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Worid Cup singles 
go headtohead Two of the biggest-selling singles artists of 2005 have stepped onto the pitch in the battle for World Cup chart glory. Both Tony Christie and the Crazy Frog will record new football-themed singles to be 

1 by Gut Records this May, with Christie offering a new take on 2005,s top-selling single (Is This The Way To) Amarillo, which will be retitled (Is The Way To) The World Cup. Amarillo was the only single to sell more than 1m copies during last year, while Axel F's 493,000 sales placed it as 2005,s third biggest singles seller. Christie and 

Crazy Frog will be among a host of acts offering World Cup songs around this June's event in Germany, with others including 
who will be recording the England team song and Sony BMG's II Divo, singing Fifa's officiai tournament e Of Our Lives. 

enjoyed a number two hit with the Euro 2004 single Corne On England by 4-4-2 featuring Talk Sport Presenters, which sold more than 70,000 units. "Tony Christie was the biggest-selling artist of 2005," says Gut managing director Steve Tandy. "Wouldn't it be fani football-related releases, ha again this year?" 

Learning iessons £ 
front Rick Rubin 
In the second of MW's 
Masterclass sériés, the 
producerand Def Jam 
co-founderoutlineshis toplOtips p8 
Conférence cail 
on mobile musîc 
Music Week teams upwith3 
for a round-table discussion 
involvingkey players in 
the growing mobile 
music market plO 
Sounds from the 
SouthWest 
Toaccompanythe South 
West Sound CD with this 
issue, MW profiles the region's music scene 
and live venues pB 
For the iatest news 
asithappens, log on to 
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OCC to mark 50th anniversary of albums chart with média blitz including TV and radio shows 

Chart set for golden era 
"It'sdefinitelyabigdealforus," years, following the 50th anniver- The OCC is already in talks The OCC is also surveying says OCChrand marketing manag- sary of the singles chart in 2002 with tlie show's producer, the 3DD members of the public - initially er Darren Haynes. "There will be a and both the l.OOOth number one Group, about a show to mark the via its www.theofficialcharts.com 

Théo! says one of the 

^ The OCC0iT puttiT^together tionS^e^Xp^hSnof maiority of UfCmuTif sales, con- consultant Alan Jones has com- Meanwhile, the artist albums ^ 
fiïof 

day is tire latest 



in the shape of Ul< Music Week 
- Editorial, pl9 , 

iTHT>iiiacr' Your guide to the latest news from the music industry oratmcfTOMBifutu.sHite.tosnStet. ...     ,ii winries magazine Uncut hit news^stm'ds 

2453Blackfriars Rond, C M P Music mourus 
Pitney's death 

W US performing righls organisation BMI is predicting a 20% year-on- year increase in the music ringtone market to $600m (£345m). @ Sainsbur/s lias overtaken Asda to regain its position as the UK's second biggest supermarket, according to ACNielsen data • The MCPS-PRS has added 40 more radio station to its expanding list of stations which pay out on a census basis. PRS has traditionally taken a sample of the output of local radio services to enable it to assess royalties due. Une,- pay-per-play system,  performance produces a royalty. I O Tlie Music I 

existing deal to coverall territories Worldwide. It covers both his Wham! and solo career. • Music download store HmeTribe has announced a partnership with music recommendation engine and online radio station Last FM. • Musicpoint UK, a web-based i digitally distributing new ito radio stations, has signed a deal with Sony BMG to distribute its pre-release tracks to UK stations, • National youth channel SUBtv has gained a VPL licence, allowing it to broadeast music videos from mamstream acts to its audience of L6m UK students. "» NTL has agreed to buy Virgin .... r /.«xrsr.— ^ "quad 

issue of the magazine offers a senes of new éditorial featuresalongside a monthly cover-mounted Playlist CD. 9 Franz Ferdinand, Muse and Pearl Jam are to headline the main stage at the 2006 Carling Weekend festival, taking place between August 25 and 27 in Reading and Leeds. 

ÏSS ï, Beatles digital plans. p4 Jj reveals lie died of natural causes. @ A new association to represent Fox Agency 
•nSnTS«toassPP80r b~uP'ïnthe UK Pow^ lined up 
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SSSESS, include Gnarls Barkley, Goldfrapp an Of S»==e 

week beginning May 19. In ail, 24 
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BMG to finish as top singles group m 
To read ail the 
news as it 
happens each 
day, log on to 
inusicweek.com 



News 

News edited by Paul Williams 
Commercial stations offer taste of the future, as they band together for UK Music Week 

Radio groups unité to bother BBC 

I clip and a full MP3 J. The site will also 

Week. obliged to work together more in In the biggest yet partnership the future. 
radio stations - virtually the internally, but if we work together 

of the way 
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UK acts find Eastern promise as Aim secures Chinese deal 
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Apple Computer case throws light on plans for remastenng of catalogue 
Court hears Apple Corps plan 

for Beatles digital release 

ÏM 

Showcase 
tohostmore 
London gigs 

by Adam Benzine Apple Corps managing direclor Neil Aspinall bas disclosed for the first time bis plans to bring The Beatles' back catalogue to the digi- tal music market. Speaking in London's High Court, where he bas spent the last fortnight watching bis company's 

loads of the old masters when I am 
Aspinall also indicated that, following that remastering process, the new catalogue would be jointly launched on CD and in digital form at the same time, in order to maximise publicity. "It would be better to wait and try to do them both simullaneous- ly so that you then get the publicity of the new masters and the down- 

During the court case, Aspinall told lawyers that Apple Comput- er's founder Steve Jobs had ofifered him $lm (£570,800) to buy the Apple name before the launch of the iTunes Music Store (ITMS), and claimed the média mogul had named his computer empire after the record label. Last week saw the close of the case, with Jeffrey Robbin and Eddie Cue, Apple Computer's heads of iTunes, ai loading," he said. "[That way] you caniust try to market the product 
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© 1 had a dream in which none 
of the toilets would flush, but 
they turned out to be okay' 
- Quickfîre, pl9 

Music Vision Awards 

move to top venue 
The 2006 Music Vision Awards will presented to the Music Vision take place in London's legendary Awards' Voting Academy online. Hammersmith Palais on June 8, in Using a specially-designed secure what will be the biggest shake-up player, Academy members will 
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BBC radio and TV link up for 

big season of live coverage 

ming this summer, which is being 

ousî^niwta'Denyïï.dSua' 
coverage for ail the events will be tivals the TV coverage on BBC3 tvill not mean any changes in the 
ssszjlsss: yjjgsggjsa. 

year take^îlace in^Dundée on May both tire Big Weekend and Read- minute spécial on the channel 
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DCMS urges 
training for 
indie labels 
A new DCMS report has under- lined the need for business train- ing and access to fonds within the 
^eTorSM^maHand 

JTJsTesXZ^ZZ of bank loans or venture capital- 
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Download the copyright pétition from 
Musicweek.com and from Dooleys 
Weblog at http://blog.musicweek.com 

Despite consensus on copyright, various options exist on length of term 

Unity on extension but 

views differ on détail 

Allhough Music Wcek's Exlend The Term! campaign bas gal- vanised the music industry behind the need to increase the term beyond its current 50 years, a num- ber of disparate groups are sug- gesting an array of qualifications should be attached to this call. The Music Business Forum is currently drafting a common posi- tion with which to impress Gowers. But on the most basic level there is still no music industry consensus on how long the term should be extended. Différent groups aresug- gesting différent time frames: some favour an additional 45 years to bring the UK into line with the US level of 95 years; others prefer that the extension should be limit- ed to 70 years, as enjoyed in territo- ries such as Australia and Brazil; and yet others believe the exten- sion should tally with that of pub- lishing (life plus 70 years). Many groups and individuels are also advocating a reversion or transfer of the copyright to the artist. Again. however, they differ on when this opportunity should arise. And others want clauses allowing copyright to transfer that are triggered il Wtirks aie not evpVnitefl arlrquajelv. F.\an ' Ilo : 
this is achieved or measured, how- ever, is again a moot point Aim chairman and chief execu- tive Alison Wenham is not suggesl- 

