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' Whom is This Guidebook For?

It is for any_high schaol student work with their hands in wood,

(or- perhaps younger) who is in- - metal, or electronics. _There is

terested in music as a possible ~ even a section with information

career: It is also for anyone to interest students who will be
. who wants to know as a consumer _ . entering health careers.

what happens to some of the money..,
spent at record stores, concerts,
or for that matter at the drug

Many of the ideas in this book
about music careers can also be
applied to other kinds of careers.

store or super market. - N kK _ Students who have no intention of

Some of the book will especially ever being involved with music
interest students going into bus- . careers can still find useful
iness or law. Other parts of the . ideas about getting along in the
book may interest students who working world.

Wh§t Do Teachers Say to Students
Who Want Mu51c Careers?

Some comments:
e When students come to me and ask me if | think they
have what it takes to succeed as a performer, |
usually tell them no. |f they doubt their own
abilities .so much that. they need reassurance from
anyone, then | know they lack an essential belief
in themselves, an essential component needed fo be
‘a good performer, self-confidence. But when some-
one comes to me-and says, 'l hear the music this -
‘way,' then | know !'m in the presence of a musician.




I try to encourage ali-of my students, particularly
the ones with talent.  Talent needs to be encouraged,
culftivated, supported, especially in our society

_ ‘where the economic rewards are so few. It is so

A7 difficult for even the most talented musicians to

S ' get along these days. I1's up to all of us tfo
support them, :

e |T's wrong to encourage anyone towards a music career

‘'who isn't going fo succeed. [t's not right to give
students false hopes, to let them set goals they can
never achieve -- then they will only know failure.

‘Why tell them about something they can never be?

® In a world of hype and show, it is importarit to know
what to look like. A certain amount of talent is
necessary, vy, but it's other things that get you ahead--
your image, your agent, your public. relations, your
friends. . : ,

e Five years ago, when a young person came 1o me with-,
out a grea+ deal of background and expressed an
interest in a music career, | would caution him -
against it. Now, | donif,, | encourage him, because
at least he has a direction, -a goal, and ‘he will be
miles ahead of all of his contemporaries who don't

o have any ideas about whaf they want to do wnfh their
lives.

e When we teach music, we don't simply teach skills, .
techniques -- these are tricks easy eriough:to master.

" What we teach iis a way of.living, an approach to
life. It doesn't matter about careers; people grow
in ofher ways when they study music. They become
more complete persons. '

- e Music careers?. | know so many would-be musicians
driving cabs and typing. . | suppose that makes
cab driving and typing 'music careers'?

These were the. comments of music . his or her own work, and about
teachers when describing their . omusic. :
own attitudes towdrd the careers ~ " On one side, they say that -real -

of their students. Each comment
reflects a different point of
view, a different outlook on the
career possibilities of music.
Each teacher seems to have a .dif-
.feréﬁt'idea about what success
means’;. about the word Y'career,"
about what talent is. Each teach—
er has a dszerent attitude- abmut

-_talent will succeed without help
and those who can be discouraged
ought to be discouraged: On the )
other side, are those who say that’
even the best talent needs all the
- help and encouragement the stu-
dent can get

&7
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Studentz in mus;z hear sdv1ce
from parents, teachers, friends,
people around them. Sometimes, "
contradictions in all that adV1ce

make it difficult to know wisdom
from foolishness. Eventually,
everyone has to make up his or
her own mind. In order to make’

a good decision, there has to be
good information. The aim of this
book is to give some of that in-
formation and to suggest ways in-
which interested students can get

~ more information.

So that we know what it is we

are talklng about, we are g01ng \

to start Hlth a list that tries
to organize thé total picture of
all the areas of musical wark

muSLcrwark ;nta four groups.

co

teach. -, | : \

Performange and Creat;an. _
those whose central responsi-
‘bility is making music

® Production: fﬁose whose work
supports a performance, but is
not actual performing or com-

posing .
® Bpginéés: the music industry
* Education: including teaching,.

but also many other klnds of
- work.
Many musicians' work takes them
from one group to another; for
instance, many performers alsa E



B

1. Performance and Créatlan

* Instrumentalists
Solo Performers
-Accompanists
Orchestral and Eand
Musicians
- Organists and other
Church Musicians
—* Vocalists '

Soloists
Ensemble
® Conductors
® Composers

Composers
Arrangers

: Librettists -
" Lyricists

[I. Production

Production - Performance
Management

Symphany Orchestra Managers
Sﬁééé'Managers

Sound, Technical Equipment
‘Operators

Acousticians

Sound Equipmer.t Operators

On-Site Recording and

Broadcasting
Broadcést Director
Broadcast Engineer
Announcer.
Recording Engineer

Studio Recording
Record Producer
Artist and Repertoire Person

Recording Engineer .
Sound Person :

® Music Technical Services
Acousticians
Instrumert Bullding and

‘Maintenance

Customarily hand-crafted
acoustic instruments:

Fretted String
—Harp )

Harpsichord

String (violin)
. Brass and Wind

Music Instrument Repair

instruments customarily
produced in factories:
Accordian
Pipe Organ
String Instruments
Brass and Wind Instruments
Piano .
Percussion Instruments
Fretted Instruments

Eléctronlc Mu51c31

Instruments . o -

Synthesizer:
Electronic Organ g
Electronic Guitar
Electronic Piano
Electriec Versions of
Other Instruments
Piano Tuners
Organ Tuners
Road Crew for Traveling
 Group - ''Roadies"
® Publishing
Publisher
_Artist and Repert01re Person
Music Editor
Proofreader.
Music Grapher
Music Engraver
Music Copyist



—— ’,
;II! Mus;c Business ' IV. Education ‘

® Arts Business Management: * Teaching
Concert Maﬁagement Public School

Concert Manager Supérvisor

Booking Agent o e

Business Agent Director

Business Teacher—— .. .

Hiring Contractor —
~ Cellege, Conservatory - -

L] . - S
Sales, Promotion , - Community Music School
Salesperson, Musical B Private Studio
R Instruments and Accessories .- Music Store
~-.. Salesperson, Shget ¥9512 * Museum Services
Salesperson, Recordings :
and Tapes ‘ Curator, Historical
* Professional Associations - Instrument C011§Etloﬁ
and Organizations * ® Library Services
° Publishing . . ; Institutional (publlc,”J
® Instrument Manufacture universities, college,
_ } . conservatory) , _
* Recording Industry . Performing Organizatio
* Legai and Financial Services Music Theater
_ : Opera
Music Copyright Lawyers ® o N
. Copyright Expert: Music Ther§py '
Performing and Broadcast Hospitals
Rights Organization Clinics -
] , Correctional Institutions
/ ( * Writers about Music -
, L Musicologists ’
- - Music Crities )
- : Program Annotators
- Album Note Writers -
* Government Services
;x A
Note: Items appearing in both Bu51ness and Praductlan
categories do both kinds of work.




Prof3531onal Mu51c Act1v1ty

Professional music activity is a
part of most communities no matter
how small or remote. Large cities,
however, seem to have more than
their share. You can make an in-
formal inventory of music activity
_“in-your 'community by consulting
some or all of these possible
sources of information:

4

Newspaper Advertisements: of
concerts; local performances
by amateur groups; by profes-
sionals in-concert halls, audi-
toriums; local engagements of
entertainers in night clubs;
"advertisements of local teach-
ers (classified under "instruc-
tion"); music stores; and
private instrument sales

Local Churches and Synagogues:
--Music professionals hold posi-
tions as organists, music direc-
tors, choir directors,.soloists,
minister of music. . Some are
paid, and some are volunteers.

Schools: Music professionals
teach in public and private
schools, community music schools,
colleges, universities. Many
‘teachers work in their own stu-
dios, or in music stores or
churches, giving private or
group lessons.

Local -Amateur Music Groups:
Bands, community orchestras,
\ choruses, glee clubs, usually
‘pay a prafessinﬁal conductor to
lead them in rehearsal and per-
forman:e

Local Mu5121an5‘ Union: The
"American Federation of Musicians
(AFL-CI10) has career information
and can put you in touch with -
local musicians able to answer
your career questions.

~ The Yellow E;geé.

Look under
these headlngS‘ '

Music Arrangers and Camposers
Music ‘Background
Music Boxes -
Music Copyists
Music for Commercials .
Music Instruction - Instrumen-
tal, Vocal
Npsic Publishers
Music Services
Music - Sheet
Musical Instruments
Repairing .
Supplies and Accessories
Wholesale and Retail
Manufacturing - :

Musicians.

By consulting these sources of
1nfcrmat10n, you may understand
your own community's relative
musical strengths and weaknesses.
You will also learn who the music
professionals are, and where ta
go to get information.

O

ERIC

Aruitoxt provided by Eic:



Y

Both instrumentalists and vocal-
ists face very crowded job markets.
For each job available to quali-

fied performers, there is keen

i
£

t

2. PERFORMING MUSICIANS

27

-

competition. The range of perform-
ing opportunities, however, is wide
and varies, as the following list
shows: ‘

Range of Performance Careers

Instrumentalists

Solo Concert Careers

Orchestra ‘Positions

Chamber Music Organizations

Conducting and Accompanying
Professional or Amateur Groups

Church and Synagogue Musicians

Free-Lance Work with:

Festivals

Opera

Ballet

Touring Shows
Circuses
Ice Shows :

Casual Gigs ¢

~ Parties
Weddings

. Recording Sessions .
N, Night Clubs

‘Coffee Houses.

Bars

Street Music

Vocalists

Solo Concert Careers

Opera | -

Professional Choruses

Section Leader in Church Choir
~ Free-Lance Solo Work with

Professional and Amateur Groups
Club Work, Entertainment
Broadway Shows

. Dinner Theaters

Recording Sessions
Singing Waiters
¥



& a per-’
;. forming musician 'is an all-con-

3»,“Prepaxlng yourSelf to

__suming task. Most successful
-performers begin their prepara-
tion very early in life -- at age
‘seven or e;ght -= wWith lessons on
an instrument. Vocal lessons- a150

B may begin early, but generally not,

. Whlle there have been suc:essful
: perfbrmérs who, began their’ train-
”33§g~1ater in life, early'experi-
ende is: ‘considered valuable

In addltlnﬁ to pract;s;ng and
‘taking lessons; it is important
“for ayoung musician to have as
much perfarmlng .experience as .
possible. -"This includes both
“ solo, and ensemble performanges. -
;éTeachers arrange recitals fg
" theéir students:to-give. them per-
- forming experience. - ‘Ensémble
‘experience can be ‘obtained in :
school. choruses,. orchéstras, and’

bands, church choirs, and civic
" . and amateur groups. I
_For young mu51c1ans studyiﬁg

hile going to’ schoal -gan
onflicts between extra-

music.

- currlcular activities, athlétlgs

.and’ practising. Musicians, how-
'ever, enjoy working-at. maklng
music, and would rather be making
“music than d01ng anythlng else.

_ -After years of -music lessons
,and high school, many performers
‘are faced with’ dlfflcult decisions.
" Liberal arts college or’ conserva-
‘tory? Major in musi¢ or in '

- English?: WhlEh is the better

. music school?- Whére is the best
school for jazz?™ ‘Major in music

education or in applled music? .

Should L keep going to.school at’
all?.
-lead?

‘Where- da all- these roads

_.vo:al
“right kind of ‘postsecondary-. schogl

Canéérvatafy

For a StudEﬂt ch51der1ng a per-
formance career: 1n serlaus muqlt

a canse:vatory may be the

Most of the well-known conserva-
tories and. music’ ‘schools - offer'

.two. programs, a dlploma program - -
The diploma _,~4

and a degree program.
program usually requires: anly music .

courses and lessons to be.taken ash.f:

well as pérforming two' or more’
recitals. - Students concentrating .

in. voice or instruments other than
piano dre usually requ;:ed to-take -
-'glano Jlessons.

Most conservator-
ies also. nequ1re students to par-
ticipate in performing. organlza—

~‘tions such as orchestra and charus._;iy
The d;plama ‘program of a major

'je:ts éf music hlSton: llteratﬁre;”qi”
“and muglc theory as well as per-

formance- practises Dlplomas ‘in

. Jjazz are- available fram canservas‘";
.tories, w1th speclal Ja;z depart—
:ments ‘

A word of caution: ‘the word

;"c0ﬂservatgry" is often used. by

community music schools who do
not .offer accredited diplomas.. A
list of accredlted schools can be '
obtained by wr;tlng to:’

Nat;onaerssaglat;Dn of

.. Schools of Music (NASM) .
One Dupont Circle, N.W. -
Suite 650 o
Washlngtan, D.C. 20035

Degree programs ini COHSEIVEtOIlEE
usually lead to a Bachelor of

‘f Music- degree. 7 In addition to
i' music. history, thaory; literature,

and perfurmance requ1rements, a
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 ;fiPrﬁgram requlres courses
he than mus1c.
€ gEne?ﬁ' 1nclude Eng11sh

£3131gn language (German, Frénch,
_ané/Italian are all useful  lan-
guagés to mu51cian5),-hlstary,
mPluE’ElECthES in science-or arf.

ally maga: in an-instrument or
" voice, or theory, . c@mpcs;tlnn, o
- or educatlan. .

Required cour-

‘Bachelor of Musi¢ candidates usu- -

The canservatary env;rcnment 15i
full of talented musicians, and -

'students should keep in mind’ that
musical perf@rmance is the total
For some
 students,. this total Preaccupatigp

focus of a conservatory.

with musical concerns may seem too
rarefied. A different environ-
ment is found in the college. or

university music deparment.

ai
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ege and Un1ver51ty

Co:

The music department of a univer-
'sity must serve the double func-
tion of preparing music majors

" and providing courses.for non- °

ment . the
"ment in

. these departments is
-of Arts degree with*aépajar in

ors. . In this environ-

mus;cians are one cle-
communlty with'’ many

1nterest# ) Co o

music maj

The degree of%eréd 1n many of
a Bachelor,

music. Non-music requirements
for, this degree are sometimes
more -extensive than for the Bache-

lor of Musicxgiveniby the conser-

vatory. - In libera ,arts'colleges,
_performance. or "applied" music
majors: a:e autnumbered by students
whose major subject is music
educatlon

The advantages of 1argé.mu5ié

“department in a large university

are the resources of the active
concert life,

~ “and the opportunity to play with -

many performing groups..Large

~.‘universities have enough money ‘to

:/‘ .

i;
/

7

/o

"attract famous teachers,
.;tors,

conduc- -
and”composers.. The dis- -
.advantages of these departments
are large undergraduate classes
which make it difficult to get
the, individual attention a devel-
oping musician sometimes needs in
ear training, theory, and harmony .’
. Another disadvantage is that the
famous teachers who make the de-
partment seem attractive to under-

~ graduates often teach only the

most advanced graduate students,
leaving b351¢1tea§h1ng responsi-
bilities to teaching assistants.

'Small departments in smaller.
liberal arts colleges offer the

, -advantages ‘of close individual
- mm—.attention and.supervision.

The

disadvantage is that performanﬁe
opportunities and resources may .
be-limited. . | '

The life of a pezfermlng mus;c
major is especlally demand;ng
Keeping up with the required
three or four hours or-more of
daily classwork plus
homework, reading and paper writ- f
ing, the music student must find

.~tame to practise not ﬂnly‘his or

her major instrument or voice, but
‘often a second instrument-as well. R

Many performing groups rehearse at‘i,@v

" 'night and 12-hour working days

. sically, they use vacations to—

exteﬂsiVE'librariesgi

" tain lnstruments,
instance, many good pianists and

W \:H
3%

;151ng

[QI even longer) are not at all

v Students in’ ather flelds may take
vacations, and when they return, -

. pick up their educatlcn f:cm'wheTE“—“"

they left off. Because music stu-—
dEhtE ealize that consistent’ daily
practising keeps them gTOWIH% mu-

For many Ee:formance
equired-non-music courses

practise.
majdr e

—are a source of aggravation be-. "7

cause_ they, interfere with prac-’
Making music all day,

everyday, is what they want, and’

"if 'left' to their own devicgs,:that-

is Wwhat! they would have. .. "

Students plann;ng conservatory
or college work in music should
know what the entrance require-
ments are, Usually an audition
is required at which the student
will be asked to demoristrate skill
‘and- musical sensitivity., Slght=
reading and a basic. knowledge of
.music theory are usually required.
Many schools have quotas of cer-
There are, for

flutists, so the competition among
these instruments is very high.
Less frequently, played instruments
11ke oboe, bas Don, viola, harp,

/

1

the attendlng .
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~fgood teacher is oné way.
~musicians ‘who. develap the habit
‘of private study in"addition to
‘regular school work when they are

. -while in college. "
. in 'economiecs,

job?"

