-
ployee-type benefits such as medical insurance, a pension plan, and so
on. But such benefits are provided by the craft unions for singers or
musicians when they earn their required minimums. As a jingle house
regular you will not get a paid vacation. In fact, if you're on vacation
when a major new assignment comes in and you miss it, you may
become paranoid about ever taking a vacation again. And if an
emergency new session of one of your own hits must take place while
you're away, you will miss the opportunity to sing on the track—your
only chance at continuing income—and you might become suicidal.
Ocean cruises are not for jingle writers, unless you happen to be a very
fast swimmer. When you are sick, someone might cover for you, but
don’t count on it. (If you die, some other young smiler will replace you
immediately. But look at the positive side: you won't have to worry
about residuals anymore.)

Jingle houses may have five or six writers on their team and several
favorite arrangers on nonexclusive call, along with salaried secre-
taries, bookkeepers, sales reps, and reception people. But it is usually
impractical for every composer to work on every job, although this
does happen at times when the house is trying to win a biggie.

For each job, there can only be one winning composer, and if your
composition was not accepted to represent your jingle house, you will
have worked for nothing. Even if you win the mini-competition in your
own jingle house, the first money you see will be the creative fee
percentage that is awarded to the winner of the overall competition. If
one of your in-house colleagues wins the job, you may be given the
opportunity to sing on his track. But don't count on that either. At
every level, your ability to accept rejection will be tested and retested.

The artist, by nature, is not a sharing person. It takes a healthy ego
and a certain amount of self-centeredness to be a writer. When you
work for someone else and are lucky enough to have a hit or two, you
may become unhappy about sharing the glory with the jingle house
(which you begin to perceive as having done nothing more than pro-
vide you with an air-conditioned place to work).
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When a writer gets hot, which is something every composer hopes
will happen, it's not unusual to feel a creeping sense of dissatisfaction
about the division of money. Artistic success is often accompanied by
an attack of why-shouldn't-I-be-keeping-more-for-myself-itis. One of
the symptoms of this malaise is the feeling that you are carrying others
who have contributed less. It is at moments like these that new jingle
companies pop up.

Working in a Partnership
Although the essential operating procedures will not change when
you open your own store, the advantages and rewards of an ownership
interest in a business far outweigh the downside.

Foremost is the fulfilling sense that you really did it yourself, in your
own style, making your own choices, participating in the harvest of the
opportunities of the American Dream. In your own company you are
your own master, as much as any person can be his own master. When
you have a hit, it will be you who helps to decide what happens to it
rather than someone else whose needs and goals might be different
than your own.

And instead of earning just a percentage of the creative fee, you'll
now be able to split with your partner(s) all of the income generated by
a project, minus costs. You're a self-motivated participant in the free
enterprise system, and the only limit to your ultimate success will be
your own imagination. You can charge whatever you can get, what-
ever you think your product is worth, regardless of what others in the
industry are charging, based solely on your ability to compete in the
marketplace. (Of course, you'll have to find a client who thinks your
music is special enough to justify any imaginative demands.)

Now, in addition to composing, either you or your partner will have
to handle business affairs, pay the bills, send out reels, and worry
about keeping clients happy. You will also be responsible for all oper-
ating expenses—items that were taken care of when you worked for
someone else.

People usually form companies with those whose abilities comple-
ment, rather than duplicate, their own. A company of two composers
without a business or sales person is less likely to cover all the bases
necessary to compete in the big time.
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Writer/producer relationships are the most common collaborations,
with each partner having a creative say. (In advertising, there is an
expert for every subject.) The producer sells, then the composer writes.
When they get to the recording session, each has his own role: the
producer stays in the booth producing, supervising from the inside,
holding the client's hand, making jokes at appropriate times, and or-
dering lunch; the composer stays in the studio, away from the fray on
the other side of the glass, conducting the band, listening on head-
phones, being the artistic genius. The producer doesn’t have to be a
musical expert, but the writer/arranger, of course, does.