M» 

years. However, she does advocate extension by 45 years if the copy- right holder bas re-registered the copyright and ensnres that the iain availaljle (see iêlrnïTÊ 2e that producers accept they have responsibility to make material available. "Producers have respon- sibilities, loo," she says, suggesting that much catalogue product is not repackaged with a more sophisti- eated audience in mind. "To have copyright that is locked away is not responsible. And when it is released it bas lo be appropriate for the audience with additional mate- rial, well-researched notes, things for the completist. It is not good enough to stick out on a 'best of" Similar stipulations are likely to fomi the basis of a number of other submissions to the Gowers Review before the April 21 deadline for évi- dence submissions. Musicians Union assistant gén- éral secretary Horace Trubridge says his organisation, which repre- sents around 30,000 musicians, backs an extension of copyright, but "not totally unconditionaliy". 

people play fair of contracts signed 50 years ago are so outdated," he says. "We are back- 
wfiénthê e restrictive practices there are poor royal- ties," He adds that the digital âge lias brought the need for renegotia- tion doser and, as a former mem- ber of Darts, he has had first-hand experience of record labels' reluc- tance to push repertoire. "We were the biggest band in the UK in 1978, but when ail those Seventies CD few years 

record companies to improve their service," adds Harris, who believes copyright in recordings should be pitched at the same length as pub- lishing - life plus 70 years. "That would get rid of the confusion and anomalies that exist For example, The Beatles' album A Hard Days Night wilt be out of copyright in less than 10 years, but the movie ' in copyright for well ov r 70 yeai 

Stevie Wonder's manager Keith Harris also supports copyright extension, but in tandem with a number of protections for artists. Harris believes after just 25 years copyright should be made available to artists to take elsewhere in the same way that they assign publish- ing. "I want to put the emphasis on copyright holders. It is up to the 

The managers and MU also find an ally with British Academy of Composers and Songwriters chairman and Creative Rights Alliance chairman David Fergu- 
sion, but does not trust that copy- right should automatically remain with record companies and sup- ports the MMF's "use it or Inse it" caveat. "It is outrageous that record companies can sometimes lock up product and refuse to exploit it," he says, believing that - in the same way as music publish- ing assigns copyright, usually with reversion clauses - there should always be some provision for record companies to offer copy- right back if it is wanted. 

'Producers have responsibîlities too' 

Theycouldatleastlet 
usown our recordings 
until we die, plus some, 
likeitisforwriting 
copyrights. It's a bit 
impolite to whip them 
away while we're still 
here David Gilmour, EM1 re 

ALISON WENHAM 
SUPPORTS 

Strong reasons in favour of cxtend- ing copyright in sound recordings - including that of addressing the current market advantage of the USA where the term is 95 years - are being well put by contributors to this campaign. The justice of the case for artists 
and the will and the weight of ali 
behind gctting this copyright 

anoraaly reviewed and rectified. But Aim strongly believes that there is another vital issue linked to this, and it demands a genuinely innovative approach. Term exten- sion would justly benefit creators of recorded music, but would inevitably be at a cost to the public. So there should also be a direct public benefit. Producers have responsibilities, too, Creators and consumers of recorded music are arguably in an increasingly symbiotic relation- ship, as the traditional "top down" business model undergoes an irré- sistible sea change to "bottom up". Aim suggests promoting that sym- biosis, and is asking this industry and Government to consider "something completely différent" - but not Python-esque. Copyright in recordings could be structured in two periods: the first being 50 years, as now, and the 

There should also be a 
direct public benefit. 
Producers have 
responsibilities, too 
(matchîng the US). But to secure afiirtherperiodof exclusive protection the copyright holder would have to re-register his or lier copyright, and ensure that the recordings remaimaxailable to the public (this a point on which performers, in particular, feel 5t£QngIy). ' In the evenl that the copyright owner failed or declined then a re- registration option could pass by default to the recording artist, with the same obligation, This would offer cultural benefit even if éco- nomie value was marginal, and 

thereby support the core thinking behind copyright: to reward cre- ators and thereby encourage others to create. As final default the recording would pass into the pub- lic domain after 50 years, as now. Aim thinks there is a strong case for serving the public good as well as our own. Part of the extend- ed term re-registered copyright revenue could help fimd creativity and the créative economy - for example, digitising and making accessible archive and non-com- mercial recordings at one end of the scale to seeding fresh fields for 
Aim has put a lot more thinking into the détail beliind this than space allows for here. But let's do more that just demand better rights - let's not talk about what your rights can do foryou, but what you can do for your rights. Alison Wenham is chairman and CEO of Aim 

I wholeheardedly 
support the Music Week 
campaign. Artists and 
recording companies 
are doubly 
discriminated against in 
theUKandtherestof 
Europe, firstlyby the 
fact that nearly every 
otberfieldof creatiue 
endeavour is rewarded 
by a term of protection 
thatisroutinelytwice 
as long or more, 
secondlybythe far 
longer periods given in 
the US and elsewhere 
which favour 
investment there rather 
than here, and which sit 
poorly with Europe's 
trumpeted position as 
the cultural centre of 
theworld 

fhîs copyright campaign 
ishugely important. It 
isgreat news that Music 
Weekisbacking the 
campaign and its effect 
hasalreadybeenseen 
with Andrew Gowers 
holding upacopyofthe 
magazine at his Review 
launch Dominlc McConlgal, PPL director of govcrnmcut relations  



CONGRATULATIONS! 

THE 48TH ANNUAL GRAMMY AWARDS 

Best Surround Sound Album 

LIV El 

WINNER 
BROTHERS IN ARMS - 20TH ANNIVERSARY EDITION 
Chuck Ainlay & Mark Knopflen surround producers 
Bob Ludwig. surround mastering engineer 
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AMD64 processors helped power 
Mark Knopfler and Chuck Ainlay's 
Grammy Award-winning production 
of Brothers In Arms - 20th Anniversary Edition. 
www.amd.com/live 

Mixed at www.britishgrovestudios.com 
www.mark-knopfler.co,uk 
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Lessons f rom a r 

Welcome to the second in a sériés of features designed to bring you ^expertise ofsoiT 
offers 10 key lessons to learn across a range of disciplines, as highlighted by a leaoer in,i 

who has recently completed new albums with Red |-|( 

The man behind the 
classic albums 

Rubin has had or most important producer of the past 20 years - not to mention co- founder of the legendary Def 

music. Arguably the 

Russell Simmons - Rubin has graced some of the landmark albums of the past two décades, among them the Beastie Boys' Licensed To III; Red Hot Chili Peppers' breakthrough album Blood Sugar Sex Magik and AC/DC's (pictured, above) Ballbreaker. Indeed, when rap broke in 1986, it was largely the resuit of two albums; Licensed To III and Run DMC's Raising Hell, both of which Rubin produced. A year later he produced the début album, Yo! Bum Rush The Show, by Public Enemy. He also helmed Johnny Cash's comeback effort American Songbook In 1994, Slayer's début Hell Awaits in 1985 and System Of A Down's global smash Toxicity in 2001. The past 12 months have been a busy period for Rubin who recently completed work on the forthcoming Red Hot Chili Peppers double album Stadium Arcadium, Neil Diamond's 12 Songs - both of which he worked on in unison - and the Dixîe Chicks' Taking The Long Way. Diamond's new work debuted at number five when it was released in the UK last month. It is an album, says Rubin, that he had been eager to make for a long time. "I reached out to him a long time ago, maybe 12 years," he says. Rubin is currently working with Justin 
(pictured, left) or 

term producer Bob for post- St Anger effort. There Is also new work with Kid Rock, Linkin Park, Slayer and System Of A Down. Undoubtedly he is gifted music man first and foremost, but nowadays his name appears not as a production crédit, but as a badge of honour for those artists with whom he has chosen to work. For a man who insisted that on his first production effort - LL Cool J's Radio - his crédit appear as "Reduced by Rick Rubin" (a reflection of Rubin's now trademark stripped-back Sound), he's 