-~ or double-bass are often in demand
- 'at- conservatories and colleges who

- 'need these instruments—to ccmplete
»_thElr orchestras.

LvTOther Ways to Prepare .

In music, ‘it. is passlble t@ achleve

a hlgh ‘1evel of skill without ever
setting foot in a college music

,depsrtment or a ﬁbnservatary .

Private, 1ndegend32; study with . a
Many

young, continue private study
While majoring,
for, example, a pian-
ist may continue .to practlse and
take 1essons thus agtually pre=

rfpar ng for careers in two areas.

Pregarlng for performance -careers

in the field of popular music ‘often

calls for imagination and Tesource-
fulness., Many successful perform

“ers in the areas of country music,’

zcck and roll, folk music, and
ga;z, especlally vocalists, have
been largely self-taught. Quite.
a few of these performers do not
réad mu31c,xaﬁd continue to work
by ear, but many add to -their mu-

- sical skills by: farmal study under :

a coach’ .or tutor.

=

In the popular music forms,

'experIEnrg is considered‘to be the
-best teacher:
- ers. often find themselves faced -

Beginning- perfarns;

with this dilemma, "How can I get
a JQb without experience; and ‘how
can I get experience without a
Getting experience may be
a matter of working in a coffee
house or club for very little

money; or providing free enter-

talnment at a local -event.. Pro-

ﬂff3551gnal mu51clan5 often call
. this per;aé Ugaylng_the dues."

" eial, rock and roll,.

v i

Although most educat;an fo: pers i

~-forming popular music takes place
at rehearsals and perfnrmances on |

“an infoimal basis, there are for- f,_
mal programs 1n.;ndependent s;hools

which teach the musical and bus;—/

ness skills needed to succeed in f..

the worlds of rock and roll and fj”
country music. Those conservator-
ies. with departments in jazz con-i

sider jazz as an art form Wthh'l%r

the equal of classical music, and
forms. “There is a a -tendency for .
styles of music to merge. The
arbitrary labels in- common uée -
:13551231, jazz, popular,, com@er—
country’ and
western, gaspel rhythm and blues,'
etc. -- are becoming less cléarly
defined, - Many - _53rvatory trained

"classical" musicians -are. applylng o

th31r skllls in the service of
commercial' and: papular forms.
Popular "ecarilng stars are also

- broadening their musical vocabu-
~lary by exper;ment;ng with_so-
.calléd "serious"" forms. Somé-of.
.the barriers which have tradltlan—‘
ally divided ‘the "popular". and

Mclassical" musical worldg are

b31ng bridged., _Mus;:al;évents,r'ﬁ
dialogues, and. encounters .are
taking place in- conservatorles,
colleges, and reccrd;ng/studios

. whlch never ocsurrﬂd even ten

_years ago. e /

- not to be canfused with. the" popular~i




WHAT IS IT L

. Going out’ on stage and. performing
a piece of music in front of an
audlence is the only way to under-

-stand what a performer goes through,
Some musicians find that they nev-
er play or sing bettexr” than they
.do when performing. Others may .

~ feel differently,-but all agree .

that the actu.l perfbrmance is. 7
a totally. dlfgerent experience

IKE TO BE

.of practising.

5 - N
= - - H .
- R .
. . '

from the rehearsal and the -hours. :
Even seasoned per- -
formers get kEjEd up and nérvous:

. before a performance or solo,. but
.experience has taught them hcw
_to direct that extra energy into
‘making music and away from self-

cgﬁééicusness‘ A performer who
ig thlnk*ng abaut the music and
only the music will.give the best -

E
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; the form.of a piece of music per-*
_\.formed at a high level,
“>ing of satisfaction can be almost . -

. usually set standards for them-.

- wurklng ‘as a musician for ten

perfbrmance p3551ble If the peri

~ - former is thinking, "How am I do-
“’1ﬁg? Why is that man coughing? .

Why is it so hot on stage? . What's
" the next scng*" these distractions

‘,1nterfére with the pérfnrmance.

Phys;cally the nervous perf@rm=
er is an- animal in fea?, or in a
greatly excited condition. Nature
is preparing the body to run or-:
fight -- the blood pressure and
pulse ;ncrease, adrenaline flawsb
‘blood moves to the large muscles,
and digestion stops temporarily.

'This is why the hands feel cold,

and the stomach -feels. strange. The

. voice is in good cendition for

shouting, not so much for singing.
Most musicians need absclute con- .
trol over the small muscles; not
‘the large ones which should.be
relaxed. Once this tremendous ..
-extra energy can be released ;n

the feel-=.

cnmplete -- ;almost and not entire—_
ly because pTDfESSIQnal musicians

selves beyand what thé“ can "achieve.

Randy = A Gultarlst o ;!p, .

Randy is a gultarist He won t

let you call him a “jazz® guitar- &
‘ist or a "“rock'" guitarist because .
he does not like the limltatlans
-of’ those .labels.. Randy hds been
years and-studied guitar -for 11
“years before that. He has a -
-Bachelor of Arts degree in music.
“from Tufts University and studied.
summers at a college Known “for
its jazz orientation, the Berklee

" 'School of Music:in Boston, Massa-
‘chusetts.

-He is now working with

a group called Drchestra Luna,gaﬂd
he alsc. teaches guitar pr;vateiy
Warking ;n "clubs and playing - .

ccult time earning a 11v1ng
" however, Randy says that his par-

vaafq;es of Rsndy s life.

. and half by himself.

concerts in the Northeast, Randy

i

also makes recordings with the - |

i

group. Randy belongs to. the musi-
cians' union, American Federation .
of Mu51clan5, and subscribes to
Downbeat magazlnea

v When Randy, as. a boy,,tald hlS

'parents that he wanted to be a

musician, his. parents were not
very enthusiastic because they .
knew that musicians have a dlffn—
Now ,

ents agree that music is no.more
or less secure than the many other
occupations - Randy m;ght have ch@sen

Guitar ‘lessons and -other fafmal
music. study have been permanent
"c‘
you €ver learn it all?" he’ says
Randy describes himself as being
musically -taught half by teachers
"My teachers

. taught me how to learn. Now I'm
learnlng even ‘more by teach;ng
others. v : /

L

Randy is-a very busy persan, he

-;Says he only has two or three days-

a manth to himself Rshea; 1ng,f

,g;gg;ng, teaah1ng, and getting -

ready for perfarnances and. record-;A

. ing sessions take ngarly all Df .

his tlmei o ‘x’

Yau *an‘i ju5+ %aké SfF when you

- feel liKe it because there is so
‘much at stake. - If | don't prac-

» tise for one day, it takes ‘me
1hree days to’ make up what |

" lose. . | havé to stay in farm,v
like an athlete.- Everyfhing I
do;, every experience | have be-
comes part:of the-music -- even
going to Thé beach ! c

* Randy does not.own up “to having .
any hobbies. - "When music is your.
whole life, habbies aren't neces-

sary," he says. But he does enjoy

repairing his own spund equipment:

N




. “er performers and groups,:

 “be warkiﬂg/'ll

- picking up- some knowledge of elec-

':tranlgs ‘45 he needs it.

- .~.To handle the bus;ness end of
“Dréhestra Luna's development, Randy

. and his group have a manager.

kTheIr managér, who also helps oth-
was 111‘“
strumental hﬁ getting their best

' _opportunity: so.far -- a recordlng

*KcantraFt.k Randy says:

T We' ve bean very lu:ky, fcr
_.every \recording contract there

‘are thbusands ofgroups. We've
been handed this.on a siliver.

plaf?ér.' Of course, naﬂe afv
‘us im Orchestra Luna has enough
Ta‘liv% on from just. the work
- of ‘the /group. We all neeg. Q*h=
_er wark as wgll “to. get by

, Randy gets about 50 percent of"
- his, income from pezfarmances and
about ' 50 percent. from teaching.

. Althcugh he enjoys.teaching, -he
" would like to spend all his time

- working for performances and mak-
ing recordings. He could easily
time in bars
. and clubﬂ@ except that-the work’
_wauld not /be muslcally satlsfylng
‘to hlm /- s N
The cwgeﬁs +eji you what to
play, and the people in & bar
only want 40 hear music they
already- know. -All you can
play in a bar is the top 40.
‘Your own original style can:
get squeezed-out. | could’
‘work less hard and make more. .
money d@lng top 40 stuff, ‘but
iI'd rather do my own-music an
not make so muych. maney
- The canflict-between art and
. commercialism is not the only
- kind of conflict that Randy meets
~as a perférm;ng musician. What
- he calls "ego. conflicts" or
.. Mdifficult people' brings out

" the human dlmén51nn of ‘the business."

.energy individuals,

Rock musicians and jazz musicians
and all other artlsts, to a cer-
taln @xtent, are sensitive, h1gh=
The interper-
sonal pressures that can build up -
in the heat. of a. recczd;ng session

or at. a perfarmanee can" and do

erupt. * Criticism meant to help, an

artist. can, if taken the wrong way,=
sound like a personal i

Often, there just lS _not enocugh
time for diplomacy. Knowing how
to .deal w1th difficult peoplé and
how to glve and take ¢riticism are
as important to. Randyxs work. as
knGWLng how to tune hlS gultar

In spite nf aiﬁ these pressures,

" howevér, Randy sa?s that the music,’
~when it remains. fhé-fa:us of every--
. thlng,makes it all

rthwh;le

‘The.muslc itself sust insi.}; o
The music s - iTs DWn award ; 

About Aud;t;ans

* The. challénge @f mak;ng as 11v1ng as-:

5 perfarmer
’cal" mu51c

of serious ‘or "213551= F
is, Jusf as great as, the
The -
audltlon becomes a-'ay Qf 11fe for
the recent graduate of .a-conserva=

_.tory or ‘college, because it is '%l
_'v1rtua11y 1mpc551§le to get a per-
»’formlng Job without 'an aud;tlan

‘Audition précﬂdures vary from
orchestra to orchestra, but typi- -

. ‘cally most- Qrahestras follow some-
thing ‘1ike ‘thé procedure of the

Metropalitan Opera Orchestra. In

1974 the. position of assistant

T prlncipal string'bass opened up.

-Several weeks before pralimlnary

auditlans, notice of the vacancy
was sent to the’ players' tommlttee,
made up “of members of the orches-
trai_ Advertisements were plaged

in two Amerlcan Federatlan of
“ Musicians’ perledlcals
e : . >

New York

~




aeal 302'5 Alle re end the Iﬂter-
EnetijnelfMu51e;en COplES of both
advertisements were sent to rep-
sel tetives of m;n@rlty groups.

he Qrchestra manager, principal
inlEt John DiJanni,' took the. -
names of all candidates who ap-
- plied and: eeheduled preliminary.
.veﬁeudlt;ene.x Of ‘the 23 candidates,
- seven were selected to. compete in
“the" finals the following morning.
‘Each eandidate played the same
meter;el consisting of difficult

. passages from such operas as

~"Tristan," "Rigoletto,'" '"Der’

" Rosenkavalier," and "La Traviata."
' There-were no demande for sight
~reading and no other surprises --

, ell .the test music had been sent

the candidates severel weeke' »

bA ore the audltlen.

In the hell the 11 Judgee were
" scattered about to discourage dis-
‘eussion among themselves during
the euditlen about the candidates.
Each player’ performed behind a

fack cloth screen, to.make sure -
_that the. .judges: could Judge anly
-by suund net by elght.m-

: Aud;t;nns et the ‘Met are’ gener—

j*elly ‘heard by about a dozen judges,
~each ‘of whom hads one vote. ~The

‘ genel must include:conductors who

. are engeged at the time and the

, .first eha;r player. of the.section
- involved.

.. of the' section --"in this case the -

. - doublé basses -~ may serve as

' ‘judges. ' Voting on the finalists-

this time were" 11 men, among them

- ‘the Met's prlnclpel cunduetor

- James Lev;ne

- Auditlens heve been called

../ "Kangaroo courts,".'charades,"
f"lnquieltlene," end they do heve'
-some .features in common with a
trlal by gury

_But. the fect Te-.

‘tractor..

iercheetre Qf my

In eddltlan, all members

way to select the best musicians
fairly. Any musician will tell you
that the preSsure of a competitive

jeuditlen is greater than eny per—'
'formanee :

F, e- LEnee Work

Among’ mueieiens who do:free-lance

" work, many of the distinctions be-

tween "serious'" and. "pepuler" ‘
begin, to break down. It is not
unusual for_a eanservatary—trelned
oboist to work together with a
rock guitarist who is unable to
read music. .Free-lance .work’ can

rrenge “from pley;ng et Weddlng re-

- tra fq:*e tour;ng bellet eompany
- or celebrity.

. The’ producer of a
traveling show’ usually contacts.

the local chapter of, the mu3121an s
‘union and negotiates wi .
‘The ‘contractor then helde S

auditions or: elmply gethere an’

_Slght reedlng eblllty, end eften '
- skill at 1mprev15etlen.
 styles’ represented in free-lance T
work make it possible for a versa-- '

‘tile beselet or .tr mbenlet ‘to ‘play

-The many. .

for the ballet one night'and. for »
a swing ereheetre et a hetel the

.next. . . P

eIn recerding Studlasj tlme:is s
money, -a lot of money. Good sight

;readere can make the praeess of
‘getting new music an tepe very .

efficient. “Film- eeoree, commer-
cials, beekg;eund,muele, .and ‘back-
ing up-recording ‘artists are.ex- -

_amples of work available.to fre eer

larnce. studlo ?51de men.'- The. -
livelihoods 7E these muele;ens

) eften depend /on" th31r ablllty te

)




 unfamiliar music perfectly®
first time Lhey see it..
htlmes -studio musicians hulld a
“reputation on their: powers of
ﬁ’;prav1satlan. SRR A

thaugh most perfgrmances are in
. the .evening,. recording studios
.. often-function 24 h@urs/ a’day.
"-j}Recarding artists show/a lot of’

1'J1ng hours. As saxopHonist Tom "
- 'Scott, has noticed, WBath Joni

~ 'to start work late/ 1n ‘the after-
'”naan ‘and work on into the: nlght
‘[George] Harrison is outrageous.
== he likes to start’ recording’

Free-lance musicians. ‘have very

_'11ttle cantrni cver; the Kinds of

. - music. they piay Althaugh ‘they

"~ can refusejobs, they may ot -be.

© .able flnag,

- _they -dislike.
‘”_;w1th the composing- instinct’ may

A .find it/ frustratlng to be fulfil-
A ling” the "will of others” ‘Who have
"”,dlffétéﬂt musical tastes. .Sue-

cessful musicians. learn huw to

'dealjw1th the mu51§a1 mater;al,

. fstyle,_and tastes’ af others. . So

o Tém ‘Scott says,

Studio mu?

// I'm 5uscessful'ﬁecauéé of they:
attitude | take with me into ¥

/. the studio. | sublimate my’
deslres, my own taste, .and
// - my own feelings. But I ﬁééd
‘t+ime to thing about what is:
g - going on-inside m ‘my head: l
/"« 'want tc0 spend time composing.
' " .For once | want the stimula~
. tion to come_from wnfhln,s’}
o :not without, N

“ 1 2yewsweek, January -13, 1975

Sﬂmes.

L Free—lance musicians have little®
'cantrnl over their. own hours. ~Al=

‘and’ un;versltles

'variety in their preferred work- o

'»‘[Mltﬂhelll and Carole [King] like 7
-~ use-of tape reccrdlngs,vhﬂwever
;threatens some of

ny ‘at mldnlght and/:]ust keep gmng "1 -

'11Y to. pass. qp,wérk""iélrect the choir..