If you have decided to team up with another person—a composer or
lyricist or sales rep or businessman—it is essential that each partner
set out his view of his responsibilities beforehand, and that you agree
on how you intend to divide any income. Even though you may see
yourself as a creator who doesn’t deign to think about the dirty green
stuff, at some point you will have to sit down and take care of business.
Don't fall into the trap of thinking, "We'll talk about it later.”” ""Later”
could be as adversaries in a courtroom. You don't have to rush out
before your first job and hire a lawyer to draw up partnership papers;
at this stage it's more important that you devote your energy to the job.
But it is smart to reach a simple spoken agreement at the outset, with
the mutual intention of writing down the terms of the partnership as
soon as you have the opportunity.

“I'll write the music.”

“I'll write the lyrics.”

“"We'll both sing whenever we can.”

"“If one sings and the other doesn't {or can’t), the one who sings will
split the fee with the one who doesn't.”

“T'll act as music contractor.”

“T'll act as orchestra leader.”

“We'll both own the stock of our company."”

“We'll split all profits fifty-fifty."”

The possibilities are limited only by your business clout.

Collaboration is like a marriage. Are you flexible and willing to
listen to criticism? Is it worth the aggravation of a partner just to have
another person to share the load?
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The One-Man Shop
If you fancy yourself able to write both music and lyrics, do arrange-
ments, produce sessions, supervise bookkeeping and payroll han-
dling, act as your own sales force, change the light bulbs, and leap tall
buildings in a single bound, then-you should form your own jingle
company.

Working entirely on your own offers the security that you can never
be fired. There is a special pleasure in the knowledge that you answer
only to yourself.

Again, all the standard rules about business procedures and self-
employment apply here, except that under your own shingle there is
no one else to share the load. You will sink or swim based upon your
own decisions.

Conversely, any income will be yours alone, the reward for taking
the risk.

The composer who runs his own business wears many hats and
needs a head big enough for all of them. Knowing how to share and
schedule time is important. As your company grows, and you hope it
will, you may have to hire employees of your own, in some capacity.
Each additional person, whether creative or administrative or clerical,
will come with his own baggage and problems, which will further
demand your attention and take away from your time as composer.
Hollywood producer Jerry Weintraub, on a CNN interview, recalled
two bits of fatherly advice about running your own business: At the
end of the day always know how much you have in the bank and how
much you owe, and when you come to work in the morning, don't ask
your employees how their lives are—they may tell you.”

With self-employment comes the reality that when there are no jobs
the only income may be from vocal residuals for some earlier ongoing
composition. And when that particular music track is no longer broad-
cast as part of a campaign, the income from it stops completely. It is not
easy to support two (or more) people from demo fee income only.

And the rent will still have to be paid on the first of the month.

Income fluctuation in the jingle business can be as wild as in the
stock market. Running a company requires that you know how to
stretch the bucks from the fat times to cushion the lean ones. Successes
in the music industry are often meteoric, and all too many hit compos-
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ers alter their life-styles so drastically as to be only realistically afford-
able during peak employment. Beware: every artist has lulls. It's part
of creative recharging. In your own shop you must become your own
cushion.

If, for these reasons, plus others that are known only to you in your
heart of hearts, you have decided to form your own jingle operation, a
new title will now appear after your name: vendor.

How does it feel to be a vendor?

TO INCORPORATE OR NOT TO INCORPORATE
Until you're rolling, you should do business in your own name. Initially
there is no need to form a corporation. If the local clothing store asks
you to provide a simple background track for their once-a-week radio
commercial, you can send them a simple invoice, keep simple records
of what you have disbursed, and put the rest of the simple money in
your simple pocket.

If you are not incorporated, you should at least establish a separate
business bank account and keep business records separate from your
personal records. If you use a fictitious name, you must apply for an ID
number with the IRS, and register the name with the state.