Tuv.u.mmuw 
MASTERCLASS 
Rick Rubin onproducing 
1. Dont over-listen. 
Nevec 'get usedr to a song 
"I think over-thinking and over-hearing the same thing really can affectyour judgement, so I try to set up différent methods of not letting that happen and not getting too used to songs when we work on them. I never take rough mixes with me; once we've eut soraething in the studio I try not to listen to it again until we're mixing it and then I listen to it as little as possible during that process just to get it right, but not to ever get used to it. "As soon as you get used to it then anything différent than what you're used to sounds wrong when in reality the first thing that you heard that you get used to is just a starting point, it's not anything to get used to. It's something that they call 'demo-itis'. People make a demo then they get attached to the way the demo sounds and even though they do something that sounds bet- ter after, they still think the demo was the best sounding thing because they've heard it so many times. So I really try to fight that as much as pos- sible and in some ways distance myself. l'm com- pletely involved when l'm in it and then as soon as l'm not in it, I erase it from my mind." 
2. Create a comfortable recordïng 
"Create a safe environment for expérimentation so that the artist feels comfortable to really try anything and isn't embarrassed to tiy anything that they see as unusual or différent. It's impor- tant not to set any boundaries that are imposed on the artist, not to have any preconceived ideas about what it is you're trying to do and just pay attention and recognise goodness. When Neil [Diamond] and I started recording I still don't think we felt we were making the album, we were kind of in demo-mode and just kind of get- ting started, fleshing out the songs a little bit. Then we started really liking the songs and at some point we looked at eacb other during that process and said, 'it sounds like this is the basis of the album'. It ail revealed itself; we didn't décidé anything until after we heard it then when we heard it and liked it, that was the basis of the record." 
3. Recognise goodness 

Over thinking and over-heanng 
the same thing can 
affectyour judgement, sol try to setup 
différent methods of not letting 
that happen and not 
gettmgtoo usedto songs "iiug uiacs gooa ana ruin it. As I mentioned before, you hear a lot of stories where people say the démos were better than the album, but if in the démos were better than the album, but if in fact the démos are better than the album and, if you recognise it, then even though you've done ail this work and the label has spent ail this money creating the album, you should release tire démos. Just because you worked for a long time on an album doesn't mean the finished product is better. So it's important to really pay attention and make sure that, even though you're doing ail the things that you think are going to make it better. you really confirm that they actually are making it better." 

"Anytime there's a speck of goodness, recognise it and hold onto it, don't let it go away. I feel like some artists can over-think it and take some- 
4. Keep variety in your work 

8 MUSICWEEK 15.04.06 
'It's a healthy thing for me to move around oetween différent artists because I never get ton neply into one artist's head. I maintain my Pel 



Smilh & Wu-Tang Machine - Clan-Wu-Tang Clan Renégate Aln't Nollnng Ta 2001: Saul Williams 
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toaster producer 

pfne of the most experienced people in the music industry. Each Music Week Masterclass 
'n-the field. In this latest feature, Stuart Clarke speaks to acclaimed producer Rick Rubin, 
Ilot Chili Peppers, Neil Diatnond and The Dixie Chicks 

f 

spective because l'm always coming in fresh. Like a clean slate, I really hear it in a new way every day. With Neil [Diamond], he liked work- ingearlyso I wouldworkwithhimfrom noon to 4pm, and then I would start with the [Red Hot] Chili Peppers and we would go as long as we went. Typically also at that stage with the Chili Peppers we were doing vocals so I was mainly working with Anthony [Kiedis] and with singing, you ean only really sing for three hours. Anything more thaii that and vocally it's really diminishing retums, so I was basically working two half-days put together." 
5. Ensure the songs are written 
before yo» enter the studio "I think one of the reasons that I have a pretty good batting average is because the content of what's there is usually worked ont in advance 

and it takes as long as it takes. The song is real- ly the key and I never count on, you know, raaybe getting lucky in the studio to have great songs. We really do the homework part of get- ting the right songs together before we ever start recording. The recording part is more finding the eraotional cen tre of the song, find- ing the performance of it and getting the best record we can make of it. As far as the chorus and mélodies and any of the tyrics go, that's usu- ally written in advance." 
6. Recognise the spirit of the 
song that makes it great "As producers, we have to listen. Anytime I hear a song and I fear that there's something that is not great about it, I may reference back and say 'well let's listen to the first demo that we liked' to see where we are in comparison. Often it might be that the artist is playing it better but the feel changes, or the strumming pattern on the guitar changes slightly and sometimes it gets better, sometimes it gets worse, there can be a lot of différent variables. So we do try and figure out why it gets better or it gets worse, then try and keep the good stuff and work it in with improvements." 
7. Oon't get obsessed with 
technicai perfection "Ultimately, I would rather have something that feels good and isn't perfect than something that's 'correct' and doesn't have an emotional connection, that doesn't feel good. At least two of the songs on the Neil [Diamond] album were recorded the first time he ever played them for and with the band. The way it would work is he would start playing the song and then once the band understood what was going on they would join in, not with the idea that we were making the record, just with the idea that they were leaming the song, but sometimes that ended up being what ended up on the record. Even though as we progressively played it the band leamed it more and had better parts, the soul of the song was in that early take. So it's important to pay attention and listen. Thinking, Svell we've played it 20 times and the 20th time had ail the most improved sections' - that doesn't mean it's necessarily the best work. Some artists really do get better the more often they play it. Tom Petty And The Heartbreakers tend to be best early on the first couple of times they play it and it has to do with the fact that they are both great players and a very confident band. They've been playing together for 30 years so with them if you play a song too often they get bored. Some artists really hit their stride as they keep playing it. They find the spirit of the song as they go and better it each time." 

Try and figure out why [a song] gets better or it gets worse, then try and keep the good stuff and work it in with 

I would rather have something that feels good and isn't perfect than something that's 'correct' and doesn't have an emotional connection 

8. Know your artist, and don't 
let them get bored 
"With Neil [Diamond], anytime we would start to tape, if it was the first take or the lOth take, he always played it and sang it as if it was the only thing in the world. He completely put hira- self in the song every time and that was really nice. There was never this sense of 'good enough' or just teaching it to the band or just getting through it, there was never getting through it, if he played a song, he really played it. And if he started it, and didn't feel like he started it well, he would start again, even if it was just a run through." 
9. UUffirk is/StSi artists who 
inspiro yoss "It really dépends on the artist but really it's about feeling an emotional connection and just loving the music. With Neil [Diamond] it felt like we could really do something great together. I just knew he had it in him. It's amazing seeing people who are good at what they do. It's fantas- tic, it's thrilling every day." 
10. Don't go in unprepared 