- churches, the post .of music. leec= wzﬁf

‘ineluding conduct;ng, hlrlng vocal-

‘- organize groups of volunteers. ‘An

Accampan15ts=

Talented p;anlsts w1th genﬂ 51ght—=
reading skill can get work in-large
cities accnmpany;ng -vocal @r in- -

strumental 'performers-at lessons. er,:

recitals. ' Accompanists ‘are’ ‘also -
needed by charuses or choral’ aDCIE o
eties in communities or c@lleges '\_ o

[

Tradltlenally, planlsts have R
accompanied - -dance classes, but'as ‘- B
dancers. experlment with new farms,
other musicians ‘as ‘well have found
work with dancers. ; The 1ncreased

these jabs. v-f

Churth Mus;z;ans ﬁ:, f;_ﬁ;"i

.S;nce eaIly in 1t5-h15tary, the .
. church has’ sponsered musical

&

growth. and prDVlded musical employal'r
ment. - Taday, most churches employ-

‘musicians to play the organ and ..

In large city

tor can be a full-time salaried 7,
st;tlen with .many' responsibilities

ists and instrumentalists, ‘and’ eVEni}*'

.:amp951ng ‘and arranging 5pecral
“music.:
. is the TEEPDHSlbillty of volunteers.

Most music made in churcnes
or part-time professionals who

important figure in some churches
is the minister of mu51:, who' has
received special: musical and .theo- ,
logical training. Although organ-

~ists have, dominated the field. of

church music, more churches are -
using the services of other musi- =

. cians, inc¢luding jazz and rock

musicians, for special occasions -
and festivals. Paid fuli -time and
part-time musicians.are- 'not neces-
cesarily members .of the: church
whlch h;res them ) ;



7Eiii tary Mus;cal Drgan;zatiﬂnsr'

or Shlp bands to thE'ia gs
sed 1n national ceremonies
Military Dccupation—
c;altles (MOS) exist for -
nstruments -used in bands as
s for planlsts. ':

m

’tntwc years._ Althaugh the el ph
. » is’on'military music ‘and prec
-marchlng, m;lltaIyKbands gi

-b'nd music 1n;1ud1ng Jazz. The

- 'AI‘H!)’,
oa music school for training bands-
_ -men in-Norfolk, Virginia, The

.*" Air Force also-maintains a special

 must ‘audition’ whenui:"

After two- years of ‘service,
- ever, bandsmen may aud;t;aﬁ‘
apply

Navy, and Marine Corps shaie%'

,,tralnlng unltr
wish'to serve: in. a baﬁd chcrus

or orchestra while

Banﬂ members are not exempt / S o
from any- of the basic training or ’ :
other routine mllitary dutlgs%_i

ments

ment conduct;ng; and
ceremonies ; at the sa
units as the bandsmen

E
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. The wide _range of pe:formlng work,
““the’ tcugh cumpetltlan, the many
,favenues of training; and the many
... different requirements of musical
- artists-for mcneyva’d security

o1 . make it. 1mp5551bleb o ' find set

. patterns. in music’careers.  Even

e'yafter graduatlon with a music

.+ - degree, the choices facing the

isician are not simple. Free-
o _‘lance musicians may find wnrk as
s . teachers, dishwashers, court

" porters,.or -just about anyth1
until thegibeccme established in
“music. Stable positions with
regular salaries are found with

-established: orchestras and -schools.

£

music ;‘t::%.elf’*i n, -

{ . . CTHERE IS NO EASYVANSWER : = — - . ',

- Many symphony players also perform .
in other capacities and supplement

their income thrnugh teaching.
Free-lance: mu51clans likewise
teach, "and may perfermspn a regular,

" .permanent basis at some point-in
" their career.
-musicians are able to bring crea-

Mﬂst of ‘the working. ‘

tivity to thé process. nf finding. -
or making, work just as muﬁh as ta

There are no easy answars ta the )
:Qmplex career”problems of a musi-

cian. .Those who are following o

successful careers usually had to. -
: f;nd th51r an path
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The mus c f taday needs %/large
assortment of musical instruments.
The people who build musical in-

struments can work in la g fac
toriass on assembly lineg ‘or in
small ‘workshops. - Although some

\H*m‘

instrument | bUIIdEiﬁéﬁﬁéd—mUSlca1—:?m~

abll;ty t0 test: the ¥ﬁ5truments
they make, other builders depend- -.
on englneerlng and. technlcal

24

BQI;DIN"G MUSICAL I NSTRUMENTS .

3

.s5kill mu;h more thaﬁ on mus ‘,l

ablllty
Musical ability is needed by

‘artisans who—build instruments—by

to play DHEQ o

hand in their own workshops. No
one would consider buying:a boat
built byka total landlubber. Who
would want to buy a-dulcimer from
someone who had no 1deaagf ;how

H




Jeremy Seeger builds dultimers" - After dropping out of high schoolj;,

. and .wooden furniture in a small . Jeremy went to college at age 23 to
town in Vermont. - Jeremy con51der5 'learn more about ‘crafts. and teach-
‘himself a craftsperson .in wood "+ ing. He earned ‘Bachelor of Arts.
because his work. in instrument . degree, but in the skills ‘of his
: building has grown to include craft, Jeremy is campletely self—

. wooden furniture in additian to taught

mu51cal 1n5trumentsi

"tured day (Nabady
what, to da next. )

\




-~ to supplement his income by doing.... |
. odd jobs.
" magazines can get Jeremy more
" orders for dulcimers.

to
.play his work is another way
. Jeremy can contact pot, tlal
.. buyers. TR

‘building in. the city.

"1n ‘the eguntry and instrument S

there are more people who want to

_own ‘instruments,. and the builder
. is closer to his market.
_fcan_specialize in instrument -
- building.
- in the’ ccuntry, however, may not

He/she
An’ instrument builder

have:as many orders for:instru-
ments. The country craftsperson .

:imay have to make a wider variety
of’ ErtlElES to sell. o

~In-his
rural settlﬁg, Jeremy Seeger has

Advertls;ng in folk .-

“Traveling
‘crafts shows where he can dis-

Far students cﬂn51derlng bulld—

'1ng;mu5;;als1nstruments as ‘an
~ioccupation; Jeremy's

advide is:

* Try out making instruments

. part time, not'depending on

" that alone as a source of
income.

JBecDme famlllar w;th tgag
ditional crafts’ . Watch R
_cfaftspe@ple at work...

‘Get - experience’ flrst»hand

Théigaigy Music' .

, vInstrument Eulldlng Boom

- There’ are more harpSIChﬂId bu11d=
ers working now than-'at anmy time
. ‘since thé eighteenth century.
- Why?

In the past few years many

_ fbarcqué and REnalssange ‘music w1th
"‘authentic instruments.

New in-

"terest in this early music has
Ereated a need for ‘artisans tc
- :fEShlﬂn

In the city,

_craftsperson..
'young harpsichord builders must
. 'support themselves with other
. work until. they have’ "built enough
‘harpsichords to- “establish, their

~\ Clavichords - .
Harpsichords
‘Virginals
- Lutes L
‘Recorders
Krumhorns
Kortholts
Vielles

" Viols:* .
Barcque VlDllﬂS
Flutes and other 1n5trument5

i

Learnlng to bulld these 1nstru-
ments”is a matter of experience
gained through apprenticeship and
study. Until recently, most ba-::
roque instruments had not -been
built for two hundred years, and
the original ways of ‘building them
have been lost. Some of the first
modern day builders.of baroque’
instruments learned how to build :
harpsichords by restoring instru-.

ments in.museum collections. A
. common way for beginning instru- .

ment builders—-to learn skills is
by assembling- harpsichord kits
which are available from'harp51-

chord builders . i 1;;f5?

Harp51chords in partlcular afe

. Very, expensive because of -the high '

cost of' materials and ‘the long-
time required’ tﬁ build and finlsh
them. Serious study and appren-.

‘ticeship under the .guidance of a
'master harpsichord builder are

&
required.to become an- accomplishéd

Many accomplished

reputatlons. T g

As mu51clan5 became 1nterested

. in the music and instruments .of

different periods.of history,
instrument builders must redis-
cover the best ways of maklng the-

-ins truments muSiCl ans need




: =Agr§dynamiés Engineer from | decided that all the scratch-

5 the Netherlands | . ing and scrounging you had to

T Nav % S? o do to be a perf«:rmmg musician
-Navy Man—fyom Vermont and survive wasn't worth it.

" -College Dropout ffom New York ,
Each of these New England instru-
ment builders has a list of cus-
_ tomers waiting for-instruments to
—AnthTOpology Magor at Bastcn be built. Business in banjos is
Un;ver51ty o brisk enough for Kathy Spencer to

"~ say, '"We! réﬁgell;ng all we can
make. And if we could make more
=Artist from Greenwich Villég2= we could sell more. "2

-Psyghalagy ‘Major at University
of Virginia

——=Maniies College of Music Student

=

Although they have different
attitudes about the instruments
they build, all of them seem to

place great valude in workmanship.
. _ . David Moore, a pipe organ hu11der '
Most of them are self-taught or in' Vermont 'says,
~ learned their craft through ap- '
" prenticeship or working for other
" builders. But there is more to

What do these people have in,
common? They are all bulldlng
';nstrumgnts by hand in their

- own studios .in rural New England.

No two organs are the sames
I+'s not as if |'m making re-
fr|gerafars or some*hlng like

their work than the sort of tech- that.

nical skill learned from masters.

As violin maker Marten Cornelissen - "Itm’just fed up with sterile
says, . ' . 'furniture instruments' and with

the designs of current culture,"
says Mark Surgies. Showing a
preference for the old ways of -
doing things, these. and other hand
crafters are rejecting the mass
ﬁraductioﬁ, assemblyaline world

Yau have the part which is
really a refined way of making
furniture. But then you have
-to make something that sounds
good. No one, | think, can -
teach you that. '

\hll of these hand crafters have W§?F§hg?$ and Studlos U §nd
a working knowledge of the instru+ SUrviving.
ments they build, however, only
one has serious, formal music
~training. Now a harpsichord
builder, Hendrick Brockman, who v
trained to be a performer, says,

5

1’2’§Wﬁgw England, Boston Sunday Globe, January 18, 1976.
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: mu51cal 1r15trument5.

‘and chin-rest.

of industrial designers,

:-.science and media classes.

THE IMPACT OF NEW TEEHN LOGIES ON MUSIC

Throughout history, technical

‘advances have changed the ways

in which music is made, printed,
and recorded.- The eighteenth
century craftsman and. inventor
increased the variety of musical
sounds by experimenting in his
own workshop. - Today, the twen-

< tieth century engineer or inven-

tor does the same.

Engineering changes and new de-
signs have led to new materials
and new methods of constructing
For example,
compare the flute of the eighteen-
th century: (a,wa@den tube with a
conical bore and holes simply
covered by the fingers) with the
modern-day flute. The violin of’

‘today uses steel instead of gut

strings and“uses an improved bow
None of these
items was part of the original
design. Plastic has almost com-
pletely replaced calfskin for
drum heads. Even brass is giving
way to fiberglass in Sousaphones
for marching bands. These and
many other changes are the work
engin-

eers, instrument builders, and

~ independent thinkers.

“Today, electronic engineers

-are developing and perfecting

electronic musical instruments
= < -
such as the synthesizer. Con-

“servatories are adding courses

in electronic music. Independemt

- electronic music -workshops-are..

being set up in many cities.
Public school systems are find-

ing synthesizers useful not only

but also in
Soon
public school music, teachers will

in'music classes,

need a. working knowledge of the -

synthesizer in addition to the many
skills they now have.

Electronic mu31g is what might
be called an gmgrg ng chupatlanal
field.

Electronic mu51c is new
énough so that no one yet knows

all the ways it can be made or
used. The world of the synthesiz- .
er is changing almost daily. Un-

- til: very recently, synthesizers

could sound only one note at a
time. Now some 5ynthes;zers can
sound many notes at once. The
constant improvement of these new
musical instruments is. the work .
of audio englneers, electrical B
engineers, and acoustic eng ineers.
Musicians who experiment with
electronics have also suggested
and made improvements. A

In the near future, eleztronlc
music will need: :

* Engineers, inventors, and

industrial designers to
develop new models of syn-
thesizers and new electronic
instruments o
Technicians to assemble and
test the instruments
-Business people and sales
representatives to bring
synthesizers to more pgople

Teachers to train musicians
in the usk of new electronic
sounds and equipment

* Composers to create with the
new electronic sounds new
music for television, radio,
popular, and commercial music,
and for their own art.
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i A PDst on the Frcntler The musicians at BSEM see their
: - school as a trading p@st on the,
SR On the second floor of an old frontier. 'Where we are now, 20
-“building in Boston's Back Bay- . years ago there was only wilder-
section. there are several rooms " ness," writes their chief and
full of synthesizers, mixers, founder Jim Michmerhuizen.

sequencers, tape recorders,
Spéakers,'reels of tape, poste:
.~ pilanos, wastebaskets, electronic
4 gadgets and patchcords, amplifiers,
chairs and tables piled high with
music and magazines, and ash trays.
The establishment is known as the
Boston School of Electronic Music. :
.The BSEM is an independent col
‘lection of electronic musicians
who have equipped an electronic.
- music studio. to teach others,and
- for their own use as well.

Jim discovered synthesizers at
age 28 or 30, and has lectured
about them to anyone who will

and music departments. He was
also responsible for writing the
manual for the ARP 2600 synthe-

m

\H

ng, and teachlng, he. likes to
realize Bach's compositions on
synthesizers. -

e
Wy
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' he says

The school came into being in
the early 1970's. - Only a short
time ago the craft of electronic

* music had no teachers, schools,
-or texthooks.

People were fum- '
bling around in a wilderness with
no maps or roads. '"We-don't give
guided tours from a .nice, safe

bus -- we give survival training,"

claims their brochure. The, cour-

-ses are disciplined, thorough;

and intensive. Lab work is em-
phasized. ‘ ) ;

“A prize- W1nn1ng graduate in
composition from Boston Univer-
sity, John Duesenberry does.
much of the teaching at the Bos-
ton School of Electronic Music.
"As more colleges and schools in-

.stall electronic music equipment

thére should be a demand f@r
John flndS hlS wOrk at
BSEM satisfying, although the
teaching frequently takés time
away from his own composing.
"Our students get so much studio
time that 1 can only use the place
on weekends and holidays."
Economically, the BSEM lives
fro . hand to mouth. dJohn D.
siuys “"From time to time we all -
have to take 'survival wages'
~-- whatever the school can
afford to pay. "

For the benefit af teachers
and students, BSEM also acts as
a depot for electronic music
supplies and equipment. -‘Pioneers
have established this outpost in
Boston where the survival skills;

“ equipment, and guide services can
-be obta}ﬁed by those_seeking to -

explore the terra. inc gnlta Df

_electranlc music.

_pianos. In,thg_past_fewzxggrs
.many schools teaching courses ‘'in

students.

|+ would~be nice if there were
a hundred other schools like us;
if the electronic music depart-
ments in collegas ‘and graduate
schools could admit anybody who
wanted to use. their equipment,
for any reason; if electronic
music courses were available
“in every public school in the
icunfay; But Tha%'s not the
way- is. '

.Sc states the BSEM's catalogue.

:}But with continued interest in

electronic music, perhaps the day
will come when there will be -a
hundred schools like BSEM.

Piana,Te@hﬂlegl[

i

One of the most pﬂpular instruments.

‘played today is also one of .the -

most complicated. Each of ‘the

- ten million or ‘S0 pianos in this
country has 6000 to 8000 parts.

Regulating the action,. voicing the
hammers, and tuning the piano are
some of the tasks done by piano

‘technicians. For years these

workers have been called 'piano
tuners," but since they do much
more than tune pianos, the term
"techﬂlclan" or "tuner-technician"

is more accurate.

After two or three years in an
approved -course in'ﬁiano technolo- .
gy, the beginnlng plano technlzlan
as an apprentice in a plana re-
building shop or factory to master
the art of tuning and repairing .

piano technology have closed be-
cause of a lack of interested -

i



There are schools that claim to
be able to teach piano tuning in
three months, or even less. The
Piano Technicians' Guild, a pro-

. fessional association, does not
recommend these '"90-day wonder'’
schools. A list of Guild endorsed

..schools can be obtained by writing:

.Piano Technicians Gu;ld
P.0, Box 1813
Seattle, Washington 98111

"A piano technlc;an should have:
Pat;ence -
Normal hearlng .