If you intend to pursue advertising music as a serious profession,
however, it is to your advantage to hire an attorney and form a corpo-
ration. Whether it should be a Subchapter-S corporation (which files
tax returns but pays no taxes itself, where profits and losses are passed
directly on to the stockholders) or a C corporation (a regular corpora-
tion like General Motors) is a decision that should be made by you and
your accountant. There are advantages to incorporating, which
change with the mood of the U.S. Congress. Becoming a corporation
provides the availability of pension and retirement plans (though this
is also available to individuals through Keough plans), the ability to
deduct certain business and medical expenses, and the protection of
limited liability when you do business under a corporate name. These
are all subjects to be discussed with your advisors.

How does it feel to have advisors?

BECOMING A UNION SIGNATORY
When you open your own jingle company—either by yourself or in
partnership—as far as the unions are concerned you are now consid-
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ered a "'music producer.” In order to compete in the big-time world of
advertising, your company, Greatest Jingles, Inc., will have to become
a signatory to the various union codes that govern advertising: the
AFTRA Radio Recorded Commercials Contract, the Screen Actors
Guild Commercials Contract, and the American Federation of Musi-
cians Television and Radio Commercial Announcements Agreement.
Becoming a signatory is easy, and free—just call or write to the unions
(see Appendix), advising them that you have formed a company to do
business in the jingle industry and would like to become a signatory to
the codes. They will provide the necessary paperwork.

Right-to-Work States

There are certain right-to-work states (Alabama, Arizona, Arkansas,
Florida, Georgia, Idaho, lowa, Kansas, Louisiana, Mississippi,
Nebraska, Nevada, North Carolina, South Carolina, North Dakota,
South Dakota, Tennessee, Texas, Utah, Virginia, and Wyoming)
where the ability to hire nonunion talent is guaranteed by law. In a
right-to-work state, a person does not have to belong to a particular
craft union to be eligible for employment on a union job. The provi-
sions of union security do not apply. In English, "union security”
means that only union members are eligible for jobs. But all other
provisions of the union codes remain in full force, meaning that in a
right-to-work state, a union signatory company may employ nonunion
talent as long as it pays them union-scale wages, union residuals, and
all other union benefits.

The Facts about Nonunion

Big-time advertising is a union business, and all the major advertising
agencies are signatories to the union talent codes. If your jingle house
is not a signatory company, a major advertiser will not hire you be-
cause of its own union affiliations. (Some advertisers might want to
work nonunion but can’t because they are heavily involved with trade
unions at their manufacturing plants.) Every independent jingle
house, with rare exceptions, is a signatory to the codes.

As a beginning company, you may work on whatever side of the
street you wish. But once you have signed the codes, you are honor-
bound to comply with all the conditions and provide all the benefits
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that the unions have won for their members through the years (includ-
ing minimum pay scales and residuals, as well as pension, welfare,
and disability payments). Singers, musicians, and actors all aspire to
union membership because it means recognition as professional
craftsmen of their trade. It would seem crazy for anyone to want to
work under any other system.

Yet, for the jingle house, the pressure to produce buy-out work
grows as each client's yearly advertising budget shrinks. (Even Presi-
dent Reagan's second inauguration committee advertised for non-
union talent to perform at the ceremony, but backed off after a storm of
protest from America's labor unions.)

Too often, cheap has supplanted quality on the production budget.
With nonunion work there are no talent residuals, even if the track
runs forever. Advertisers would like to purchase their music this way,
but the strength of the craft unions has been that top talent will not
work under nonunion conditions.

But what if a sponsor can't afford or, for whatever reason, does not
wish to allocate money for union scale wages or residuals? Suppose he
is willing to pay you, his jingle supplier, your full creative and arrang-
ing fees, but asks that you produce his tracks nonunion. Are you pre-
pared to work that way? Will you be able to sit in the confines of your
living room and hear your music, knowing that you will never earn
anything more from it than that one-time payment—not only for your
work as composer, but also for your contribution as musician or singer?
Will you throw up during every broadcast when your theme enters its
ninth year?

Only a nonsignatory company may legally produce buy-out work. If
you are not yet a signatory and you intend to compete for these types
of jobs, it is a prudent policy to notify the performers in advance that
you are producing nonunion. Some may not work. Others will. Union
musicians and singers are not permitted to accept nonunion commer-
cials, but obviously the talent comes from somewhere—it is not unrea-
sonable to assume that some folks are AC/DC.