THE MUSIC WEEK/3 ROUND TABLE: THE FUTURE OF MOBILE MUSIC 

Calling the tune on 

Music Week this week opens the door to a debate on 
the future of the mobile music sector. As the industry 
stands on the brink of a brave new future for music on 
our mobile phones, Music l/l/ee/< teamed up with 3 to 
assemble sotne of the key players for a high-level 
get-together. The resuit was two hours of stimulating 
discussion, opinion and a spot of lunch 
MW: To kick off, how happy are you with the way the mobile music market has been operating commercially to date? Jon Davis: I think the music industry's playing catch up. And, to a certain extent, the mobile net- work operators are as well. The music to mobile space kicked off without the help, or perhaps the hindrance of the record labels, in the polyphonie market and the monophonie market and I think we're playing catch up. I think it's going OK. There are some encouraging signs, certainly lots of opportunities out there, but it's also a bit of a Wild West. Guy Holmes: I completely agree with Jon. When the internet came along, the music business unfortunately stuck its head in the sand and is only just taking it out. But, that said, the potential from the mobile perspective is enormous and we need to embrace it and look at every opportunity and be very open-minded about it. There will be casualties, particularly in terms of the aggregators that get involved with mobile content, but, that said, my view is that the iPod is an antique, and that phones should be iPods. Damian Mould: I think we'll ail agree, we're at the beginning of music on mobile and it's going to be huge, but I think there's currently a lack of under- standing in the industry about the consumer and people really need to understand what the con- sumer wants in terms of its music content on the phone and how they want to receive it I think that's what we need to focus on, really looking at it as a channel and working out how the consumer is going to consume on this médium. Keith Jopling; There's a lot of noise being made in the market and I think what we need is to get some clarity through ail of that and I would agree with the last comment because it's going to corne from consumers ultimately. That said, Tve got no real concems about where the market currently is. I think the interesting questions we need to ask in a discussion like this are what is différent about mobile, compared to online and physical, so we can make sure that we know we're meeting the big unmet demands. We know that it's to do with spontaneous purchase, the instant gratification, beingable to hear it and buy it; being marketed to, rather than having to walk into a record store and pick from whatever the choice is or just having to watch a chart every week. Graeme Oxby: We're quite confident now that obviously people buy music on their mobile with the free tunes or audio tracks or videos and they will do it and theyTI do it every month, so there's clearly a market And when you end up with more 

people with 3G phones and better music players and ail these sorts of things that make it even eas- ier, then you're going to see the growth, The thing that we're quite excited about is the extent to wlrich it can grow, because we've got something that sits in someone's hand and we've got a way of promoting artists or indeed of doing différent things rather than just downloading tracks. So you've got a powerful channel that gives every- body an opportunity to do something différent to what you do on the internet. 
MW: You announced some figures about a year ago on your video downloads. What is the update since then? GO: Well we've been quite cautious about num- bers, but since we launched audio properly, we've now done a million paid-for downloads in just under four months. We're running now at about 200,000 audio downloads per month. Beth Appleton: That's the point, it's still in its infancy and I don't know whether we are playing catch up. I think if we look at, say, digital music as a whole, that's still very much in its infancy. We're ail talking about iPods, but we ail work in the industry and, actually, if you look at mass pénétration, it's not there yet. And yet Apple has done a massive job in terms of advertising that 

And then if you look at the pénétration of Smart phones, that's really in its infancy and. as people get more familiar with how these devices can be 

Since we launched audio, we've now done a million paid-for downloads in just under four months. We're running now at about 200,000 audio downloads per month Cracrnc Oxby, 3 

used, the/ll leam howto consume through them. It's like when a video player came into the market or TV or DVD, you're going to get your early adopters, which is where we're at now, and then it will grow and then they'll start to look at what the alternatives are in terms of services. GH; Yeah, it took 10 years for CD to become ail encompassing - it's going to take that long. DM: What Td be interested to hear from you record corapany people is your strategy with regards to mobile. For example, when you're at one of those big meetings where you're planning the campaign for your next million-seller, and you're talking about TV and radio exposure, where does mobile come into the conversation and how is it perceived? JD: From a Sony BMG point of view, we've already started. What's interesting is that even though mobile is an eraerging sector for us, I think everyone from Sony BMG is committed to the fact that it's going to be an increasingly important sector for us. It already accounts for 50% of our digital revenues and, if you believe that on a Worldwide basis, digital revenues are going to account for possibly 25% of ail revenues within a fewyears' time, then mobile will become a sigmficant sales channel. What we're already starting to see tbr certain artists is that digital, but also mobile, can actual- ly account for the lion's share of total revenue. We've got artists, urban artists in particular, whose lion's share of income is actually based on mobile. That will have a ftmdamental effect on not only how we market that artist, but also the A&R process. It's not going to apply for ail artists, but there are already some artists where mobile 
oCu.0,llTS for m0Te than 50% of their income. We ve got an example at the moment. We've just had a big hit with Hi-Tack, which was in the top 10 lor a month. Of our sale, we've done 54% 



In association with 

mobile music 

The numbee one reason people don't buy more music is because 
they don't know what to buy, 
because they've not been marketed to Iteith Joplmg, 1FPI 
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digital and that's without even accounting for ail the ringtones yet and we've a fair idea we've done something in excess of40,000 ringtones. 
MW: So how early on in the A&R process, the signing process, do you factor in issues like the kind of content that you might want to create? GH: Well, what we'd be looking at is the kind of style of video that we're going to make and then what we'll also do is go ont and do deals with the networks, to do some sort of exclusive with them. They can have it for a weekend on their own or varions bits and pièces, pump down the video to a whole bunch of their people and so on. So it becoraes part of the marketing mix. BA: And do you think it's got a combination with the other marketing factors? So, for example, the reason that 3 might have some commitment to a release and an artist might be because the other factors are really working. So aiiplay's working, there's a great video that's getting published and together it créâtes a really strong campaign and tliere is eveiy reason then why 3 would commit at that level. I think the model at the moment is very much at a high level. Top 10 hit that then can buy and get to sales where it's over 50% in terms of dig- ital. And really, what we hope is that we can try and get to a level where it's a breaking element also. GH: l'm not going to talk about a spécifie, particu- lar record, but we're seeing something that one of my lads decided that he ought to release a little while ago, which I thought was a piece of shit - and we've just sold 1,700 videos through 3 last month. 1 couldn't believe it; I nearly fell off my chair. So it isn't just about the hits, there are a lot of other things going on as well. It's basically about availability and giving people choice. 

to the conventional industry, which has tradi- tionally been about recording an audio track and putting it on a piece of plastic and selling it to consumers? Gary McClarnan: That approach still needs to be there, because people understand that model whether theyl-e fans or whether they're just pas- sive consumers. What they do want to have is the kind of exclusive relationship with the artist, as they have done for a long time through fan clubs and street teams. And mobile just makes it even more efficient. DM: So when you're making a video and you're ail sitting with the video commissioner and talking about videos and ail that sort of stuff, which is, I guess, a big part of the marketing spend, how much is mobile in the conversation in terms of whether the video will work for mobile or not? GH: It's completely dépendent upon the record, the artist and the genre. It's veiy genre-specifle. DM: So, if the record's right, you will thinking... GH: If it's a dance record - Hi_Tack is a great example - it's a tits-and-arse video and that was the philosophy to start with, beginning to end. There's no artist, it's two producers sitting in a stu- dio in Holland and they're fantastic producers and you're raaldng aT&A video. That's fine, so you know it appeals. KJ: I think one oftlie advantages of digital, maybe even particularly mobile, is that for the fîrst time we can actually get some pretty good consump- tion-based information. We can work out purchas- ing patterns, we can work out how promotions work, how a new release can spark back catalogue. That has got to be fed back into the System, other- wise we'U be having this round table discussion in a year's time and still not know what works. GM: But you've got to take those metrics and use them intelligentlv. What record companies have 