Thga:etlcal knowledge of
piano structure and acoustics

‘Practice and experience
Patience

* Mental ability

Patience

Flnger dexterity .

* More patience .(6,000 to 8,000
parts in a piano). :

; system.-

1
¥

A piano tuner- technician who is-
self-employed can earn a moderate
and stable income. Using elec-
troniz tUﬁing aids (shunned by

a day A stable income. is 1nsured
by reliability and thoroughness.

A customer satisfied with a tuning
in the fall will be likely to call
the'same piano tuner in the spring:
Such a satisfied customer can pro-
vide years of work, as he/she
recommends a tuner to fr1end5 ‘and
fellow musicians. :

Some of the best steady cust

~ ers of a piano tuner can be -
‘schools,

conservatories, or p;ano
sales studios. In return for a
steady monthly salary, a piano -
tuner-technician could have the
respon51b111ty f@r the upkeep of

[In a large c;ty that
could mean hundreds of pianos.)

Piano rebuilding is a common

.. sideline for tuner-technicians.

They may rebuild customers* pianos,
or they may buy, rebuild, and sell
pianos on speculation, as a busi-
ness venture. Rebuilding a piano

takes several weeks to do properly. -

b
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The tr¥ouble with artists is that
‘they will never admit they are
what they are. A dance accom-
panist, when asked what his job.
‘Shauld be zalled, said "psychic
,,,,, Making general state-
ments abcut dance  accompanists is
a lot easier than making general-
statements about "'psychic ener-
gizers." The problem comes from
the way the individual artists
‘'see themselves. They resist
classification as if it were bu-
bonic plague. Each one says,
"] am me. I express myself this
"way, by making these sounds (or
movements, or using this time,
'space, etc.)"
. This "~ TESlStEﬂCE tﬂ ﬁDﬂVE‘ﬂlEnt
labeling of occupations is no-
where more intense than in ‘the

¥

" ated their own jobs,

ARTS MANAGEMENT

field of arts ﬁahagementi It may

- be convenient for us to lump’ to-
- gether all. the promoters, concert

managers, symphony managers, pub-
lic relations people, producers,
agents, policy makers, program

. and project develapers into one

category and call it arts manage-
ment, but the individuals in the
f;eld would have nothing to do
with it. Many of them have cre-
titles, po-
sitions, and sources of income.
Some of them are doing jobs that
never existed befbre, and some of

“them are holding p051t;ans gener- .

ations Dld

WHO ARE ARTS MANAGERS AND WHAT DO THEY DO?

Arts mandgers could be public
relations directors of music
schools, or museum directors,
managers of symphony orchestras,
~or rock groups, managers of con-
.cert series or concert halls, or
talent agents, or brokers. Arts
managers. could be government
employees working:on, a special
council or in a special office,
like a state council on the arts,
~or an office of cultural affairs.

Lo

Arts manigers have the task of
arranging for an artist and the -
public to come together, communi-
cate, and exchange. One arts man-

- ager describes herself as a "'dis-

seminator and coordinator of
people and events, often in a
dlplomat;c way." -The following
story of one concert manager will
give you-an idea of what some arts

maﬂagers do.’




Marilyﬁ taught flute and played

. occasional free-lance jobs around
“the metropolitan area, but her

heart was never in it. When she

was in college she had been mana-

ger and librarian,of the college
‘orchestra. During the summers

she helped t¢ Tun a music c festi-
val near a country resort. That

was the work she liked, not teach-

ing, not perfarmlng, and from her
summer experiences she had seen
how it could-be done.

She began her career in manage-
ment by work;ng for a well-known
‘concert series. At first she
was a secretary, but eventually

" she was making more decisions and -

policies. Finally, because she
thought she had better ways of
doing things, and because there

was no opportunity- for advance-

ment, Marilyn left the concert
series to start her own agency.

At first, it was such a-small
organization that she did every-
“thing by herself She had only

a few p;an;sts singers, and a
chamber music group to handle.

" 'Marilyn was able to find engage-
ments for them, and arranged:some
tours for one of the pianists.
After each successful concert,
the referrals came : other groups
had seen the results of her good
management, and wanted her to
handle their engagements. Mari-
lyn's agency was growing large

enough that she would soon have

“to hire someone ‘to help.

Now what is it like for
Marilyn? Busy, very busy.
hardly ever stops working.

She
-Even”

' .at parties, she is making the.

contacts so useful in her work,
and she i5 always talking to
someone on the phone. If you
were in her office while she

 a|rpQr+.
staying at. the Regal Hotel.

" local papers?

“-on.them. |

" ... Can you see to that?
“ And can we turn off that noisy

was on the phone, this is what you
mlght hear: ‘

Yes, is this Mr, AI:En’
Marilyn Malone, Mr. Allen.
del ighted that the Onyx Chamber
Players can use your concert ~
hall on their tour. Now, the
concert is on the [6th and they:
are planning to arrive on the
afternoon before the concert...
No, that won't be necessary,
they usually rent a car at the’
No, thanks, ‘they are-

I'm

Can they rehearse that afternoon?
From 4 fo 7, good! Are there
music stands or should they

bring their own? -How. about the’
You gave them the.
press releases | sent you? Well,
please do that right away! They
won't do us any good if we sit~
like plenty of ad-
vance publicity on these things.

Mr. Allen, |'m about to send

Th{s is -

the programs to the printers. Is

there any way we can list the
local sponsors? After all,

they do-contribute a lot of
money...Well...yes, | can wait
one more day, but please, call
me in the m@rnlng, so .| can +aké

‘care of ift.

How are the ticket sales go-
ing? Well, push the.subscrip=

tions so we know we can meet our. .

costs on this. Oh, one other
thing! Myron was very... yes,

' he's the pianist for the group,

he was qulite disappointed that
the piano wasn't tuned- last time
Good.

air conditioner during the ‘con- .
cert? Well, if we turn it on
again at lnferm155|an? OK, then
| guess we'll have to live with ~
it. LET'E hope fEF a cool night.
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A radio station wants to record
* the concert? No, they can't;
Teli fhem no, not under any
”””” The group has
an exEIuSIVE ﬁecardlng contract.-
Tell them to buy the record.

“No, . why don't you give them that
promotional copy of the record?

. Local radio exposure would help
' fhevfigkéf sales. Well, if '
there's ‘anything else, we'll
‘talk about it tomorrow when you
call me with that list of spon-
sors... Sure, well, thank you
Mr. Allen, goodbye.

(Marilyn hangs up and pushes’
buttcns for another call )

‘Yes, George, good.
. | bring you the .Onyx Chamber
program tomorrow, can you print
it by Friday? Great! |I'll have
it in tomorrow. Oh, George, are
the posters ready? - I1'l1 pick
- them up tomorrow. Thanks. -

(Hangs up, makes ?n@thef call.)

Yes, this is Marilyn Malone, /h

i'd like to check on airline
'rgseﬁvaflans | made for four
_ peopie Travellng on a cancerf/ )

tour.... -

As you can see, Marilyn's work
is a constant stream of detgils
and keeping them all straight is
not’ easy. A wrong date or tlme

or place could bring two events

together in the same place .in the .-

same time. Suppose you had paid.

"to see a basketball game and it

turned out to be a ballet' per-
formance? You might havé Marilyn
or saméane like her to blame

. Now ycu can answer the questlon,
"What is an Arts Manager ‘s job?"

“There are about as many answers

as there are arts managers, but

.. George, if

. self-taught.
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here are some suggestions:
° To disseminate and coordinate
people and events
* To bring together artist and
publiic : o
* To promote the awareness of
.the arts as a positive part
of life.
Arts Man agers are Made, Not Born
Arts Managers are Born, Not Made -

WhlEh is true? N21ther of course.
What 15 true is that arts managers
) make themselves.

Whlle there are a few advanced
ccllege degrees in arts admlnlstra—
tlpn and management, and a few ,
summez institutes and-seminars, an

_arts manager must be substantially

When asked for ad-
vice for aspiring arts administra- -
tors, a concert manager said, ""Get -

/pract;cal experience .as soon as
possible.'" The skills requlred

* are not learned in a Qlassream oT -

from books. There are two ways to,
learn arts management: closely
observing ‘an arts manager at work, '
-and doing the work yourself.



‘”perfarme§s themselves,

“stage.
you are dealing with, be it dance,-

an art mdnager's job?
'thlnk that deallng with gateg

WHAT KIND OF PERSON IS AN ARTS MANAGER?

It takes a person with a flrsti
hand knowledge of the arts.. Many
performing arts managers were once
and they
have a special sympathy in the way
they support the performers on
A-knowledge of the art

music, visual art, theater, or
whatever, will help you to make
the right kind of arrangements,
to prevent problems, and to dis-

" cuss arrangements with the art-

ists intelligently.
A command of English is essen-

" tial, and not just for written

correspondence. Many. times im-
portant decisions will require *

' the ability.to find the right
words on the spot.

Command of

language,’ dlplamagy, courtesy, an
element .of pérsuaSLan, all add up

.a persanal quallty essentlal to

peaple who work with people:

Arts managers must make deci-
sions, exercising judgement to
solve problems., Sounds good,
doesn't it? Sitting in an office
all day, making decisions. But,

it is not like that at all. An
" arts manager must go find problems

to solve, must develap solutions,
convince people that the problem
is worth solving, and then con-
vince somedne to pay for the

solutian Now, that is initiative.

Would you think that loadlng and”
driving a truck would be soiething
an arts manager might have to do?.
How about buying and arranging
flowers? How about library re-

" search about sixteenth century

painters -- is that. part of
Would you

erashers and counterfeit ticket

"holders would be part of the job

of an arts manager? Or helping

-to determine the price of a con-,

cert ticket? Or deciding who is
included in a festival or exhibi-
tion? Aléfgf these things could
be part of the resp@nsibilities
of an arts manager. He or she

.should be willing, say, to clean

up a concert hall after a concert . -
at which rowdy fans expressed
themselves through littering. An

arts manager may have to be as

good with a vacuum cleaner or

- with a typewriter as he or she is

‘on the telephone.

.extrovert.

An arts manager needs to be an
-An arts manager has
to be mobile; has to get around
easily; has to be abfie to think
on‘the run. An arts managér has
to be adaptable to radical changes,

-must be patient and aggressive.

He orﬁshé'must have a broad
enough outlook on life to admit
that there may be many solutions

"to the same problem, and not just

- his orxr ‘her own.

| But, perhaps the-
single most valuable trait needed
in arts management is a Sense af
allows laughing at y0urself and
your own failures. A sense of
humor can provide necessary resil-
iance after .disaster. An arts 1
manager) must get over losses
quickl?, begin again, and ledrn
from mistakes.
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MONEY ——

In all tPe arts there is a certain

part of the arts manager's job:
I eneral terms, the arts

amount of yisk involved where mon- n-.very gen

ey is conzerned. This will be - manager provides the opportunity
true as l:ng as people in general = for the exchange of the work of
ﬁénsider ihe arts of secondary "the artist for. the money “of the

;;mportance, Creating situations publlg. ‘Since both the. public
where the artist and public can ind the artist benefit from this
come together for an exchange is arrangement,~the arts. manager -is

ERIC
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péid by each for arranging the
exchange. What is exchanged
could be a painting, a sculpture,

. a performance of a dance, or a
musical work, or & play, or a

book.  The exch,,ga could take

. the form of an educational ex-

perience, like a gallery talk,
a youth concert, or even music
lessons or a dance class. '
There are four general ways in
which an arts manager can obtain
money for the service he or she
provides: salary, retainer fee,
commission, and grant.

_Salary:

Arts managers wha
work with established insti-
tutions like colleges, symphony
orchestras, museums,
publishing houses, conserva-
tories,
art councils, and so on are

usuéllyépaid'by annual salaries.

Retainer Fees: The retainer
fee is usually charged by a
talent agent, booking agent,
or concert manager. The mana-
- ger is approached by an ‘artist
or group of artists (or per-

formers) with a certain project

"in mind. The manager estimates
how much it will cost to do the
project,
upon. If the agreed retainer

;fee is %500, then the manager
is paid $500 to, complete the
project regardless of whethe;
it takes him six days or six
months.

" Commission: "An arts manager's
commission is often in the form
‘of a percentage of the action.
Talent brokers,
-producers, and people like them

- who arrange performance engage-

ments ¢an- sometlmes claim a

L

galleries,’

art schools, government

and an amount is agreed.

concert managers,

percentage (15 or 20 percent)-of
the income. A gallery director
who sells a work of fine art
such as a painting or sculpture
may take as much as 50 percent
of the selling price. The size
of an income from commissions

is directly related to the suc-
cess the arts manager has in get=-
ting engagements or in selllng
work.

Grants: Almost every level of
government has an agency or
council responsible for giving
money in support of the arts.
Also important sources of money
for arts pfojecté are large

atlcms .

These ‘councils and foundations
will announce that grants are
available for artists to do -
certain kinds of projects. -Many

-artists and arts managers watch

for these announcements and de-
sign projects that the founda-
tions and councils are likely to
support. The project designs
are usually written up in the
form of proposals. The agencies
look ac many proposals and give
money to ones they feel repre-
sent worthy projects. Painting
murals on the sides of large
buildings, giving folk dadnce..
performances in neighborhood
parks;, directing ne;ghborhged)
theater groups, and many other

- projects like these are often

supported by arts councils,
foundations, and corporations.

‘Arts managers make it their

39

business to design prajects for
artists, to write prnpnsals and
to seek financial support for '
their projects, the performers

or artists, and thémselves.



" THE FUTURE

<

What does the future hold for
arts management?:

Arts management has always been
T ris , and it
w;ll contlnue ta he, Even mana- .
gers within established institu-
tions are concerned about higher

\ costs driving Dppgrtunltles away.
~ .Disbanding orchestras,
. theater groups,

folding.
dissolving opera
Qampanles, and failing art gal-
lerles become more numerous in
Ecnnomically depressed times.
The greatest challenge to arts

- managers is to find new ways of

obtaining support for artists
and their work in the face of

" rising costs and inflated markéts.

ERIC
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On the other hand, there should

_continue to be more and more lei-

sure time in our society. Pro-
grams need to be developed to
include avocational and amateur
involvement in the arts without
threatening the livelihoods of
professional artists. Arts mana-

‘gers will be needed to develop

these programs.

- Financial support by the govern-

ment of arts programs has in-

"creased recently, although con-
tinued support depends on legis-

lation. Arts managers are needed

to work on government commissions,

councils, and agencies for the
arts, as well as to lobby in the
legislatures’ for laws helpful to
all kinds of artists. '
School systems generally are
placing more emphasis on arts
programs now than in the past..

Qualified managers are needed to

help school and community pro-
grams grawi .

Arts managers must constantly
be aware of what is new in order
to provide artists with new oppor-
tunities to work. Consider for
yourself how an arts manager might
help artists working in these
areas: .

* Performing ancient music on
authentic replicas of ancient
instruments: /

Street theater
“Computer art
. Craf;s i
Video synthesized images
. Television the%;gr
Electronic musi: ' -
‘Modern dance | V
* three-dimensional
»r beams.

Creation
images ¢

These areas axg-still largely
unexplored. Audiences need to be

' developed for new forms of art,

and arts managers must -rise to
the task. ]
ing so.that advanced technologies

‘which formerly might be used by
- military, industrial,

or commer-

_ecial interests mow might just as’ -

easily find artistic” expression.
The laser is-a good example. It

. can send messages: to the moon and

back, and burn through metal:
the laser beam could be used by

a sculptor as well as an engineer.
As technology -is applied by art-
ists to new art forms, arts mana-
gers must help develop a new
audience dand a mew market for the

.artist and artwork.

But

Qur attitudes are chang-
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' ‘ments,
, 'settling disputes among musical
' artists,

" For some people music is big

business -- the music industry.

.~ These  are. the people who bring
. the work of the musician to the

market place to. make a profit.

- The relatlonshlps among people .

. in the music business are very

complicated -- indeed so com- |
Plicated that many lawyers earn
their livelihood arranging agreée-
writing contracts, and

Tecording
agents

. publishers,

companies, film companies,

.- THE MUSIC INDUSTRY

large clearing house organizations

- have developed solely out of the

need to keep th;ngs ,tralght.

lt;es and perfarmance fees from

radio stations and in turn. make

A payments to the copyrlght owners.