At times when there are lots of jobs, and everyone is making money,
and musicians, singers, and composers are busily zipping from studio
to studio, there is always great support for union principles. But when
economic pressures demand that jingle houses (and therefore the tal-
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ent they hire) take whatever work is offered, under whatever condi-
tions, the system is weakened. During poor business cycles, working
nonunion is often more a matter of survival than choice.

Jingle houses are not permitted to participate in the biannual con-
tract negotiations between the advertisers (represented by the Four
As: the Advertising Agency Association of America) and the unions,
even though it is the jingle house that actually chooses and books the
talent and controls the working conditions.

But when jingle house budgets go up as a direct result of a new labor
contract, the heat is on to cut costs. ‘'’Keep the band small—and don't
use too many singers’’ becomes the cry of the agency whose client has
just given the unions a big raise. (In the history of advertising unions,
no meaningful scale has ever been reduced. But when jingle houses
give estimates based on union budgets, they are told to come in low or
they will not get the job.) And what costs are left after talent? Studio
costs? Maintaining an on-air-quality studio today is more expensive
than it has ever been, and there is not much room to strike the kind of
studio deal that would have a positive impact on a production budget.

No, the only area for cutting is in creative and arranging fees. Run-
ning a jingle company is guaranteed to challenge your basic belief in
business ethics.

Today, across America, there are nonsignatory jingle companies
producing first-rate music under nonunion conditions, competing
effectively against signatory houses because they are able to charge
lower production costs.

And across America there are signatory companies that will produce
buy-out work, in violation of their commitment to the union codes. In
some cases a jingle house may have a separate corporation for non-
union work. In most instances, however, the work is done under a
house’'s main banner—but no one talks about it. Signatory jingle
houses don't like to admit that they do nonunion work. But, as the old
expression goes, "It has to come from someplace.” It's a matter of
economics. Often, that "for-a-favor’” job promised to an out-of-town
client is produced nonunion, along with that synth-track background
score, where only a guitar and bass player were brought in and paid
directly, with no union contract filed (and therefore no residuals re-
quired).
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Generally, however, the big advertiser still wants the best talent,
and has accepted the union system as a part of the expense of doing
business. Residuals are the glue that keeps the system together, and
are conceptually the only hope of fairness for creative talent.

Each individual should decide where his best long-term interests lie
when choosing to work union or nonunion.

OUTSIDE REPRESENTATION
"“"How does a rep work?"”

“Hard."

“What does a rep do?”

"When the rep says your price for the package is twenty-five thou-
sand dollars, and the agency producer says he only has six thousand,
the rep is the one who says yes."

As a composer, either alone or in partnership, you might prefer to
stay in your ivory tower creating while someone else beats the bushes
to get the jobs. You may feel that you don’t have the personality—or
the desire—to represent yourself or negotiate effectively on your own
behalf. Maybe the client-relationship part, the business part, talking
about ugly subjects like money and contractual terms, and why you
are so expensive, turns you off. (At every level of your career you will
be considered "'too expensive.” People always want it cheaper.) It may
be more palatable to have someone else do it for you. The amount of
interest you take in selling yourself is a guide to determining whether
you need a rep.

A rep is someone with whom you should be able to get along, who
will take your reel around to agencies and do all of the selling that is
necessary to get you a job. Your rep can tell a prospective client that
your music is the greatest thing since chopped liver, and coming from
him it won't sound bad. (It would sound less than modest if you said it
about yourself, even though you and your mother know it's true.) A rep
is a salesman selling you.

Servicing a client takes many forms: sending out reels, making lots
of phone calls to keep in touch, following up to see that the tapes
arrived, making the "What-did-they-think?"' calls, wining and dining
(@as much as it is in your style to wine and dine), and all the other
nonmusical chores that go into client relations.
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The range of services that a rep can provide may be as limited as
simply taking around your wares and directing any business-type talk
to you or your partner, or as extensive as doing everything short of the
creative work. Some production houses have several reps spreading
the good word, often in different cities.