done really badly over the years is that they expect, because one person buys this band, they're going to buy this other band and they completely try and drag over an audience. It's been done through street teams, it's been done through above-the-line and big time marketing. And we're in a position now where people are able to switch off and on very quicldy, they are very, very personalised in their approaches and they want tobe treated personally. Pandora's a prime example of that. Pandora is something in which you type an artist that you like, and then it gives you your personalised radio station for a subscription. And that's exactly right That's answering the question that fans have. It's like, where can I listen to this music more often? K J: Yes. Every time we research it, the number one reason people don't buy more music is because they don't know what to buy, because they've not been marketed to. It cornes up through every sur- 
GO: The points that have been raised about how you market music are very relevant. Because at 3 we know who our customers are, we know where they live and we know everything about them. We can drive purchases by presenting certain artists at certain times of the day to certain audiences, using ail the tools that we've got from the stuff like texting and MNSing, but also using it on our little shop front window that we change six, seven times a day. We can drive volumes of sales now and that actually gets quite interesting because we can market particular artists and we can choose who we would like to market or who we think our audience is most interested in. But it also gives the opportunity to do big names and little names. If it's breaking artists, we could break an artist or help break an artist, because we know that the amount of promotion we give détermines the amount of sales we get, to a very fine level of détail now, and that's quite powerful. 
MW: Graham, can you just elaborate a bit more about what kind of artists 3 pitches, at what time of day, to what kind of people and even what the process is? GO: We've done it by experimenting - there isn't a recipe book to follow. But what we've found is that in putting certain artists, be they the Kaiser Chiefs or the Black Eyed Peas, whether we do an artist for a week, we can promote at certain times of day. We now track how raany units we sell each time we promote, and the circuit changes six or seven times a day, so we know exactly whether we're going to sell 300 or 3,000 depending on the time of day we promote a cer- tain genre of music. And obviously it varies by artist appeal and other criteria. 

HLTack is a great example [of mobile content that works] - it's a tits-and-arse video and that was the philosophy to start with, beginning to end Guy Holmes, Gut 
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It's interesting because we're optimising what we get ont of it and, more importantly, it illus- trâtes tliat mobile customers can be persuaded. They can experienee new bands, they can expéri- ence old bands, they can experienee new releases and they can be persuaded. And the thing that's exciting is that we can do the marketing, and there's an instant click through. Now whether that's a click through to purchase or a click through to a chat site about that band, or to some kind of fanzine site, it's an instant click through, because it's there and it's with you. It actually happens immediately, rather than relying on you being at home to use a com- puter or visiting a physical retail outlet. That's where we've leamt a lot in the past 10 weeks or so, since we've been doing [audio down- loads]. That it's the instant purchase that we can drive. Whether it's a purchase or some other kind of music-related engagement with an artist KJ; That is exactly where the metrics need to be developed, because Tm sure you can boil that down to half a dozen key metrics, that the record business needs to understand. GO: It's quite complex. It's a rich recipe we're find- ing. I won't say that every little experiment we've done on a Thesday aftemoon has worked. GH: It's quite a délicate process, because there are records that we've ail heard over the years that we love, that the public don't respond to, and there are records that you go, "that's not a hit' and then suddenly it takes off. 

We ali work in the induslry and, actually, if you look at mass pénétration, ifs not there yet And yet Apple lias done a massive job in tenus of advertising that sexy device BethAppfcloaVZ 
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MW: Generally, where do people feel the mobile music sector will be in two years' time? GH: It's really about technology. Tm certain that iTunes are going to have a phone fairly soon, an iPod phone, and that's going to say a lot about it. And that that will be the biggest driver of music, because of the ease of use and technology. And I think, if that happens, then in two years' time, we're going to be sitting here smiling even bigger. DM: Out of ail the différent médiums that you have, radio, TV, the internet and mobiles, the lat- ter should, in two years' time, provide the most intimate relationship you can have with a band... GH: Other than sleeping with them. Particularly if the phone's on vibrate. BA: There are other bits of technology in these lovely devices, such as Bluetooth, which are the areas we've really got to erabrace, if we want to protect our industry and grow it. Because free content - which we think might not happen so much across mobile - that's happening today in playgrounds. I mean, Tve transferred MP3 files from one device to another via Bluetooth. And we need to look at ways to add value, to ensure that music fans actually want to pay for the content that they're getting, that it's what they want, when they want it, rather than hide ourselves away from technology that may encourage another element of free content that doesn't get back to the rights owners and the bands. GM: In two years' time, TU be saying, Tve got real- ly good at adaptive planning, adaptive managing", because that's constantly what we've been for the past five, maybe even eight years. And probably turaing round and going, "we were wrong weren't we", about many things that we talk about now. Because you are only going to survive if you admit you're wrong in the future, or now about things in the past. Rob Wells: In two years' time, we'll be faced with a completely différent landscape. And I personally believe that once the telcos have managed to migrate most of their consumers onto 3G services and beyond, they'Il pull out of selling music. That's a bold statement. There'll be other people in the game doing it instead of them. 
MW-. Do you mean that there'll be no music being sold on the mobile? RW: No, no, no, that's not what I said. GH; Other people will be doing it cheaper than they will be able to afford to do, is what you're saying. RW; Potentialiy. Again - and this is ail crystal bail - there are other services that are gearing them- selves up. The telcos will become much more like 

facilitators for the likes of maybe Apple or MSN, or AOL, or Google, or Amazon, or anyone else. I think it's going to become far more cluttered, shall I say, KJ: I don't think you should have too great expec- tations for 2008, because I think there's going to be a lot of expérimentation. But mobile will prob- ably grow quicker than online actually. It's got a wider reach. The key thing to understand is the same thing we've so far failed to understand in online and that is the people who are going to consume music on their mobiles, and they've had a mobile which enables them to do that, they've invested in that, what we need to know is, are they spend- ing more on music than they used to two years ago or less? If it's less, we have to do something about it, or we can be satisfied with just having that wider reach and taking a smaller slice of that wider reach. Or we need to do something about it, because I think the key thing is, the opportunity has to be more targeted marketing, différent products, more per- sonalisation, more flexibility, more choice, every- thing else. If, at the end of that, your average music fan is not spending more money on music, via their mobile, then we're in trouble. I think they probably will be, in two years' time, but that will bethestartofit. GO: I suppose it's quite simple. For me in nearly two years, there will be 15m to 20m people with the most powerfiil music, video and audio play- back devices in their pockets, which have been given away free to ail of those people and it'll be a very, very powerfiil channel for delivering artists to consumers in a whole variety of rich ways that you can't do today. JD: l'd agree. One thing that we know for sure is that the pace of change is happening quicker now than ever and I think the next two years, again, we will see that pace of change quicken. I honestly think that the mobile channel will probably make up between 7% and 10% of the recording indus- try s Worldwide revenues. We'll see différent types of artists signed. We'll be A&Ring artists differ- ently for the channel. People are going to see a whole range of products. Now we've got a fairly limited range of products, but there's going to continue to be a range of products that are going to be developed. I hope we're going to have, as Rob said, a more varied market and we'll have traditional retail partners being able to play and be successful in this mobile space in addition to our mobile net- work operator partners. And I think we're going to see, as Keith mentioned, a range of consumers who spend more money on mobile music than they do in consuming music in a physical format So I think it's going to be huge. 