There are two main- thlngs to
keep in mind about the-music in-

- dustry:- 1nterdependence and
5§eculatlgn. e -
Interdependence: . No,pne;Sséect

of the music business can sur-
"vive -without the others. Art-

ERIC
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_publishlng compariies.
_ers may have interests in record-

“houses. -

“'The wholé:picture is blurred

_etc. __ S S

even more by the fact that record-’ .

ing ‘companies: are often owned and
operated by movie companies Who

- might also own-and operate music
Also, -many

publishing companies.
famous composers own their own
Broadcast-

ing companies and music publlshlpg
Famous recording stars

may even own tHgir own record

"companles and publishing houses.
There are more than encugh com-
; blnatlons t0 boggle the 'mind.

Bu51ness deals involving copy-
rights, recording licenses, and
royaltles are so 1nv01ved that

— ists and composers depend on. -

: publishing and recording and
vice versa. Each provides the
other what it- ‘needs. - The artist
prov1aes a service to the record-
ing -company which in’ turn pro-
‘vides .the artist with advertis-,

. ing and public exposure. A
record doesn't .sell well unless
the artist is famous, but. the
artist. can't become famous un-
less the record sells well.- A
record that is attractively
packaged, well promoted, and
played over the radio stations
‘owes its success -as.much to the
record company -as tD the artist
on the record v



Speculation: This is the busi-
ess Tisk factor. ~ In music,

- /just as “in fashion, in popular
?fllterature, in movies, and in-:

I Espe-
. ,11y in popular mu51c, the -
';successful ‘business: operator

‘must’ second-guess the public
taste.

- between a momentary fad and a
. long- term. trend in Drder to
“make ‘wise decisions. Record -

" and publishing companies must -
have the financial resources
to underwrite the risks of

- recording and ‘publishing, -

" which are far too costly for .
most musical .artists.

Music Eﬁsiness'@ccupatiéns

A Eartlal list’ Qf the k;nds Df

‘(arranged by the areas they are
-concerned with) 1nc1udes '

lA' Publlshlng

R “publishers . -~

- Editors’ .
Arrangers - Copyists
Composers and Lyricists
Autographers ]

Graphic Artists . . .
Wholesale Distributors
Retailers
Copyri ght Expert 5

By ' . (Most music prlnting is-
' : sent out by publishers. to
. independent printing com-
> panies who-do general off-
' set printing.) '
* Recording
Producers
Artist and Repertalra
Persons
.. Recording Artists

ey

‘ . television, thegcansumlng public .

- Arrangers.

‘"Side-Men" - Studla
T : Mu51c1ans

-Recording Englneers

A record: prcducer must -
.'be able to tell the difference

. occupations .in the music business

1Graphlz ATtlStS
Promoters eJ,__;

. Eroadcastlng _— oy

Broadcast DlIEEtDIS

- Pragrammers s :
Annauncérs and D15c Jcckeys
Recard Librarians . :

“~*“Concert Productlon

Managers'
Agents
- Arts Managers .

Other areas of the music busi-
ness 1ﬁc1ude motivational music

- (1ike Muzak or 3M), and’ productian ,.Ai

of muglcal commerclais

“The mu51§:;ndustryrdepénds.pn.
several institutions which help
it ‘function EfflCléntly and

Y legally:

Library of Congress CoPyrigHE'
Service AT ' '

Performlng nghts Socletlés
(ASCAP and BMI)

_Mgéhanizal Llcen51ng Agenc1es*
- (Harry Fox Office)

Musicians' and Performers' :
UniGﬂS'(AF of M, AGMA;.AFTRA;--
AEA, etc. ) '

These 1nst1tut10n5 are of such

great importance to the_mus;c 7
industry that hardly any part of

it can function without them.

 4§3




- 28 years.

e Copyr;ght SEIVlte
ffcf the lerary of Congress

fThe:copyr;ght law:  as/ soon as a

ﬂSbng_liscomposedﬁlt is- protectedﬁv_ﬁWSuch_amwork ;En#béﬁfréelf peré

It

,by "common law copyright."

- is-illegal for anyone [to print

,},coples or make recordl'gs except
w1th pe:m;ss;@n of the author or

: The copyright is like

a plEEE of property w'1ah can be

;asslgned to someone by a written

<dacument or bequeath d in a will.

A Copyrlght llteralgy means the
"right to copy." The law gives

the COPyrlFﬁf hol er the- exc1u51¥e

rights to
ip . ?
| rlnt and‘Publlsh cop es f,
* Perform the work in p ublic
for profit /

- Make sound recordlngs of :
© the work L

Mak2’0ther ver51ons or
arrangements of ‘the work.

‘When a music publlshlng company -

wishes to publish a musical work,
it must obtain/ the CODYTlEht

~work

. rights societies: L
Society of Compcsersg Authors, and °

_Music,’

formed, re rded arranged and
prlnted S '

for publishing firms, com-. -
poserS, recording compaﬂles per-
fo:ming rights organlza§10n5 fllm

and many other companies re-

Copéﬁ}ght éxperts and ﬁéwféré,

. search;ng copyrights, d#aw1ng up

fcantracts, and even bringing court
action agalnsi peaple :

The copyrlght law 15 extremely
complicated and many changes are. .
being considered. The copyrlght -
service of the Library|of Congress -
will provide 1nformat1 n on re- -
quest. e : . f

Performing nghts Sgclet;es.

There are two pr1n21pal performlng 
ASCAP (American

Publlshersj, and BMI (Broad:ast
Incorﬁora'ed) These gens

s After negotiating an agreement

. or contract ‘with the composer or
writer, the publisher feglsterﬁ
‘the work.by filing a form with °

‘theé lerary "of Congress- Copyrlght
Serv;ce.v When' the Library receives
a copy of the best printed edition,
a-certain form, (Form E for musi-
cal work), and a fee, it sends
the. publlshef a certificate prov- -

" -ing ownérship of the copyright.

This service provided by the
Library of Congress gives the
“entire music industry one central-
1;ed source of copyrlght informa-
tion.-

A work is prctected under :opy-'
right for an initial period of
. "After that first term,
* ‘the copyright can be renewed for _

44

cies -act -as clearing heuses ‘for’
the colléction and payment of per-

. formance fees,.one of the 1afgé5t

sources of mu51§al 1ncome.= ,

made ta the capyright holder for
the right to perform music for
profit. Night clubs, large hotels,
tEléVlSlon radio, cor live.con-
certs are the kinds. of commerclal
users of music who must pay these
-performance. fees. Without per-
forming rights societies like
ASCAP and BMI to collect and dis-,

" .tribute these fees, each perform-
. ance would have to be\lnd;VIdus
~ally contracted.

Thé\resultlﬂg
delays-and 'the chaos would seem
minor next to -the preposterous
_amount of paper and accountlng i
work .that would have to be done.-



The next t;me you hear & song

played'on the radio, remember that’
‘the station has to pay a percen- .
tage of its receipts to a perform- ™
ing.rights society for the right _

to play that song on the air, and.

? :that the performing rights society
_pays the zopyrlght holder.

M@st performange fees are. pald
for the use of music for profit.
In the case of musical shows, how-
ever, 'a royalty ( a performance

-fee) must be paid to the copyright
"holder regardless of whether the
"show- lS’Put on for proflt or not.

A Mechanlcal Llcen51n§ gency

=

t If a récordlng company wishes to

make a recording of a copyrlghted

. composition, it must get permission- - -
- from. the owner of the copyright. :

Perm1551an is; given through an

,'agen:y like the Harry Fox Agency
‘in the form of a "mechanlcal 1i-

cense" which authorlzes the com-

vf.pany to make recordlngs ‘of the

composition and requires it to pay
so much pe¥ record to the copy-

.. .sought.the.

Unions

"Like their counterparts-in other '

workers in music have . S
.strength _and.protection . "
The following list of -

industries

of unions.

"mpmrtant unions indicates the"

“kinds of musical: workers who be- "’
1ong to each: : )

° Actor! S’Equity'Assoéiaticn:}
C"Equlty") - actors and per- i
formers in musical comedy - & = - . ..

. and 1light opera -

* American Federation of Musi-
- cians (AF of M) - most in- .-
strumental musicians ’

* American Federation of Tele- |,
»‘v151§n and Radio Artists =,
_(AFTRA) - singers .who make

phonograph récordlngs

* Amerlcan Guild cf,Mus;cal»__ R
Artists (AGMA) - -solo concert .~ ;/
.artists and singers in opera : "/
* Associated Actors and Artistes
of America, AFL-CIO - wvariety
‘artists and other performers,,'
-and 'also serves as a coar—? ’

‘and BMI.

,;hEA**
L E

i ght-h&lder-as—?g

collection .and paymen
fées in a similar| man
The Harry
also provides researzhlng,of fgr-x
eign copyrights for recordlng and

publlshlng c0mpanles T

" The next time you buy & record,

.. Temember-that the price includes

a few pennies.paid through the
Harry Fox Agency to the copyright
holders of the songs on the Trecord.

=

: —dinatlngxunlon for several
chers :

1

Thréugh collective bargaining,

‘unions have won many ‘improvements

for the workers they represent.

Most 'importantly they have set .
standards for contracts which are
agreements between employers ‘and =
employees. They have also set the.

- minimum pay rate for musicians,
‘what the trade calls "union scale"

(currently $100 for a three-hour
non-symphonic ‘recording sessioh . - . .

‘for AF of M members).




| R;ghts af Capyrlght

Dwners _—

Music Business ;ﬁ§;§=9raducts for Consuners|__y Copyr

" THE COPYRIGHT LAW D T MSIC BUSTAESS ~

kot

To p:int’ aﬁd"pul’:_alish o

Publishing |

Sheet Misic

To make arrangements
af the Work |

 ':Pub115h1ng and
| recardlng

LArrangements and
:_recards

To perfom the work
~ in public for profit: .

Concert Management

Brcadcastlng

Live perfornances

 Entertainment

* Television and' .
- radio broadcasts

To nake sound record-
ings' of the work

Recording °

. Motion pictures

Background music

‘Records and tapes
Filmsoundtracks -~ [ %
- Background misic in
- restaurants, stores, .
. airports, etc.




Payments t@

raducts far Egnzumers _{>Capyr1ght Dwners.

..k
yE

tD c@mpaﬁér

]

RDYalties on sales - '_;j

mi—— - e p———

Arrangements and

recards

MEﬁhan;cal llQEHSE
fees and rﬂyaltles

‘Live performances

~ Entertainment

Fd H

Television and

“radio broadcasts,

) Perfarmance fees B

zallected by ASCAP
BMI, or ‘other perf

x'farman:e right
iEEElEtY |

11-;4% ' =
szgraund mu51c

1. _Reﬁords and tapes
[Fllm suundtracks

' Background music in
restaurants,- stores,
‘airports, etc..

"=Mechanlcal llcense

fees cnlleﬁted and

paid by llcenS;ng

agency . such.as the

Harry Fox Age“?fuf _1jA* .

ght_guarantﬁed_

roduct . and: money ‘paid to the owners of the capyrlght

cépy ght owner under the law results ina

Fram

g&@pnrtant the .copyright law and service is; you can alsa see
gﬁts and mechanical rights. agenzles ‘are in callegtlng and

ht hnlders
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;artlsts wauld Shsre in royaltles
ived by publishers and com-
r,pasers" ‘Musicians'-unions are
Hrgalsa concerned with tax reform,
7$and gampet;tlcn by foréign musi-
.. cians, espec;aiiy in the record-
~ing -industry. It is characteris-
“tic'of all artists, not just

Thlere are four ways that a new
gng or musical work moves from
e composer to the pub11C'

Publlsh;ng

,Recgrd;ng

L]
"

Bfaadcgsting'
lee performance.

~ At several steps along the wa
thesé separate ways are related

ally by a business agrgement.

As a member of the music-listen-
"~ ing public you must be aware of
-the ways you hear new songs. .
‘most likely source of mew music .
. is the radio or possibly tele-
”ﬁVlSlan, next comes recordlngs )
:which you buy; then live concerts
‘that you attend, and, finally, -

- to play or sing.: The ‘same song
" can (and -usually) does move
- through- all pflthese,:cutes,

Aruitoxt provided by Eic:

" or corinected ifi some manner, usu-

Thex

’-sheet music that you buy_and - 1earna

i

4 0 T . =

musicians, to work at their craft .
or art regazdless of whether or ’
not it pays well just because
_ théy love dalng it. There are,
however, plénty of peaple arcund
who are willing to exploit fc
.'their own profit: the musician'
- Iove of music. It is”to-protect /
- musicians - from’ this explcltat1an
that the unions were - formed.

K

/.

A

. »
R TO THE PUBLIC
EU Reccrding

¥

Recnxdlng companies - vsry in size -

. and prest1geifrom small outfits
made up of a handful of people to.

" large conglomerates with. thousands
of employees. There have been’ = .

" .examples of amazing growth such as
the Motown-Company.: ~ In Detroit,

, in 1957; ex-assemblysline worker .
Berry Gordy borrowed $800"to start
whatis- now one of the.most power=
~ful companies in the popular music

,,,,, However, for every suc--

cess st@ry like :that of Motown, .
there are hundreds of failures: -
recoxrd compan1es cannot survive

"very long w1thDut a hit. i.“ S

The jobs llsted on.page 38 are

“usually found in maderately suc-
~cessful recnrd companies. - The
same work is done.in all record
companies, but in smaller cem- .

- panies the same person may have
several responsibilities.- The
same person could produce, pro- ,
mote, and: advert;se, or one person
could be both engineer and mlxer
in a smaller company. .© .,
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1rlng and between Iecordﬁ'
ng:sessions. He may negotiate
contracts, clear me:hanlcal 11—
censes, .check- copyrlghts, and
,1nd ways to. raise money.

- A praducer usually has had ex-
;perlense managing time, qulpmentx
-and:people. ' In order to be ef-

"/ 'stand.the needs of musicians as
well-as’the ways of the music
business.. A Ieaard produger needs
"personal contacts.and sources of |
information among broadcasters,

. concert managers, publishers,
musicians,; and pramoterS, He/she
-mist know about the’ latest record:
ing techniques and the latest
_equ;pment. . .

/'

. Lately, the record 1ndu5try has
" seen the growth of the indepen- ~
dent record producer. -''Indepen-:
"dent" refers to the fact  that the
N producer is not on salary at a
-\ recording company. An_ indepen-
s dent producer may use his own
'\ time, money,.'and expertise to

; thgn sold to’a major record com-
. pany for commercial production.
This! type of free-lance producer
is free-to deal with several re-
cordlné\companles " By providing
record EOmpanlez -with a ready
~made product, the ;ndependent pro—
- ducer saves the companies the -
trouble and expense of all but
the final stages of manufacturlng
and dlstrlbut;on. . .

[

Aruitoxt provided by Eic:

’_‘must listen to all of
. must, audition new
- talent,

~fective, a producer should- undera-

'ketabll;ty

‘produce a master Tecord which is .
. their managers, agents,
‘moters.

\ -

Artlst and Reperte;%g Persnn

L

Most large record cempan;es employ
artist and repert01re persons or-

¢ . as the trade calls them, "A § R"

'Their job is to decldé

whlch Tecordlng artist should:re-
cord what music. - The. "A & R maﬁ"
the demon-

stration tapes
look at the manusc‘lpts
and Pr@feSSLOnal copies of new.
songs and decide which ones ‘are

- .going to ‘be. warth the ﬁcmpany 5
- “time and money.

(the particular kind of music t
company records), but hi:
are usually public taste and. mar-

toire. pergan must know what the

.'publlc ‘will buy not: just.today

but six mOnths or. a year in the

1futu:e.

It 13 the artist and repert01re_

"pEISDn s job-to: make the connec-

tion between promising matérial

 and.promising artists and to in-
“terest praducers in new sounds and

talent._

In a record company s office

- bullding, the A §R person 5 .of-

fice is easy totflnd It is the

‘one surrounded: by the hopeful re-
‘cording stars,:

composers, and
groups of tomorrow, along with
and pro-
The artist and reper-
toire person's job is to discover

. ‘new ‘talent, but much of his/her
“time is spent insulating the com-

pany. fron, the not-so-talented.