Reps earn their money in various ways, depending on the level of
their repping. The rep will expect either a weekly salary ($200 to $400)
plus commission, or a weekly draw against commission, plus ex-
penses. He will charge 10 to 15 percent of your creative and arranging
fees. If the jingle house has its own home/office studio, the rep may
charge a similar commission on studio time jobs that he brings in.
Some charge a lesser percentage (5 percent), but figure it on the entire
production cost of a job—this depends on the deal made with the
jingle company. A good rep, one who brings in business, can often
make a strong deal for himself. The terms of agreement between com-
poser and rep depend on the negotiating skills of each.

The rep works for the moment, not for the future. When striking
terms you should consider questions like: What happens if the rep
provides an introduction to an agency where you have never pre-
viously worked, after which you and he have a parting of the ways? Is
the rep entitled to his commission for all the jobs you ever get from that
agency or merely a smaller percentage (3 to 5 percent) of fees earned
for perhaps a year on a specific account? The latter is the standard.

The down side of repping is that some reps work at the whim of the
jingle house, and are often just fired and get financially screwed. So to
protect both parties, as much detail as possible should be discussed
before you hire the rep. There are no standards except what the partic-
ipants judge as fair.

You should agree with your rep about whether he can rep other
jingle people. In Hollywood, many film composers have the same
agent, operating under the assumption that each writer in the stable (a
cruel, but accurate term) creates differently. For advertising, you may
want your rep to be exclusive to you, and you may have to pay for his
exclusivity with a higher percentage.

Some jingle houses pay their reps by putting them on the AF of M
contract in one of the Big Four jobs: leader, contractor, arranger, or
orchestrator. This approach falls under terms-to-be-negotiated. A rep
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may even get to sing on the jobs. This is ‘hallelujah’ time for the rep
(and for the person who hired him: the rep’s salary may be indirectly
covered, perhaps paid for completely, by the sponsor).

Are you getting the impression that more and more people are tak-
ing singing lessons?

THE INVESTMENT IN EQUIPMENT
They used to be my clients; now they're my competition.
—RECORDING STUDIO OWNER

The days when all a writer needed were piano, pencil, paper, and
songs in his heart, are gone. Today, inspiration has taken on a whole
new form. Without a plug and an outlet, you can't get a job. The
business of recording has moved from the professional big-time studio
into the home/office studio, where sounds can be produced that are
equally as professional and big-time, at considerably less cost (at least
as far as talent payments are concerned).

Initially, you will require a simple recording setup, at home or in
your office, to produce demo tapes of your work. Demos rule the busi-
ness because every client wants to hear, as cheaply as possible, the
direction his music will take before committing the big bucks for full
production.

At the very minimum, you should be able to plug a synthesizer
keyboard and drum machine into your stereo amplifier, record the
results, and then overdub a vocal. A very basic system, including a
portable multitrack recorder (four-track on a standard audio cassette),
a programmable keyboard with a built-in digital recorder, and a basic
drum machine, can be purchased at a price in the $2,000 range. The
sounds will certainly be good enough for a demo. You might even
produce recordings that could be considered on-air-quality. (From the
accounting point of view, when it comes to electronic music, on-air-
quality often means ‘the public can't tell the difference, anyway.")

Your demo-producing ability will be limited only by the amount of
money you are willing to invest in equipment. For composers with ten
thumbs, modern technology makes a Van Cliburn out of the Incredible
Hulk. Sequencers and computer sequencing programs, either built in
to your synthesizer or available as separate equipment, allow even the
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most modest pianist to perform difficult technical runs by simply slow-
ing down the tempo, or programming in the notes one at a time (a
process called step recording). Rhythm patterns are played to perfec-
tion by drum machines, and the drummer never gets tired!