Once the telcos have managed to migrate most of their consumers onto 3G services, they'Il pull out of selling music. There'll be 
other people doing it instead of them Roi» WeBs, Universa! 



m edited by Joanna Jon« 
Diverse acts, a healthy live scene and expanding venues are highlighting the strength of the 
music scene in the South West, a région that is making waves Worldwide. ByJim Larkin 

Fresh talent stirs 

in the South West 

Wilh Massive Attack riding high in the albums chart once more, it serves as a potent reminder of what a musical powerhouse the hand's native Bristol was in the Nineties. But now in the West Country, from Bristol and Bournemouth and down to Penzance, something new is stirring. While it is perhaps too diverse to be described as a "scene", look hard enough and there is évi- dence to suggest the South West could become every bit as important as in the days of trip hop. First there is the breadth of music itself: the South West is a melting pot of folk - in which, arguably, it leads the rest of the UK - rock, urban and soul, often with each genre having its own particular town acting as a régional stronghold. Secondly, the infrastructure is improving, with new and improved venues opening throughout the area, including a major redevel- opment of the Colston Hall in Bristol, local festi- vals taking shape and, more dramatically, the possibility of a 10,000-seat arena arriving in the same town. Meanwhile, record labels are increasingly using online distribution to help counteract any disadvantages they may face by not being located in London. And there are also new studios and recording facilities springing up, helping local artists and even attracting international stars to work in the area. Thirdly, it helps that a number of key players have come together and are enjoying publicly funded support to help foster a local network of industry players who are able to provide éduca- tion and support around the industry. For many, the South West is located far enough away from London to give it an inde- pendent spirit, but close enough to maintain links with key contacts. "We've been going since 1997 and IVe decided to stay down here mainly because I manage to get a lot more done without the distraction of London," says Steve Satterthwaite, managing director of Hope Music in Bristol, one of the key record companies in the région. "The space and the staff you get here are very good, and in terms of links with London it's no différent to being based in Croydon." Indeed, Satterthwaite concédés, the good links to London have traditionally led to a lot of good young bands decamping to the capital, but maybe not for much longer. "People get to a cer- tain level and disappear, but that's changing with the internet and the ease of getting people ail over the world to hear your music," he says. As a resuit of the change in infrastructure, music technology companies are springing up, spying the chance to help local acts and to move 

into the mainstream music industry without having to follow the traditional route of setting up an expensive base in London. There are a handful of companies, for exam- ple, that have built up businesses supplying con- tent to mobile and web, such as OD2 and Hyper- launch. And one other such company is Indie Mobile, which opérâtes in Bristol and is run by managing director Seth Jackson who was bom and bred in the town. "There's always been a good music scene in Bristol but there hasn't always been a good music business," he says. Although most of the Indie Mobile UK client base cornes from London, Jackson believes there are signs of a real upturn in the local scene. "There's loads of good grassroots stuff coming out and I think you'U see in the next year that ifll re-emerge," he says. Much of that talent is highlighted on the CD that accorapanies this magazine, with acts as dif- férent as Mercury Prize-nominated Seth Lake- man, Show Of Hands and Meeky Rosie demon- strating the diversity that exists both rausically and geographically in the South West industry. There is also strong support for world music m the area, and it was no accident that the world music leg of Live 8 was held at The Eden Centre. And hoping to capitalise on this return to health in the régions broad talent base is Dart- 

Eden Project lias ington Creative Enterprise. It is a centre built in hosted gigs by the a huge country estate, originally established 
p/na'rveyas'wcii philanthropieally as a centre for the arts, and as a u»e a show which provides éducation and support for local artists. Sister organisation Dartington Plus organises the South West Sound event that takes place this month and is the region's biggest pro- motional event for the local music scene. DCE director Adrian Bossey says, "There's a very strong local scene, from the folk in Dart- moor to rock in Plymouth to the urban music being made in Bristol. But artists can find them- selves quite isolated and there can be difficulties for everyone with networking. Likewise, the touring bands may not always play too much in the South West so that means there can be diffi- culties in local musicians getting exposed to new sounds." South West Sound has been created in large part to address some of these problems. This year's event will see seminar appearances from Michael Eavis as well as MMF chairman Jazz Suramers, Radio Three présenter Stéphanie Hughes and Portishead's Geoff Barrow. There will also be involvement from industry organisa- tions Aim and the BPI as well as PPL, the DCMS and Vital. It is ail part of a campaign to bring the South West scene more into the mainstream of the music industry. 
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As it is, South West Sound can even claim to have led to the development of certain music businesses. National Gig Guide, for example, was founded by entrepreneurs who spotted a gap in the market for an online listings service. Based in Bristol and launched last July, it is now attracting 500,000 hits per month and has 2,500 bands and 8,000 venues registered across the country. Co-founder Mark Tumer says, "The feedback from delegates we got from last year's event was that there was a need for this type of service. So we've grown it and should have some major news ready to announce at this year's 

Another key organisation is the Bristol Music Foundation, launched last July, which has a board of 11 directors who are well known players in the scene in Bristol and beyond. Its aim is to develop an infrastructure for artists and the industry in the South West and to build better links wilh the national and international music industry. There are also individual initiatives which are serving to support the local scene. Perhaps the most notable is Bristol's Ashton Court Festival, a two-day event designed to offer local talent the chance to play to large audiences, supporting national headliners. It is in the local live scene where perhaps the most exciting developments are taking place in the région. "You can't move at the moment without tripping over a band," says Graeme Howell, director of Bristol's Colston Hall, which is perhaps the region's best known venue. "There's a huge scene and it's encouraging that almost every bar that opens up is putting on 
Colston Hall itself is set for a major redevelop- ment. It is currently in the process of adding a foyer and office space, bought from buildings next door and when this is completed in two years there will be development of the backstage 
This redevelopment, says Howell, is forcing a rethink of the way it opérâtes, with potential benefits for aspiring musicians. "Physical changes are causing mental changes," he says. "It makes you focus on what you do and why you do it. We were doing wrestling until recently, which we've now stopped and we're developing élé- 

ments like an éducation programme. For exam- ple, we'll be staging a rock'n'roll seminar with The Delays in which they'll be answering ques- tions and judging démos and, hopefully, ayoung band will see it and in five years' time they'll be back to headline the Colston Hall.' Meanwhile, the planned construction of the South West's only arena promises to have an even greater impact on the live scene in the région. SMG (Europe), which opérâtes the MEN in Manchester, has formed a consortium with Orion Land and Leisure, Bellway, and Sir Robert McAlpine, which is currently working with the South West Régional Development Agency and Bristol City Council to put plans and funding together for the construction of a 10,000-seat arena. The plan sites the arena on an area next to Bristol's Temple Meads railway station and, if finance can be found, will give local audiences their first opportunity to see superstars of gen- uine international stature play in the South West for the first time. This is not to say the likes of Madonna are strangers to the area, as she and raany others have used the legendary Sawmills studios, whose remoteness from London is seen as an advan- tage to many artists. However, if ail goes to plan for the area, the interaction with the wider music scene, in the UK and internationally, could well take off. The framework and the will to make it happen is there - what is needed now is the emergence of a new génération of Massive Attacks, Trickys and Portisheads to lead the region's charge. On the evidence of the region's most recent crop of talent, you certainly would not bet against it happening. 