““The ‘A g, R man is~
respons;ble for . the ‘company .- scund;hf'~

'acncerns'

An’ artist ‘and Ieper-{-
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'af"here teﬂay, gone tomorrow "l'x
“Measy ‘come; easy go," and "ma Y
‘are ‘called, féw.are chosen,' ar
I;expr3551ans often” heard from re-\ .
1A~card;ng artistsi;x ' :

- repertcire persons.
~mal training 'in music seems. to

=3

Descr;blng all the dlfferent
ways--of becoming a recording art- -

ffist would fill the pages of a f
large book.
‘a'recording artist.is a matter

-4

Bas;cally, becomlng .

of -arranging for' expasure to .
record: producers or artist and
.. Serious for-

have little to do with'success,
since many .5uccessful recardlng

" artists are mus;callylllllterate,
especially rock and roll and coun-

try and western stars. Their in-

ability to'read or write music
"is no handicap in_a business that -

depends so heav;ly on ;mage crea-
tion and: advertising.. “Many songs |
today are not actually written

down until after they are record-

“'ed, when a “trained musician W111

be hired for the task

' Ohé_devide that is 1ndlspensable”

to a recordlng artist in further- -

ing a careeF is''the demonstration
'record;ng,

or "demo record."’ ‘
Many sounds on today's records

- can’ only be .produced -in. a record-
“ing studio on advanced electronic’
equipment.

It is sometimes im-
possible to demonstrate ‘live to

an artist and repertoire person-

or- producer that a sound or song

.is marketable -- that it w111 sell
jFurthermore,;many produgers and

A & R persons cannot read music
themselves. 'An artist who can

~show & professionally finished

o

 product Has. a big advantags over

‘be

fcondu:tlng

one who cannot. ' A demanstratlon‘
record is. very. expen51ve to pro- -
duce and. can be'a ri sky 1nvestment
of a great deal’ of ' money; but it

is a necessary -tool for the’ advanﬁé-'
ment, of a- rec@rd;ng artistj

- The arranger 5 Jab is to make ‘a
musical. arrangement of a tune to
be recorded and to cond ct the

o

e arranger's JOb is sometlmes

d ne by one of the’ mu51c;aﬂs play-
ing\ the ‘session. An arranger must
| thDroughly trained- mu51clan,
.espedially in’ grchestratlon and
‘The treat1v1ty of

the arranger contributes greatly ‘
to. the 'success 6f’'a song.” The ar-
ranger may- 51mply change keys, or. -
may make an elaborate. orchestra-
tion.. Some: arrangers ‘may-also
work for publlShEIS ‘preparing
tunes 1n various forms fox prlnt;ng

v Few arrangers work on‘a regular o
salary basis, although 50Mme are
permanently on call by recording .
‘companies;. most Dthers ‘work free—
lance, comb;nlﬁg arranging w1th

“other mu51cal JDbE ‘in th31r ﬂareerst"

Studlo Musi’ian - "Slde Men"
Stud;n "slde men" Sre the work-

" horses of.the re;ardlng,bus;nessi
They are usually union’ members

" (AF’ of. M) on _.ecall, ‘who may have-
other performlng Jobs. They come:
“into’a recording session to. 'back" -
arrgco:d;ng,artlst. Tcday s ar- .
rangers are making use of a great- -
er variety of’ _instruments than’ ’
" formerly used in popular music..
anservatoryatralned string playf
ers and double-reed players are
taklng th31r pla:es beside Jazz

.

Cﬂféél‘p

s

nusicians at the recordlng session. - -




add h;s part to recordlng

Recﬂrdlng Englneers

What- are englﬂeers ‘doing in a
book on-arts 'and humanities and '
a’'section jon music? - It is
the skill .of ‘the recording en-
gineer that makes possible the -
_ﬁphz_;:al ex15tence of sound ré-
Vicardlngs The. duties of a record-
- ing ‘engineer vary fTom mlcrgphane
- placement: to mlxlng In smaller
- .studios  an engineer may be the

; iny téchn;clan, with many non:.
'1technlca1 duties as well -- for.
‘instance, answerlng the . teleph@ne
_or managlng studio time. - In large
',studlﬂs, the technical work may

be done by a’'staff of trained en-

'

-the. record;ng equlpment worklng
properly '

The recording engiﬁeer must .
know "how. to use microphones-and.
other’ dEV1ces for picking up the
wide variety of sotinds used in
today s music. Recording a piano
and: recording a synthesizer pre-
-sent two. completely different
audio .control problems. The.re-"

_4COIdlﬁg Eﬂglneer must know how

“track studio to the best -advan-:

" tage of the recording artists. -
-.In Smaller studlqs the same engln—
'blllty of."mlxing d Wn",the,var—
ious tracks into twd tracks for
stereo, or four for quadraphonic
sound systems. . In large sound -

© systems—this job is done by a.
“-mixer. ‘Doing. a good job of mixing

and never meet thg ather musicians,

to operate the console of a multi-

51

requires not anif skill.in oper-

. ating technical equipment, but

also a sensitive ear for good’
qua};ty sound. The mixer has fi-
nal“control over the loudness of "

_ the different. recorded trasks, and
must balance .each track to the
-over-all sound as the master tape .
is made

Y

The:ﬁéchnlcal jobs-in. ‘the recard—

L ;ng 1ndustry are very ‘similar to -

other audio:control jobs: in: braad-
.. casting and motion pictures.’. All
of them need techn;cgl training, v
a-knowledge of: phy51cs, electranics,.
mathematlcs ‘and the abll;ty to
‘read a schemat;c drawing -- an’
EIEEtTODIE blueprint. Englneers'

' must'not only operate but also

‘repair equipment. -They:must: keep
up.with the'latest technology,
advanclng ‘their. knowledge. ‘with the
~industry.. For example; Dalby noise

reduction systems are now:in common ' .

use, -although they were ‘only:de-
‘veloped a few years ago. . Stereo-

- gineers werklng as a-team to keep . .phonic sound is still ‘common, but

many studios are now. equipped to
record in quadrophanlc saund

Graphic Artlsts L ool

Record companles use graphlc arts'
ists to make the;r record album
covers attractive to ‘the publlc _
eye.' . In spite of the old saying
'néver ‘judge a. book by its cover,'
most -people do,'.If people Judged

. a record by its sound, then all

the hullaballoo of advertising
and '"groovy' artwork on album cov-
ersswould not- be necessary.

Graphic artists: help present a

‘visual image of the qualities the

record buying public connects with
the recorded sounds. The images
can be used for postgrs or on
.album.covers or in printed- adver-,
tisements-in newspapers and
magaz;nes - . -




Graphlg artlsts who dp reéord

covers have usually: been tra ined
_in art schools. They may work"
free-lance in combination with
‘other -jobs, or they may be on the
permanent art staff of a large
company. as a full time worker, ar‘
part of a 'staff of designers at
d351gn studio’working on other
things besides record covers.

ERIC
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‘see that 4 newrecord is played

on radio stations. The'"promo ,
man,'"as the trade ;alls hlm or her,
v131t5 radlo statlans an ﬂetwarks

gram dlrectors urg;ng them tﬂ play

the latest company releases on. the"'

"v/ e —
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1ir. ‘To insure the success of
he company's record; a promotion

for the sompany

pre recorded
'ccmmerclals .

Pramatlan w@rkers dare always on
ﬁtherlcokout for "hot masters," ‘the
-trade's: term for locally produced
jrecordlngs thaL do well ‘on the
.radio. - The 1arge companiies will
+‘then 'ty to’ buy ‘these masters for
" national distributidn, acting on

- .the advice of th31r promotlon
'ﬂ>AWDTkéT |

A great controversy rageﬂ in’
1960 1nvolV1ng the relationship
-between promotion-workers and disé¢
- jockeys. Many disc jockeys were
‘receiving secret gifts of money ,

cars, or other valuable ltgms in
" return for favoring certain coms
... panies' records during thei “shows .
« After Cong23551onal hearlngs “this :
was’ ccn51dered an unfair practice
called: "payola " and laws were
passed against it. Disc jockeys,
. . progranmers, record librarians,

" as well-as promoters worklng ta—
day must observe the legal- limi-
tatlgns\of “their jobs. The fact
that theése laws are needed shows
how pawerful disc jockeys and
promotEIS‘ﬂan be in 1nf1uenc1ng
record saIESi : : <

News of the recording industry is
reported in special magazines and
newspapers which provide record-
.1ng and other entertainment work-
ers with the latest 1nfarmat10n -
in the industry. Examples are
Cashbox,, Billboard, Variety, and
"Rolling Stone. They are to the.
entertainment field what the Wall
' Street Journal is to the financial

- ‘world: instead of stock quotations,
- Cashbox and Billboard list the

B3
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orker: Will’ ﬁften buy ‘air time -

" many smaller cities

" usually prov;de a-Wide, variety of |

commercials. ~

best- sellingirecérds. From infor-
mation in ''tradeés' business’ peaple
can find strong. .and weak areas 1n
the music market -and keep track ’ - :
of competing companies:’ Anyone f__. -
-~ seriously considering a career in - E
entertainment or popula: Mmusic
should read one of. the trades. to’
find out in what dlrectlons the
mu51c bu51ness is- galng

ERE

‘There are - re:ord;ng stud1os in -
and " large com-\
munities ‘throughout -the country.
Some are small enough to be run
‘entirely by one to three pecple.
Small studios outside large cities

T

Tecardlng serv;ces which znglude.

* Demonstration. records for
local performers,
* Commercials for lacal
'merchants ' _
° Announcenents snd‘statiah". ' -
identification spots for \
- 1ocal -broadcasters’ : C

* Recardlng for local amateur.;f S
music groups

On-site recordings at remote
.locations of concerts: or mu51c_
. fESthSlS TR : S

Audltlon tapes for SLhOOlS
and colleges :

Pradugtlon of master tapes
"to be sold to msjgr record
companies. ;

Some of ‘these smaller studios may “
59&2131123 in one recordlng ser- '
vice, for instance, producing

In smaller cities. -

it is not uncommon to find some-

- one who. packages the whole comier- .

cial for a client. The same per-
son writes Ehe advartlslng copy,




;3cnmpeses music, arranges fur the
“musicians to come and record” the
;:”cammETC1al "and even- partlclpates
g,;n the retordlng 53551an._

-Even thaugh recordings are be-_
.- ing-made ,throughout the country, -

* the majqﬁ league recordlng com-
~panies ‘dre centralized in three
‘eities New York, Los Angeles,
’and‘Nashville (for country-western
_ muslc) There are over 200 record-

‘ing studios listed in the Manhattan
 Yellow Pages and evencmore in- LﬁE
_Ahgeles." '

- Movie Music-

~ The motion picture industry is an
.important user and creator of re--
“corded music. A music publishing
‘" ‘house; recﬂrd;ﬁg firm, and motion -
picture company ‘can-often be owned
-and operated by 'the same larger
corporation. ' Sometimes pcpular
tunes’ are used in movies to in-
. crease public appeal. More often
a movie sound track will be ar-
_ranged, recﬂrded and released-as
a record, to take advantage of
the film's popularity.

Major motion picture companies
employ the same kind of people as
.the recording ‘industry itself to
provide the recording services’
needed for film sound tracks.-

. Producers, ‘engineers, composers,
- musicians, copyright experts,
* record librarians.-- all help

in making' that part of a movie
which may slip by completely un-
noticed, the sound track. L, s

' Backgrbﬁnd Music"

i

" . Another importént use of recorded

“misie is background music in fac-
=-,torl§_§i stores, waiting rcoms,

- Trestaurants, and eéven some-schools.
Many background music companies . -

L.

H
i

“record in their own stﬁdios, but -

“in Eurapean studios where: studio

* ever, do con51de

. From ba:kgraund music to hit re-
. *cords, ihe récordlng 1ﬂdu5try . L
~offers everything -- eXcept PezhapS—j; -

- Wealth and bankruptcy
. just as in fashion, movies, popu- - .|

- of music -- perhaps a kind Df ~' gés,::

the marketplacq

othérs are having music recorded

time and musicians' labor are
‘cheaper. - Backgr@und music Ecmpan=
jes are now using computerized sys—
tems to program their music.. -

Background muélc is’ “now used ﬁ
‘commonly “to prQV1de a pleasant en- -
vironment by masking unpleasant R
noises or by filling"up-uncomfor- =~ i - -
table ‘silence.:: Some people, hnw- :
“such music-as::

Xyet ‘another form of ‘noise pallutlcn,_!’
1

i

M

Rock and Roll is Here to Stay
saMaybe, Baby ca R

P

[

5,

security. The 1ndu5try ‘offers

Howgver, L

lar literature, television and::
theater, public taste ‘controls the
industry.  Public taste ismot- - iy
unified, -so no one compan ,.? -
possibly "corner "the’ mé,ket_ . ‘The
recording bu51ness is-one of fads.
Just as. sw1ng=mu51c, be—hap, boog-
ie woogie, and others before: it,.
almighty rock and roll will even- - *
tually give way to another kind..

music nDt even Dn the Sﬁene yet
.‘ o '

Publlshin"

The muslc publlshlng ;ndustry
carries the composer's work to.
in prlnted form..
In order to carey out its bus;ness,
a publishing company must have con-
trol of two of the rights' guar- .
‘anteed the . capyrlght holder -- o :
printing copies and- maklﬁg e e
arrangements.;
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ing firms,

__The publi¢ very seldom sees a

song in the form originally made
.by "the composer. As a piece of
music is handled by different
members of the publishing indus-
try, each worker contributes his
or her own talents to the final
. form,

Publisher

By listening to new songs on demon-
stration tapes, talking with com-
posers, and- looking at their man-
uscripts, publishers decide whose
music will be published. After .
accepting a work.from a_composer
for’publi:ation é'publisher nego—
bﬂut payments of royaltles and
the format of arrangements. The
—_publisher must _also _iron_out. any
problems that arise from:copyright
infringements. In large publish-
copyright experts:or
legal consultants may help with
ccntrazts and copyrlghts.

Arranger

An arranger's_job is to-make mu-
sical arrangements of songs in

. preparation for public use. A
clever arranger will be able to.
‘make several kinds of arrangements
‘for piano solo, vocal, choral,

. instrumental groups,,or:hestras,

even marching bands. Sometimes,
an arranger will -make "easy"
arrangements of difficult songs, .
or "low" arrangements of songs
'with high ranges. Many times an
arrangement will require more =
creative effort and time than .the .
-original compos1t10n

A

An arranger must be a hlghly
trained musician in theoretical
musical practice;. in harmony, and
orchestration. He or she must

. know the strengths and weaknesses

—body plays all the time are pre-

_of all the orchestral instruments. ._ . . _ ___

This training is best obtained in o
- a conservatory of music or.as an :
applied music major in college.
For some specialized kinds of ar-
rangiﬂg, such as marching band,
experience should supplement for-
‘mal training. ,

An arranger must be tareful to
tailor. the arrangements for the
use intended. A school orchestra
arraﬁgement of a popular song that
be avalded by teaﬁhers in favor of
one written in C or B-flat.~How-
ever frustrating it may be to the
arranger, only "safe" and "easy"

" keys sell well. Also, arrange-
‘ments for school groups with long
‘rests’ for any of the part$ do not
do well. Arrangements where every-

ferred. These dare special concerns
of arrangers of music for school
use, but arrangers of other kinds
of music also have their own
_special worries. '

Arrangers in publishing may have
salaried positions on a staff, or -
they may work on .a. free-lance
basis.

Editor

The editor's business is detail.
Misspelled chords, misaligned
words, incorrect key signatures,
awkwardly notated rhythms, stems
going the wrong way, and hundreds
of other careless mistakes which
can slip through waste rehearsal
time, therefore, money. Musicians
prefer to use clearly printed,
correct editions.which are the

work of responsible editors. -

" Training for an editor's job can

best be obtained by first working

.as an assistant:in an editorial

department of a large music : e
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"countries and

publisher. An editor should have
“an advanced degree in music theory
as well as a thorough and practical
knawledge of the conventions of
music notation.r

Autogra her

(Pronounced au-to- grapher)

Using a  music typewriter, special
pens, transfer type, and other

tools often associated with gra-
phic artists, the autographer pre-
pares the autograph -- the final
form of the music before the print-
ing by photo-offset methods. This
job requires the ultimate in pa-
tience and attention to detail.