Having the ability to generate a tempo with an accurate metronome
is essential. This is the only sure way to guarantee that the spot comes
in at the right length. It is too late if you wait until you are in the
recording studio and paying musicians to figure out exactly how many
bars and beats will make up the :30 or :60. The length can only be
guaranteed when it is governed by a guaranteed time source. Digital
metronomes that produce clicks in metronome settings or in film-frame
clicks are available as outboard equipment for your home/office stu-
dio. Don't settle for a cheaper electric piano-top clicker or anything
that is hand-wound—after two bars you'll find the time drifting. A
computer-driven sequencer has its own built-in metronome.

You will need a good stopwatch. A ten-second sweep or one of the
many racing watches available will serve well. The bigger the face,
the better. Don’t waste energy squinting at your electric wristwatch—
get something that you can see easily.

As a matter of personal choice, I've found that the most valuable
piece of equipment for a writer (other than his talent) is a little hand-
held tape recorder. One of these mini-dictating machines, widely
available, costing $50 and up, can be the instrument of your genius,
providing the ability to remember a flash of inspiration that might
come to you at an inopportune time when you have nothing to write
on. An investment in several recorders, left in strategic places—next to
your bed, in your car, in your bathroom, in your kitchen, in your brief-
case—will pay for itself quickly. A midnight inspiration remembered
could be the difference between success and failure on a project. If
brilliance comes at odd times, you need the ability to recall it later.

Once a musical idea has been born, the home/office studio provides
the ability to create without the restrictions of time and budget (or so it
will seem to your clients).

The Technology Trap

At one time, a demo could be produced simply as a demo, an approx-
imation of the final product, and agencies paid demo fees on that
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assumption. But today, because of the profusion of electronic equip-
ment (with quality improving daily), clients expect their demos to be
close to on-air-quality tracks, including all the embellishments that
might go into a final recording. Agencies may claim that they are only
paying for a demo, but a jingle company knows that the better the
demo, the higher their chances are of winning the job. If pushing a few
more buttons (to add strings or horns or flutes) is all it takes to make
the music sound better, then why not do it? The theory is that it's worth
the effort even though you're not getting paid for it.

To produce competitive demos, jingle companies, regardless of their
size, have been forced to be in the recording-studio business. The
expense of MIDIing up into a multi-track studio has lead to a substan-
tial increase in funds necessary to operate a jingle house—even
though demo fees have not risen accordingly and remain in the $500 to
$1,500 range. Home/office studios require additional space at higher
rent, and additional maintenance personnel, all to accommodate an
industry that wants to pay less and less for music.

However, if the studio has better equipment, a demo can become a
final, or at least the basis for a final. If and when this happens, the
jingle house can bill out studio time costs at whatever hourly rate they
feel they can charge. But until that time, and certainly throughout the
demo process, the use of your studio is considered to be part of the
demo fee.

Free.

For the agency.

For the client.

But not for the jingle company who wrote the check to pay for the
equipment, often in the $100,000-plus category. In fact and effect,
every jingle house studio is in competition with the independent
studio.

SCHEDULING YOUR TIME
Time for working as a composer, for writing the melody and lyrics,
should be estimated separately from the time needed to produce the
demo. The simple piano/voice tape is practically obsolete, especially if
you are competing with others who will be presenting with as finished
a product as their home/office studio will allow. So you will have to
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allocate hours after creative time to the detailed recording of the song.
And then more time to mix it. And the more equipment you have, the
more time you'll be spending as an engineer trying to speed up the
process of recording and programming (unless you hire another body,
thereby increasing your costs).

Achieving the technical perfection necessary to be competitive will
test your patience. You should schedule your time so that you can
devote enough attention to each step in the process.

The use of computers to record MIDI music has created its own
problems: until they have mastered the techniques, composers some-
times spend more time and energy operating the machinery than they
do working on their creation. Losing sight of the original task is one of
the pitfalls of computers. The most frustrating thing for a composer is
to come up with a great idea, and then have to struggle for five min-
utes to find a way of recording it while waiting for a computer program
to boot up. Sometimes it's quicker the old-fashioned way.

At times like these, those little hand-held tape recorders are worth
their weight in platinum.