The Worldwide 
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exeterP nix 

Jah Wobble, Adam F, Hundred Reasons Arctic Monkeys, Seth Lakeman 
leciai events: Vibraphonic Festival, Respect Festival id New Year's Eve Party (both izoocapacity) 

1 WORLD CLASS MASTERINK^ 
ïa Sround Mastering studio is based 1 m a magmficent location in the Dartmoor National Park.Devon.UK, 
Liars8 Lenh|LrfrCently a urk<?d With artists Robert FriPP. Hooverohonir Rrian c a3!' Centrozoon, Imogen Heap, Hooverphonic Bnan Eno A Banda De Poi, Julien Arpetti, Alfa 9, Depeche Mode, and Kata 
Super Audio Mastering. Monks \ 
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South West Sound throws spotlight on iocai scene 
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SWS CD 2006 trackusting L Meeky Rosie; 5. "Tlie Hitchcock Rules; #91 Bus 6. nie Flies: Walkiug 

8. Seth Ukenian; Lady Of nie Sea 9. Pie Girl From 

South West storm 
South West Sound: April 25, Colston Hall, Bristol Fringe. April 27, Ariel Centre/Totnes, Dartington Showcase 

Music l/l/ee/r teams up with South West Sound to bring you the best in 
music from the région. From the mélodie charm of Devon's Meeky Rosie 
to Bristol urban act SirPlus And The Epidémie to the folk-tinged sound of 
Seth Lakeman and Jim Moray, there is much to discover 

L MEEKY ROSIE: Nobody Gets 
This Devon-based act are managed by Michael Berrow (Ouran Duran), who has also signed them to his Wandering Star label. Nobody Gets Away is the group's fortheoming single, due for release in May. Website; www.meekyrosie.com South West Sound; April 25, Louisiana. Bristol Fringe. April 27 Ariel Centre/Totnes, Dartington 
2. FORTUNE DRIVE: My Girlfriend's An Arsonist Fortune Drive are a Bristol-based act who recentiy signed with Shy Records - home to Story One. This track is lifted from their début album, which is currently being recorded. Website; www.fortunedrive.com South West Sound: April 25, Fleece, Bristol Fringe 
3. JANE TAYLOR; Chef Unearthed by Johnnie Walkeron Radio Two and backed by the station, Tayloris self-financed début album, Montpellier, sold out within days of release, She is currently still 

through Bristol based-independent Full Cycle Records. South West Sound: April 25, The Square Bar, Bristol Fringe 
5. THE HITCHCOCK RULES: #91 Bus This Cornish-based act have to date 
Aid Records label. They are joint 

South West Sound: April 25, Fit 
6. THE FLIES: Walking On The Sand The brainchild of Sean Cook (Spiritualized, Lupine Howl) and The Insects (producers of Massive Attack, Alison Moyet), The Flics recentiy signed a deal with Universal Digital and have been building a healthy 

Website: www.myspace.com/ 
West Sound: April 25, The Junction, Bristol Fringe 

8. SETH LAKEMAN: Lady Of The 

is the first single from his i A firm live favourite, Lakeman will shortly join Billy Bragg on his Ul< tour. Website; www.sethlakeman.co.uk 
9. THE GIRL FROM HEADQUARTERS: Waking Up 12. The **** LOYERS: Richard Alone Pronounced 'The Four Star Lovers" Joint silver award-winners in the South West Sound search (along with The Hitchcock Rules), TGFH are a well-loved live band in and around Bristol and South Wales, To date, the band have enjoyed honourable mentions on Radio One and in Rock 

Folk Awards. Moray releases music through his own label, N1AG Records. Website: www.jimmoray.co.uk South West Sound: April 25, Fleece, Bristol Fringe 
IL SHOW OF HANDS; Witness Show Of Hands are one of the UK's most successful acoustic roots duos. This is the lead single from the fortheoming album of the same name, which will be released independently through the band's own label Based in Devon, the duo are currently touring and will headline Dartington's Great Hall on April 28. 

yearis MW South West Sound CD 

Geoff Barrow. Volk also smgs with space rock band Gonga. 

of continuing to 
Currently unsigned., Website: www.babelmusic.co.uk South West Sound: Bristol Fringe 
15. THE BENEFITS: Wake Me Up The Benefits were the winner of a Totnes school and collège A&R compétition in 2005 and as a resuit recorded this track at Torqua/s Mojo Studios as part of their prize. Currently unsigned. South West Sound: April 25, Colston Hall, Bristol Fringe. April 26, Ariel Centre, Totnes 
This is an unreleased track from tl Bristol duo, who count DJs Gilles Peterson and Jazzy Jeff among ti fans. Unforscene are currently working on new material1 Size's Full Cycle Crew. 

17. NICK TATHAM; Gift From Heaven This is the gold award-wii the South West Sound search for :. Tatham halls from 

t Artful Dodgeris studio in Southampton. Website: www.nicktatham.co.uk South West Sound: April 25, Louisiana and Mr Wolfe, Bristol Fringe. April 28, Roundhouse, Dartington Hall, Dartington Showcase 

4, SIRPLUS AND THE EPIDEMIC: Big Rass Crew The cream of a burgeoning urban scene in Bristol. SirPlus And The 

7. CRAZY ARM; Henry Fabian Flyn Crazy Arm is the versatile, country- hardeore lovechild of Simon Marsh and Jon Dailey from No Cotnply and Darren Johns from The Once Over Tv/ice, They affectionately refer to their sound as "hobocore". They are currently one of Plymouth's hottest 

in August 2005 a 

thegirlfromheadquarters 
10. JIM MORAY: Barbara Allen This is the fortheoming single from the new, self-titled album released on May 1 Moray's last album, Sweet England, was BBC Radio Two folk album of the year in 2005 and he also picked up the Horizon Award for best neweomer at the 2004 Radio Two 
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bristol 

FRUICEBE 

®On Tues 25th April SWS présents the pickof over 50 bcmds, 
performers, ssrsger-songwriters, DJ's ond iobeSs 
from ocross the South West in 17 venues around Bristol 

visit: www.southwestsound.org.uk for full détails 
AR2 / Colston Hall Bar / Croft 
Cube / Fiddlers / Fleece / The Jonction 
Louisiana / Mr Wolfs / Native 
Polish Club / The Prom / The Sauare Bar 
Thekla / Timbuk2 / The Tube / Mr Wolfs 

FREE 21-TRACK 'UNSIGNED' FRINGE CD WITH 8 PAGE PULL-OUT GUIDE IN VENUE <4 ON SALE 19TH APRIL f 
iSupportée) by Bristol City Councits Creertive Industries initrative hHc+nl-citv.aov.uk/business 

Thekla 

ï/ênUB sïïs.œsaa 

www.bristolmas/cfoundation.com 

hopei-„i/'~\ ■ recordmgs Çy ' * 
www.hoperecordings.com / 

1 Marine r Parade f 
www.hopemanagement.co.uk www.marineparade.com / » 

tel: 0117 953 5566 | fax: 0117 953 
rww.fourtwentyrecordings.com 
7733 

Colston Hall Bristol 

Ey 
rnSÊM 
'ÉÊÊÊÊEf ' ^ iflin 

Rock • Pop • Classical • Leftf ield 
www.colstonhall.org P 
Rolling Stones Jamie Cullum Guns N' Roses Portishead The Beatles Bob Oylan Ray Charles Led Zeppelin Nick Cave Pink Floyd Bob Marley David Bowie The Strokes 



A more proactive commercial radio sector can only benefit everyone in the music industry 

ILR can shine with new initiative 
Life is tougher than ever in commercial radio these days. Revenues are falling, ratings tumbling and, near- ly a year after it was formed, questions continue to hang over the sector's biggest player GCap Media. So it is extremely vvelcome to report some positive news from ILR in the shape of UK Music Week, a célébra- tion of homegrown music which will run across rival commercial radio groups atthe end ofthe month. It is the latest example of the sector recognising that, for ail its understandable complaints about the perceived unfairness in its audience battles with a BBC armed with more staff, recession-proof funding and the ability to cross promote, it needs to take some responsibility itself for what collectively can only be viewed as a mixed performance in terms of ratings over the last few years. The reality is that many once loyal listeners to com- mercial radio have turned off or switched over to BBC services, including Radios One and Two, because, too often, they find the output predictable and boring. There are plenty of exceptions, of course, among them Kerrang! Radio's West Midlands service, Choice, Galaxy, Xfm and Magic, but others still need to move on from the days when tight scheduling and playlist- 

ing were sufficient to bring in big numbers. Radio Two as the nations most-listened-to station 
is naturally top of commercial stations' gripes at the moment, but it is ail too easy to suggest the network has managed to lure over so many listeners from ILR because of its national reach, big budgets and having some of the nation's most talented broadcasters on board. A key reason people tune in is because the out- put is unpredictable and interesting, while the free- dom and trust given to the presenters make them excel. It is telling that a number of Radio Two's star names such as Chris Evans, Jonathan Ross and Steve Wright were ail working for commercial stations before joining the BBC network, but none sounded as 
good or as enthusiastic as they do in the environment they find themselves in now. There are certainly les- sons here commercial radio could learn from. UK Music Week, just the latest example of ILR joining forces for the sector's "common good", looks set to bring some renewed attention, instil some much-needed excitement into commercial radio and highlight how broad its output actually is. It will be to the benefit of not just commercial radio itself but the rest ofthe music industry, too. 