An autographer must know all of
the conventions of standard musi-

-~cal notation, which means musical
_training plus apprenticeship.

‘Photo-engraving and other gra-
phic processes,- such as photo-
lithography and photo-offset

" printing have all but eliminated

the time-honored craft of engrav-
ing music .on copper plates by-
hand. Many large music publish-
ing companies are finding it more
economical to send music autograph
work to Korea and other Asian .

to Europé where .
such work can bé done very cheaply
by experts. '

The Phato:oDy Connection

Music publishing companies as well
as the composers to whom they pay
royalties are suffering many in-

.. fringements against.their .rights

under the copyright law from the
wide use of copying machines. To
copy, by Xerox or other methods,

a copyrighted work is against the
law, and the same as stealing from
thg\copyright holder.

Broadcasting

The broadcasting industry provides
new records with their first pub-
lic exposure. The first stop for
a newly released record is usually
a radio ‘station. Record companies
and broadcasters alike are aware
~of the relationship between record
sales and the number of times a
record is played on the air. For
more, information about jobs in
broadcasting, see the section on
radio announcers, including disc
jockeys in Exploring Theater and
Media Careers: A Student Gu1deboak
Radio stations employ programmers,
disc jockeys, audio-controllers,
and record librarians, as well as
other people who need no special
musical ability. 7

Qrsc_m ckeys

:Special schools of broadcasting .

exist for the training of all
‘types of_ radio announcers, and
. some two-year colleges give assoc-
iate degrees to broadcast workers -
they train. .A disc jockey must
keep abreast of current events in
all areas, but especially in the
music field. " He/she must deal
with promoters from record com-
panies, (see promotion workers) and
fulfill other duties when off the
air, such as filling out program
logs. '

Record Librarian

Duties of a record librarian are

to keep, organize, and “locate T

recordings- for. programs to be
broadcast. Responsible for thou-
sands of recordlngs, a record
librarian supports the work of
disc- jockeys and programmers in
large stations.
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Programmers are responsible for
selecting music to be played on
radio shows. In smaller stations,
disc .jockeys themselves must do
this job. Selections have to be
timed -by the pr@grsmmer to fit in
with newscasts;— ﬁtaglon identifica-

tions and commercials.

Agents and Managers

In the popular music business,

~musicians, who are seldom trained

~in business,

.decisions.

.seek professional
managers and agents to help them
develop careers and make business
These important jobs
are often confused with one
another.

‘artist.

factotum or "dg all." Protecting
the artist from unattractiye offers
is a.valuable service performed by
some managers. Others administer
publishing companies owned by the’
" Managers oft®n have so
much authority from the artist

that they handle all, even-personal
money matters. Féi‘}hese compre-’
hensive services, a manager re-
ceives anywhere from . ten to 25
percent of the artist's income.

"There's No Business Like..."

Show business has always been big
business -- and expensive business.
The income from box office receipts
must go to pay: :

Rental of score and parts

~ _Royalties to_authors, direc= =

Agent

An agent has the responsibility

-of developing the long-range plan
The agent,

of an artist's career.
whether working as an individual
or with an agency finds employment
or '"bookings'" -- engagements for
the performing artist. Negotiat- .
ing contracts and collecting fees
from the employer .and paying the
artist are all facets of the™.
agent's job. An agent is usually

serving several artlsts from whom
he/she receives a.commission of °
ten to fifteen percent of the
. fees collected. A
- \\,,
Manager N\
, . \
In contrast to the agent, the _
'~ manager handles the day-to-day N
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development of the artist's career;'
offering personal advice and gui-
dance. Many managers help with
both creative. and business deci-
sions. Some travel everywhere

with the artist and act as

tors, designers.

-Salaries to cast, musicians,
company, business manager,
production secretary, assis-
tants, theater party repre-
sentatives, stage hands, and
‘other technical workers
Expenses of theater rental
and advertising

Returning ‘the investments
of financial backers.

The cost of producing an original

~Broadway show is approaching such

proportions that writers and pro-
ducers are often forced to create
shows which can be inexpensively .
produced. Large choruses, or-.
chestras, and companies Df dancers,
and elaborate sets and costumes
mean tremendous costs. . Shows now

“being produced on Broadway and in

theaters across the country are-

often economized -- done without

large orchestras and choruses, on
simplified sets.



HOW A SONG GETS TO YUU -- AND WHO GETS IT THERE

With a basic knowledge of the song is traced frem:person to

musicians and business people who - person, from procedure to procedure,
bring musié¢ to the marketplace, . from agency to agency, until it
you are now ready .to trace a song ‘reaches -the public in each of. the
from the composer to thé listener. - fouir ways-controlled by the _copy-
In the steps outlined below, a right law.

Lo

- ®* Recording Artist writes new song, makes demonstratlon

tape, and brings it to Artist and Repertoire Person
" ("A & Rman"). As soon as it is written, the song
is covered by "common law copyright,'" so no one else.
‘may make copies or records of it. To prove he/she
wrote it first, the writer mails it to him/herself
by registered mail in a sealed envelope, or files a
form with the Copyrlght Service of" the Library af -
Congress. .

: e Artist and Bepgthize Person recommends song and
e s e =gy ti St to-Producer-who-begins-Tiwingup—tatent T
x A - thraugh Agents, including -an Ar,an er and "'Side- "

C ' ‘Men.' -

i_AR§§q¥§;Dg Artist -assigns, copyr1ght to Publisher who

~.obtains registration certificate from the Library
. - of Congress. :

e Recording Artist, -?ubllsher and recordlng campany

negotiate contract through the Harry Fox Office

far a mechanlcal reprcductlaﬂ llcense needed to

e* Reaordlng session held 1nv01v1ng at least.these
workers: Producer”, Recording Artist, Studla Sldemen
Arranger, Recording Engineer, Mixer, Techni
Recording artist-is paid an advance against future
royalties from record sales. Mus;clans and others
are paid only far the session. Dthérs may be on

e Tape master is trdnsferred to dlSC master and actual '
e -~ records are pressed. e e

¢ Promotion Workers strateglgilly time the release of SR o=
a new record so that it doesn't compete unfavorably '
with other records of the same company, and so that
an advertising campaign can create anticipation.

* - Points at which developed musical skills are necessary.




Promotion workers visit Disc JQckeys and radio E;pg

Directors pushing the new release and buying air time
for advertising.

The record is distributed and sold in record stores or

Radio broadcasts of copyrighted music result in payment
of performance fees to ASCAP or BMI or other performing
right organizations, who, in turn, pay the copyright

. "Trades'" indicate that sales are good.

Publisher negotiates agreement with Recordlng Artlst
and recording company to produce sheet music.

'Arranger develaps arrangements ‘from lead sheet and

recording” for plano vocal, and instrumental ensembles.

" Editing department prepares -arrangements for printing

using talents of Copyist, Graphic Artist, Autographer B
Proofreader, Editor, Printer. ‘ _ -

_Sheet music distributed and sold_ _in mus;;_gtar,,n_bq:::,jawgzzzé_w,,,

"Royalty paid on each copy to the song writer by the

Publisher sends prof3551onal copies of new arrangements

P B R

_to professional Performers who add it to their acts in

large hotels, television, and concerts. Each perform-
ance for profit means a fee must be paid to the Eopy-

Movie Dlrectggrneeds the new song . as part of a sound

_track for a new film. He must negotiate. for a syn-

chronization license with the copyright holder in
order to make the song part of the moyie. '

]
- through record clubs.
o
- holder.
®
®
i*
-*
o
publisher.
giﬁ
Tight holder through ASCAP or BMI.
.
.

When, after 56 years (two 28-year terms) the sang 5

'copyright expires, the song may be freely recorded,

arranged and performed. The song . 13 then sald to

‘be "in the public domain."
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- . . MUSIC

‘Actor's Equity Associatien
union for actors and other
formers in light opera and
musical comedy ’

per-

- Advance - money paid to recording
~ artist against the income of a
record. As a record earns mnney,
" the. company deducts the advance
and the cost of maklng the re-.
cording before paying royalties
to the artist.
"AF of M (American Federation of
- Musicians) - professional mu-
sicians' union-‘for instrumen-
talists ‘ :
AFTRA (American Federation of
_Television and Radio Artists)-

BUSINESS TERMINOLOGY

B

Associated Actors and Artistes.of
America, AFL-CIO - union for
many performing musical artists
(affiliated with AEA . AGMA, '
.AFTRA)

Autographer - prepares music in
fiﬁé14f6§ﬁ for printing

BMI (Broadcast Music,
- performing rights
similar to ASCAP -

Co Ezr1ght - the right

coples

Incn

rpora ted)
organiz :

ation
to prgduce

Copyrlght Law - restricts prlnted
copies, public performance for
profit including broadcast, -
recording. Original works are’

. union representing singers. wha
make recordlngs

~Agent - plans long-range careers
- of recording artists, finds °
emplﬂymﬁnt negotiates contract

';AGMA [Amerlcan Guild of Musical

Artists) = union for solo con-
cert artists, and singers and
-charalists in opera
%

Angel - person who finances a
Broadway musical show, the cost
of which can approagh $1 million

Artist and Repert01re Person
("A § R man'") - works for recard
. company deciding which artists
should be recorded and what-
songs they should record

ASCAP-(American Society -of -Com--- — -~ -~

posers, Authors, and Publishers)
--a performing rights organiza-
tion which colleécts performance
fees from radio and television

stations, theaters, music halls,
hotels, and concert performances

60

“'protected by 'commom law'' copy= T
right from the moment they are
written.

Copyrlght Serv1ce, Library of
Congress - filing .a form with
the Gopyr;ght Service ‘'secures a - - |,
registered copyright certificate. ,
The term of copyright is 28
years, Tenewable for a SEEOﬁd
28- year term. Se

Copyrzgp; §peclal;st (Copyr1ght
Expert) - works with recordlng,

~ film, and publishing companies
résearching=and securing -copy-
rights. and mechanical licenses

Demonstratlon Record ("Demo")
recording made by artist, com-
poser,. publisher, or anyone,
to demonstrate the potential ===~ -

worth of a song or artist or
group

Harry Fox Qffice - clearing house
organization which issues me-
chanical licenses, collects’ feesg
pays copyright holders, and

~researches foreign copyrlghts




W-Mana

Lead Sﬁegt - Hénﬁscript version of
a song which includes melody,
1yr1cs and chDrds

Library of Congress Capyrlght )
 Service - registers music, poems,
plays, books, etc., and issues

‘Ieglstratlon certificate as
‘proof of control of :copyright

. (see Copyright Service, Library -
of Congress) '

er - prov1des day-to- day
guidance for® recording artist,
may control money and protect
artist from unattractive offers

Mechanlcal License - authorlty
granted by copyright holder to
record company to make record-
ings for commercial distribu-
tion of capyrighted'music‘

,Eggala;— unrepﬂr;ed and illegal .
' payments or gifts to disc jDEkEYS

to push the company's records -

.during- radlo broadcasts

Performance Fee-- money pald for
-the right to. perform or broad-
cast copyrighted music for’
profit,

. Producer, Record - arranges and

manages recording sessions
- either for record companies
or- independently

Promotion Person - works for
record company visiting disc
Jackeys and radio programmers

promoting the company's records,

may buy advertising time on
radio stations

:Publicmpomain - when a copyrlght

. rlght

. collected by ASCAP and
- BMI LA o

expires, a work is said to be
“"in the public domain.'" _The
work can be freely TECQTdEd and
printed: rr
" the wnrk are protected by copy-:

oyalty - PETEEﬂtagé of sales of.
sheet music or recordings paid
to compgsers or TECQIdlﬂg artists

--Rnyalty, REﬁagpable - Tecordlng

company pays royalties. after
costs of recording and advances
are met

Staff Arranger --in publishing, .
arranges music for publication
as piano, vocal, or instrumental
music; in re:ordlng, makes ar--

- rangements for use in studio
| recording sessions

~call by recording studio who
support recordlng artists at
recarding sessions- :

Studio '"Side-Men'" - mu51éians on -

" Synchronization License - author-.

ity needed by film company to
- use copyrighted recorded music
‘on 'sound tract-of film

""Frades" - magazines ‘and periodi- -

cals published with news of the °
entertainment 1ndustrles, these
perlndlcals publish charts of
the 40 best-selling recordings
in several categories -- popular,
classical, albums, and singles
(examples are Billboard, Cashbox,
Variety, and Rolllng Stone)
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IR MUSIC

One out of every five Americans
‘age 16 or older plays a musical
instrument. That is around 30
million people making music, as
someone said, to-their own amaze- -
ment. Another 10 percent of

== s —-—Americans;—t4-or-15-million-sing-—

ers,belong to choral groups and
choirs. The millions of amateur.
singers and players are the re-
-sult of music education, the work
-of music teachers.

The field of music draws many
people in search of a career.
Among the thousands of students
-who graduate each year from music
schools and colleges, the largest

" “single group chooses music educa-

tion as their work. A smaller
number enter the highly competi-
tive and crowded areas of perfor-
. mance and business. A few take
. jobs unrelated to music, prac-
tising, performing, composing
during spare time. It is safe
to say that most musicians who

- go into performance will teach

" at one time or another. Some
performers give lessons to help
" support their performing. career.
There are different "settings"
_or places in which to teach and
different ways to teach music.

[¥y]
~J

aﬁﬁ

MUSIC EDUCATION

TEACHERS

“anblécISQhogllMusigﬁTeggh;ng

" Teachers working in public school

music departments can specialize
on three levels:. elementary,

junior high or middle school, and

~high-school==-In- mﬂstfﬁﬁhOGI*EYS“f"““m*-f—j—

tems teachers concentrate on -ei~
ther vocal or 1n5trumental muslc.

Instrumental mus;c teachers work

" with individual students, ;small

Qlasses,_andﬁlarge orchestras or
bands. - In many schools, teachers
specialize in winds or strlngs

At the high school; an instrumen-
tal teacher may have several ‘large
groups such as bands or orchestras.

‘Directing these large groups is a
" very complicated job for which
larger schools may need a staff -
of several teachers. -

_ The music director of a. hlgh :
school instrumental program needs
to be

% An organizer
* A conductor
e

A teacher
® An arranger

A public relations person. -




PUbliE or Prlvate

¥7f ] Schculs .

Teachlng classes in
theory, appreciation,
band, orchestra, chor-
us, marching band

WHERE MUSIC TEACHERS WORK

Con ervatarles
ﬁCDlle es

Universities

Teachlng pflvate ‘les-
sons, in voice or
instfument

Teaching classes in

composition, theory,
or history

Coaching rhamber music

Conducting chorus or
Qrchestra

‘Private Studio or '

Community Music School

-or Music Store

Tea:hlng prlvate instru-
mental or vocal lessons
(either 1nd1v1dual or

'grouPs)

DIPLDMAS DR DEGREES NEEDED (MINIMUM)

Music Education plus
certification from .
State Board of Edu-

catian
ALl klnds talented or
not. Some may be en-

thu51astlc, some may
. not. .

Maderate 1ncame,
. fairly secure salary

’ Mcderate income, fa1rly'

ugually Master af'
Music preferred

Students serlously Qan
51der1ng prcfessloﬂal
career

secure salary, per
course or per student

64

Exper;ence and/gr

.diploma from
conservatory

Students 1nterested in
music and usually
talented ;

Mﬂderate or 1Dw 1ncame,

insecure pay, per
student per lesson




N
.

The music director should 15

be: , A

* Able to make out a budget-

‘®* Able to organize a music

~ library

* Able to do publicity

. Ableltn'lnte est new students
in the music, department.

In addition to directing bands,
orchestras, and groups, he/she
may also work on extra musical
productions and shows. A music

" director may have to teach courses

- on music theory., appreciation, or
. history, and .quite possibly super-
‘vise a study hall as well.

A high’school vocal teacher
needs most of the same skills and

ERI!
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“abilities as an instrumental teach-~

er. - In addition, vocal teachers
should be able to read music at
first sight, understand voca). prab-
lems, and know a vast amount of -
music, f£rom 16th century madri-
gals to the latest popular hits.

It helps greatly if he/she is a
pianist.