PUTTING YOUR REEL TOGETHER
Eventually you'll have to put together a demonstration reel of some
music. A reel is the most essential tool for getting a job. Without it
there will be no consideration for work. Even if your dear uncle owns
an agency, someone is going to want to judge your ability to compose
and hear something that you've written. Believing the protestations of
your mother is no longer enough.

Starting from Scratch

Record something you've written, either a song or a sample jingle, that
shows off your ability as a composer. A sample jingle might be your
original invention, music and lyrics, of a campaign for any real or
imagined product. It might be an arrangement of an existing campaign
that you've heard on the air, but in a style that you could represent as
your own. Don’t duplicate something that has already been done—the
world is filled with that. When you make your presentation, be sure to
tell the listener that the music they are hearing is a composition demo.
You are attempting to demonstrate your skills as a composer, not your
ability to arrange for the New York Philharmonic.
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How Long a Reel?

For a beginner with no track record, a few 'short samples, meaning not
more than ninety seconds each, totaling not more than five or six
minutes tops, should be sufficient to let someone know if you are worth
taking a chance on. You can always carry another reel of additional
material in case YOu are asked for more, but usually this won't be
necessary. If you are composing sample jingles specifically for your
reel, try to work in lengths that are practical for advertising, usually :60
and :30. While that wonderful two-minute spot that you saw on the
Olympics was a tour de force for the composer, the fact is that to have
any real usability, advertising music must work in a :30. (We'll tackle
this later in the chapter on creativity.) Try not to present songs with
long intros, because in advertising there are no long intros, just
enough lead-in to grab the consumer's attention.

Keep in mind that you are writing music for the advertising business,
not for two-hour movies in Hollywood. Get to the point, quickly, in the
most original and unique way you can, but quickly. Know your au-
dience. Know your market. And make the music work in a short
format.

What Styles of Music Should You Put on Your Reel?
The more variety you can demonstrate, the more varied the work for
which you will be considered. A top 40 sound, a hard rock sound, an
emotional ballad, a twangy country tune, something zany with sound
effects, something for kids—try to cover them all. You know what kind
of music you are best at writing. Include two of these, but not placed
back-to-back. ‘

Lately, advertising has been screaming out at the consumer with
hard rock vocals and heavy metal tracks. Being different from the rest
will be your key to recognition. Unique and original will always tri-
umph over the convenience of imitation.

Someone is muttering, 'Nobody can write in every style,” and that's
true. But you are trying to show your potential at creating advertising
music, and that means variety. The worst thing that can happen to a
jingle composer is to be relegated in someone's mind to a narrow
category of ability: 'Oh, he's only good for scoring," or "He can only
write hard rock,” or "'He's a good arranger, but he can't compose a
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strong melody.” You are in the selling business. Variety of presenta-
tion, done well, increases the chances of success.

The Order and Form of Music on Your Reel
Your reel is your meal ticket. It should say, “This is what I do.”

Some jingle companies present full :60s and :30s in all their glory,
before they were buried under the announcer saying, 'Open Friday
night ‘til nine! Free parking! Bring the kiddies! Toys and games for
everyone! Member FDIC.” Other companies like to present with key
lines only, blasting away with hit tags linked together via musical
segues.

Don't be afraid to present your work at its full length, especially
when it's familiar. While everyone will recognize the hook, there is a
tremendous amount of unheard creativity buried under all those an-
nouncer words. An agency professional knows that there is more to a
track than just the hook. So play the entire jingle. If you only present
the ending you may miss the opportunity to make an impression.

You should not present a tape that contains an announcer. Your
music will be less audible under the voice and won't be shown off
properly. Your business is music. That's what the client should hear.

Jingles and tags should be placed before instrumentals except when
you are seeking scoring work.

Sometimes a client will request a “'scoring reel” from a jingle house.
This is one that shows how good the composer/arrangers are at creat-
ing instrumental melodies and moods that work with visuals. If your
main jingle reel does not contain background scores, and you are able
to do this kind of work, you might want to consider keeping a special
scoring reel on f