Ad-funded shows provide 

shot in the arm for music TV 
Advertiser-funded programming (AFP) could be a shot in the ami for music TV. At a time when the UK music scene is as exciting as it's been for many years, there seeras to be lack of confidence in tradi- tional music shows; the demise of CD;UK and Top Of The Pops for 

The ce music programming (bar talent shows such as X Factor) delivers niche audiences, is relatively expensive to make and does not attract enough ratings to be high on the broadcasters priority lisL AFP has reignited broadcasters 
AFP has brought music 
programming back 
onto the schedules 
intercst in music programming. It means they get quality music pro- grammes into their schedule with- out it costing them extra money. It's also a boost for the music industry. The increasing lack of Windows for talent on TV was a concem for record company execs, but AFP has brought music pro- gramming back onto the schedules. For brands wanting to associate with music, AFP offers the oppor- tunity to reach new audiences that 

established advertising and spon- sorship routes cannot touch. In my experience, the mobile industry has led the charge for 
ming with companies like Orange and Vodafone leveraging branded formats to maximise their pénétra- tion of the music sector. And the t of brands means these programmes go beyond the TV 

ig their r b.Thisi igood - record companies, broad- 
However, the critical success factor in AFP is a mutual under- slanding between brands and pro- duction companies. Brands should be aware of the realities and restraints of TV and production companies the commercial pres- sures faced by brands. For the continued success of music on UK TV, record compa- nies, broadcasters and brands need to embrace cach other and sec the 

Endemol-owned 
being staged around I 

What is your favourite 
number one album? 

The Officiai Charts Company is marking the 50th anniversary of the albums chart with a poil of the public's favourite number one albums. What would you choose? 
Jeremy Lascelles, Chrysalis 

defined an era and spoke to a génération. And on a Personal level, it was music that changed 
Tom Rose, Reveal Records "The Smiths' Meat Is Murder. Simply because it is my favourite all- time album. It is re 
Nick Luscombe, XFM "Neil Young's Harvest It is a complété album, you put it on and it works fram beginring to end. Tire wholemood ofthe record is mazinq and I still listen to it tndav" li, French Music 
'The Beatles' Sgt Peppefs Lonely Hearts Club Band. Itwasreally, really inventive record and incredibly exciting when it came ont. But Daft 
numb DiSC0!ery 5h0uld have been a 
Kudy Tambala, Virgin Digital "The Beatles'Sgt Pepper's Lonely Hearts Club Band. I first heard this 

album in 1980 - immédiate conversion to psychedelia Although it doesn't sound like any of its contemporaries; it cornes from another world inhabited by Sun Ra, Hendrix, Stockhausen and Bach, but it is very everyday and totally pop, How did they do this? And when will it be available digitally?"  Dirk Anthony, GCap "Dire Straits' Brothers In Arms. It came out when I was iiving in Tasmania, as far away from London as you can get They were one of the first international bands to play in Tasmania and it made a bjg impression."  Stuart Watson, Swat Enterprises "Queen's A Night AtThe Opéra. I first heard Bohemian Rhapsody in Freddie's Iiving room. He played it on the piano and said the record label would want to eut it down because it was six minutes long. I 
good to eut Queen were also the 
lain McNay, Cherry Red Records "Neil Young's Harvest. I like the voice, the songs - both musically and lyrically - and the fact that it still stands up when you play it 
Paul Geoghegan, Songlines "The Beatles' Rubber Soul because of the track Norwegian Wood." 
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Wembley Arena reopened on time last week, with 
a Depeche Mode ccincert kicking off proceedings. 
Arena boss Peter Tudor talks about how it ail went 

tickets dkl'go on sale' 

thmk pops got 

Let's hope they find the formula soon. Peter Tudor is managing dinector of 

over SS 

^d£UbnIC0Uld 

Trawling araund 
musîc's hotspots 

couldn't help thinking «rat an event sponsored by a beer company (and a rather large one at that) probably 
if the largest 

e And Sébastian failed to show due lo "car problems", prompting host Colin Murray to refer to the fey Scottish indie stalwarts as "fuckliead alcoholics"... Always one if celeb spotting, Dooley 

P°ult'Vfarn1" 

RCA LabelGroiip, they say, 



THE MUSIC RECRU1TMENT CONSULTANTS 
Sales Person 

Required for a successful 
Independent Manufacturing Broker. 

Must have multimédia and print 
manufacturing experience. industry 

contacts an advantage. 
Organised & self motivated 

individual with a passion to succeed. 
Compétitive salary according to 

experience. Immédiate start. 
To apply please forward your 
CV along with a covering letter 
to jobs@muitimediabroker.co.uk 

ohnstone, Managing Director, » y -r* * * * tV ne Dreams, P 0 Box 230. ( . H R ^lM C Malden, Surrey.Kn6YY V'l]f AV 'T1 ^ 

Music Enterprises Manager - Emap 

Sitting at the heart of Emap's Music strategy this rôle is a great Emap's music business. Driving relationships with record comp. for marketing artists, compilations and DVDs, and working alont offering. The candidate will hav " ' ÉàiM| | ,=■ sponsibility for ail Emap Music compilations. to shape Emap's dîgil 

Significanl marketing experience wi eting solutions achieving real eut through. 

Goodat 
î and ability to influence. 

rroven track-record in delivering results. In this rôle there will be a primary focus on radio and nev experience/knowledge of this area is préférable. This is an excellent career opportunity for an ambitious s 

ocareermoves 

PROJECTS MANAGER 

SANCTUARY RECORDS GROUP 
SALES MANAGER Sanctuary Classic, a division of Sanchiary Records Group, is currently reemiting an experienced Sales Manager. The successful candidate will manage sales of our extensive catalogue of both classical repertoire and vintage jazz/nostalgia, through national accounts and our network of international distributors. Excellent knowledge of classical and jazz/nostalgia is required  To apply go to the Recruitment page of www.sanctuarygroup.com or send your CV with a covering letter quoting current salary détails to Sanctuary House, 45-53 Sinclair Road, London W14 ONS or jobs@sanctuarygroup.com 

iiiimiiiiiiii—r 

OFFICE SPACETO LET 
WE ARE LOOKING TO LET THE TOP FLOOR OF OUR OFFICE BUILDING IN HAMMERSMITH 

• 3 TO 4 OFFICES ON OWN FLOOR • NEWLY REFURBISHED • 645 SQ. FT 
jrfurther inform; Paul on 0208 237 8400 

Britannia Row 
Music Media Business Centre 

Fully soundprooJed music/recording studio 
Localctl in Islington, NI. ' or l'urlher info call: 020 7226 3377 r email: ioco| l o Cl i I a o L 

PQRTMAN MUSIC SERVICES LIMITED 
ROYALTY & COPYRIGHT 

ADMINISTRATION SERVICES 

Please contact Maria Comiskey Tel; 01962 732033 Fax: 01962 732032 Email: maria@portnianmusicservices.net 