Money, Degrees, Advancement

Music teachers in public schools
are paid like other teachers. In
most schools this means that a
teacher with a more advanced de-
greeg'like Master of Arts in Teach-
ing, is paid more than a teacher
with a Bachelor of Music Education,

- who has taught the same number of

years. In order to make more mon-
ey and become better teachers,
many music teachers continue to
take college courses at night and .
during summer vacations.

Teachers with experience and
course creplts in administration’
may want to-become supervisors.
Music supervisors have the job of"

overseeing and organizing the music -

programs of entire school systems, -

'Tﬁéy”iﬁterv1ew prospective teach-
ers, attend meetings, and make
suggestions to individual teachers.
Supervisors also try to get good
financial support for music pro-
grams from-the school Board.

0f course, in addition to hiring
teachers, the supervisor may .have
to fire them. Also, financial

support from the school ‘committee
may not come at all.
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':épersan trying to build support

teacher for every school,

&

, ings l +ea:h~wh3n l‘
them ‘do,” some of them don't.

m na* fhere. ‘Some of
The ‘students really

- dont frimprave as 'much as *hey could.

Satisfaction - Guaranteed?

Teaching music.in some public
schools can be a difficult and
thankless job. In some communi-
ties because music is not consid-
ered important, the music depart-
ment is small. Such a situation
can frustrate a teacher who is
trying to build a strong music
program. Often, the music teach- .
er must_become a public relations_

for music in the schools.

In many communities, elementary-
music teachers must move from
school to school, spending a few
hours in each. Such traveling
may be necessary in communities
that cannot afford to hire a music
but it
doesn't make the teacher's job

“any easier.

What's New?

The.ways music is experienced and

taught in'public schools are chang-

ing. In lower grades, new tech-
niques of instrumental teaching
are cfeatlng a demand for teazhers
methad. In vocal and instrumen-
tal classes new methods of .teach-
ing based on the work of Kodaly
and Orff are being used. A musi-
cian planning to teach young chil-
dren should find out about these
and other new approaches to music
teaching.

-Eleméﬁfary Vocal. Tea:ﬁar

Many schools are providing syn-
thesizers, instruments for elec-
tronic music. ‘Synthesizers can
be used in music ciasses in a_ num-
ber of ways, and they can also be
used in science and medla classes.
Future mu51c teachers will need®
electronic music skills to teach
courses which may not exist now.

Music teachers in colleges, con-
servatories, and universities are

als. The highest standards of
performance are maintained in
these schools. Often, performing
professional symphony players will
be part of the faculty of a con-
servatory, combining performing

_and teaching into one career.

“Advanced degrees, Master of Mu51:
or Doctor of Phllosophy ‘#n Music
(Ph.D.) are requ;red to teach at
this level. Accomp
osi teach th21r spea;al 1nstrument_

privately in,indivi&ual'lessons?

Privite Teaehing

- ———

In :Dlleg'
jors are thDSe who concentrate on

perfgrmanEé ofrane 1nstrument or

While some

Vﬁoma or a,degree.
of these students will become per<
formers, many of them will become
teachers of their instrument or

a dl

voice. . Such music teachers work
in farge and small communities,

sorfe teaching in their own studios,

Y
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some teaching in community music
‘s5¢hools. Many use teaching as a

part-time job to support a per-

forming careers. Music stores
often supply studio space to
teachers who will attract. students
who become customers.

A private teacher's income is
insecure. Whenever a student
calls to cancel a lesson, it rep-

" resents lost income for the teach-

les-
two

er. Many people do not take
sons in the summer, creating

.months of very little incomée. A

teacHer who wises a stable income
shauld establlsh a good reputation

" Eetwegn'thngevil
andvthé;Dggp Blue Sea

a
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'For private music teachers,
~cession and inflation can result

Tlmes of EEOﬂDmlC hardshlp are‘
‘difficult for nearly everyone.
Tre-

in special problems.. Someone with-
out musical abilities studying mu-
s5ic can be disappointed at his/her
‘lack of progress. A teacher who
encourages- such a student to con-
tinue is not helping the student.

MUSIC

_ There are many different kinds

of music librarians doing com-
.pletely different kinds of work.
Music librarians work for large (.
perfnrmlng groups like symphonies
or operas.

~ Other kinds of music

i

The teacher, however, may need the
student for the money. He or she
must decide whether to tell the
student to stop music study, or~to

continue taking the student's money
Thé;thg:e- -

Students thinking about music edu-
cation as a career should know that
the population is declining, and
that fewer elementary and secondary
‘teachers will be needed .through the
1980's.’ However, innovative pro-
grams' already mefitioned will create
a demand for specially- tra;ned
teachers. -

If 20 percent of the papulatlon

' continues to be interested in play-

ing an instrument, then there

- should be. work. enough-for privafer

instrumental teachers. Tcday
schools provide much more exposure

to performing arts than ever;before.
Such new programs may interest more.

‘people in.studying music, creatlng
a need for more teachers,
I
A

LIBRARIANS

librarians work. for public librar-
ies or music libraries of conser-
vatories, colleges, or universities.
‘8till othér workers called music

.librarians work at radio stations

keeping track of thousands of
records and tapes.

H
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- Symphony Orchestra and
Opera Librarians

Conductors select music to be
performed months ahead of time.

_ Long before each piece is rehear-

sed, the conductor will. study both
the score and ‘each individual play=
er's part. Changes, corrections,

dynamic cues, bowings, éhﬂiﬁhras—

.ings usually have to be added to
.-the printed parts.
" librarian helps the conductor do

The orchestra

this work. If new parts need to
be copied out, the librarian will
do the job. The librarian also
must keep the orchestra’s library
of music. in order, send for new
music, and correspond with future
guest conductors (to find out
which edition they prefer, or

“whether they will bring their own— -
- parts).

It is the librarian's re-
{ibility to see that each L
ayer has the printed parts
neefled for each rehearsal and

each concert, to tollect music
after rehearsals and concerts,

and to care for music with the

‘orchestra on tour.

'Orchestra and opera librarians
should have a musical background

. in theoretical subjects, -like
harmony,  instrumentation, and * -,

orchestration. They must be able
to write clear, neat, precise mu-
sical notation. A Bachelor of
Music degree in theory from a con-
servatory, college, or uﬁiversity '
is usuallf expected of music li-
brarians. Larger orchestras and
operas may use assistants who gain
knowledge and experience while
helping the librarian.

'sicology.

Librarians for major symphonies

. and opera companies work full time

and make a moderate but stable in-
come. Civic or community orches-
tras use volunteexs working for
free. In smaller orchestras, the
librarian may also be a player in
the orchestra.

The outlook for orchestra librar-
ians is closely connected to the
outlook for orchestras. Many major
symphonies and operas are in finan-
cial difficulty. Hopefully, or-
chestras,will find new sources of
ineome and financial support bene-
fiting not only the players and
conductors;. but also the music
librarians. : 2

Public libraries in large cities 7
and speciai music libraries in con-
seTvaituTries and universities hire . P
librarians with specialized musical .
knowledge. Many music llbrarlans .
combine library duties with schelar- -
ly research;in music. Music 1i- ‘
brary ﬂutle§ would include acqulr-:
ing and catalogulng .DOOksS ; musical

scores, perledlcals; and reeordlngs.

In some libraries- rare books and o /
manuscrlpts will be preserved by -
the librarian and selected for -/

microfilm collections. The music
librarian may also be responsible -

for setting up special exhibits of

books and scores,. arranging for .
concerts, and giving lectures -in
special fields of interest. '

Normally ,unusiclibrarians need
a Bachelor of Music degree, or a~
Bachelor of Arts .in Music, and a
Master Qfﬁﬂibrary Science or Mu-- 7°
The relatively small
number of " jobs avallable to ‘music

librarians pay moderately and

:i_” ,\\l
N

‘ provide a stable income.
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musicological

© help musicians communicate with .

“‘Musicologists are the historians:
-7 of music.
- of the past, ‘often consulting old
~manuscripts and books, to deter-
_mine ‘how the music was performed.
“-Oceasionally, a musicologist will
~discover a piece of music from the
. 'past that has not been heard in
“.our time, and prepare th15 piece }_,7mus1caiogists‘to_teach“coursesfln-

They study the music

in-a modern ‘edition.

_ Musicologists also study the
lives and. times of musicians in
the past to see more clearly the

"relatlonshlps between musicians

and society. o

. The past is not'the oniy'ﬁrea’of
: study. Musicolo-".
gists analyze and write articles .

o, ' MUSICOLOGY AND ETHNOMUSICOLOGY

on the latest miusical compositions

and discoveries. Musicologists

each other. 4

£thn5%u51colagy is the sﬁu&y of .
ethnic music, dance,-and culture.

that were formerly remote, cul-

‘tures become absorbed and lostg.
in our own country
we know almost nothing about the
" music and culture of eastern In-

For, instance,

dlanrtrlbes An ethnomusicolo-. .
gist would have worked hard to

preserve Indian songs’ in some form.

. The twentieth century composer
Bela' Bartok worked as an ethno-

'musicologist making sound:recordf: 7
- ings of Hungarian and other Balkan '
. folk songs;

preserving them before
they were forgotten. He.later

transcribed these songs inte musi-
cal notation and catalogued them.:

-

' As civilization expands into areas

. ' !

1

Many:colleges are {trying to es-
. tablish courses in'ethnié cultures
“and courses that _comlyine science -
and art. Ethnomu51cology ‘uses .
anthropological- toolsLas well as.
musical skills to hel understand
ethnic cultures and music's" place .
in them. A small-demand for ethno-

Black or native American mu51c may

create a few academ;: JOb oppor- 7:7:

tunities.

Job opportunities for musicolo-
gists and ethnomusicologists are
very limited, Most research in

these fields is supported by prl—

. vate foundations and -government

‘agencies who' provide-money-for
specific projects and studies.

Many mu51calog15ts work as teachersr
Cof mu51c history and literadture, or

.as music 11brarlan5.. Some work at
jobs not related to music, often
‘using their own savings to pay

_travel and ‘other expenses. for th313

Iesearch in musié.

Mus;caloglsts ne&d a wide know-
1edge and variety of skills. Com-
mand of a foreign language is a

- necessity to understand ancient

treatises in Latin, .German, French
cor Italian.. Ethnomu51colog15:5'
should know the - languages and
tures of ethnic groups they ar
concerned-with. Studying histdry,
sociology, and anthropology is as
important to a musicologist as
‘musical studies are. Musicologists
usually earn 4t least a Master's

of Musicology degree, concentrating
their studies on the music of a
particular historical period or

- ethnic group

}
=i
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~if the Greek's

" sical health.

" /Music's power to affect moods’and
stir emotions ha:s been well known

for-as long as music has existed.

“Stories about theé music of ancient

Greece tell of the healing powers
of Greek music. .Léopold Mozart,
the father of Wolfgang, wrote .that
mefic could heal
the sick, then our music should’
be able to -bring the dead back to
life. Unfortunately, today’ ’
music cannot dc quite: that much

The healing power of music,
taken for granted by ancient man
and by many primitive societies,
is only recently becoming accept-
ed by medical professionals as a .

" new way of healing the emotlon-
< ally ill.

. Using musical activities 1nyglv=
ing patlentsg the music therapist
“seeks to restore mental and phy-

Music therapists
‘usually work with emotionally-
‘disturbed patients as part of a
team of therapists and doctors.
Music therapists work together
with: phy5121ans psychiatrists,
psychologists,
nurses, teachers, recreation lead-
“ers, family of patlent.

"The therapy that a music thera-
PlSt gives to patients can, be in
the form of listening, performing,
lessons On an instrument, OT even
composing.
a patient regain lost coordination

_Fs

“physical therapists,

A therapist may help. -

‘tivities.

by;teach}ng the patient how to play
an instrument. Speech defects can
sometimes be helped by singing ac-
\Some patients néed the’
social awareness of group 'activi-

ties, but others may need individ-,
‘ual attention to build self-con-
The music therapist must

S

fidence.
learn what klnds of activities are
best f%; each patient.’

. In, addition to working w1th pa—
tients, the music therapist has

,1t0~attend meetings with other
i'therapistg

and doctors who work

with the /samfe patients to discusg
progress/and plan new activities,
Written /reports to doctors about

patients' responses to treatment
 are another facet Df the music’

therapist!s work.

Typical. duties Qf a muslc ‘thera- -

pist/can 1nc1ude

Y Seleﬁtlng background mu51c

,e'

Arranglng for concerts for
or by patlents

Accompaﬁylng and 1ead1ng

singing or rhythmlc activities -

* Teaching 1nd1v1dua1 or- group
mus;c lessans

. Encouraglng mu51cal crgat1v1ty
"in patients ;

* Directing vocal and instru- -
mental groups.

R A

s

g




- .music-therapists work.

.cal doctors, psychologists,
~ psychiatrists.
-be done in studios,:
-Tooms,
Tooms depending on the type of

~developed,

N

Hospitals, schools, retirement

- homes, and community agencies and

clinics are some of the sites where
Some music
therap;sts work in private ‘studios
with patients sent to them by medi-
and .
Music therapy can
recreation
hospital wards, or class-

activity and'needs of the patients.

'Trainin;

Qualified music theraplsts have
followed a four-year course with

. a major emphasis in music plus

courses in biological science,

-:anthrapology, sociology, psycholo-

gy, and music therapy. General

:studies in English, history,

speech, and government complete

* the requirements. for a Bachelor
- of Music Therapy.
.training, a music theraplst must

After college

participate in a six- -ménth train-
ing ‘internship under the.guidance
of a registered music therapist. -

- Students who have completed
college courses and have demon-

‘strated their ability during the

six-month internship can become -
registered music therapists by

- applying to the National Assoc-

iation for Music Therapy, Inc..

. New methods and techniques of

music therapy are always being
50 the trained thera-
pPist must continue to study new
articles, books;-and reports
throughout his/her career.

The following qualifications .
are needed by those who are con-
sidering a music-therapy career:

* Seriousness about music

and music study

. suramnce,

- lor degree programs.
“these institutions offer advanced
‘degrees.

Capability for college or
unlverslty study o

}VErEatlllthtQ adgust=té
different work situations.
* Good physical health and

. stamina _ .
Emotional stability, maturity.
Other important personal quali-

‘ties 'are patience, tact, under-
standing, a sense -of humor, and.

" ability to cope with disappoint-

ment. Therapists see a great deal’

‘of human sufferlng, and should be
- able to have cofipassion without

too much emotional involvement
with patients and their problems.

Graduates in music therapy find

“out -about available jobs from

their- college placement office; .
job openings are also listed in.
the Journal of Music Therapy, sent:

.to members of the National Associ-
~ation for Music Therapy, Inc.

The income of 'a music therapist

is moderate but stable for year-
round full-time work. Generous _
fringe benefits such as health in-
vacations, regular salary
increases, tenure, ‘and retirement
plans ‘are common in’ large hospitals
and 1nst1tut10ns,

The'first college training for
music therapy was established in
1944. Now (1975) 32 colleges and
univer51tlesxoffer at. least bache-
Eight of

.- Approximately: 600" hos-- -
pltals and institutions located

in all parts. of the country employ
music therapists. Since the es-
tablishment of the National Associ-’
ation for Music Therapy in. 1950,
this ploneerlng field has grown,
and growth is expected to continue.

1 -
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-music therapists are involved in

1

' The continued growth f usic
therapy depends on do octor accept-
f

~ing music therapy as a way o

treating patients. In order to

‘-,prave how effective music thérapy

is and. to discover new methods,

1

exper;ments and scle tific research.
One- grow;ng area u Ang music ther-

apy is special education of excep-

tional children ./ Music therapists
wishing to work/in special educa-
tion should also be certlfied

music educa .

AN




-

~ ASSOCIATIONS- PROVIDING
MUSIC CAREER INFORMATION:

American ‘Music Conference
332 South Michigan Avenue
Chicago, Illinois 60604

National Association for Music Ther%5yA

P.0O. Box 15
Lawrence, Kansas 66044

Music Educators National Conference

Suite 601
8150 Leesburg .Pike _
Vienna, Virginia 22180

Piano Technicians' Guiid
P.0. Box 1813 '
- Seattle, Washington 78111
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& U.5. GOVERNMENT PRINTING OFFICE: 1876-A-0703/59 *
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EXPLORING DANCE CAREERS

EXPLORING THEATER AND MEDIA CAREERS :
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"EXPLORING WRITING CAREERS :
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