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C HAPTER 1

Promoting your
band and getting it
ready to be signed to
a record label

It doesn’t matter how good your music is,
you need promotion - high-quality
promotion and plenty of it. In this
section we will look at how to promote a
new band in its local area, with a view to
moving up towards national and
international popularity.

S ECTION 1

Bands, labels, record and
CDs

Your band is a business
When a band first gets together, it’s all about the music. But
there’s no point in making music unless people get to hear it.
And as soon as you start looking for gigs, your band has
become a business. You’re marketing yourselves. Even if you
don’t earn any money at first, you’re doing the same as any
business would do - seeking attention from your potential
customers. There will come a point where people want your
music, your performances and your recordings so much they
will pay you for the privilege. Your band is definitely now a
business. And you have to move forward in a thoroughly
businesslike way. If you don’t, you might not fail in your
desire to perform your music to an audience, but you will
probably have to be contented to play the back room of your
local pub.
To achieve success you will need to organise your band as a
business, run your band like a business, and promote your
band like a business.

S ECTION H IGHLIGHTS
1. Your band is a business
2. Do you have a band, or are you in a band?
3. What does a band actually do?
4.

What do labels want?

Do you have a band, or are you in a band?
Before moving on further, here is a rather technical point
about whether you have a band or you are in a band. Take a
look at your other band members. Who is it that decides the
musical direction of the band, effectively telling them - subtly
or directly - what to do? Is it you? Then it’s your band. You
have a band. If it’s someone else, then you’re in a band. If,
according to this criterion, you are the leader of the band,
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then it’s your responsibility to establish the band as a proper
business, with business-like intentions. If you are a member
of the band, and you would like to see it succeed, then you will
need to persuade the other band members that they need to
take the business aspects of music very seriously. Perhaps you
need to take control. You might be the band’s business leader
while someone else takes overall charge of the music.
A band will typically start out as collective. Four lads get
together and say, “Let’s start a band!”. Or four laddesses, or
any combination of the above. But over time it will be found
that one or two members are central to the band, where the
others could, if necessary, be replaced. At some point it will be
essential to draw up a partnership agreement. The longer you
wait and the more successful you become, the more difficult
this will be, and the more money will be spent on lawyers. Or
you can ignore the issue until the band’s musical career is
over, when legal vultures will descend en masse and pick your
bones dry of any money you might have made.
That’s something for you to think about. Now let’s move on...
What does a band actually do?
“Make music” is of course the answer to that question. But
there’s a lot more to it than that. If you go back a few decades,
then a band’s main income would come from live
performances. Music then wasn’t seen as a path to fame and
riches, at least not for the average musician. It was a job that
was irregular, had inconvenient hours of work, was not at all

well paid, and wasn’t really respected as an occupation. The
record boom of the late 1950s and the 1960s changed all that.
Young people practising in their bedrooms would look
enviously at the extravagant lifestyles of bands like The
Beatles and The Rolling Stones and hope to emulate their
heroes. And, if successful, riches almost beyond imagination
could be achieved through record sales. And so it is even now
half a century later that people attempt a music career in the
hope of making big money, as well as making great music of
course.
In the early days of the record boom, the principal product
was the single. A vinyl disc, seven inches in diameter; one
song on the A-side, another on the B-side in an sparsely
decorated paper bag. Musicians became millionaires selling
this visually rather unpromising product. But during the
1970s, the album became popular. Albums were sold as 12inch long-playing (LP) vinyl discs, often in extravagantly
decorated packaging. The quality of the physical product
advanced tremendously and in many cases would put modern
product packaging to shame.
The word ‘album’ is interesting. In a musical context it means
a collection of songs. But to a certain extent it became
synonymous with the 12-inch LP. When CDs became popular
in the 1980s you would buy an album or a CD, according to
whether you had a record player or could afford a thenexpensive compact disc player. So during the 1980s, 1990s
and the first decade of the 2000s, bands would aspire to make
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a CD and have it released. What they had made of course was
an album, which was released in the CD format.

not hear all the new music being created - not even a
significant fraction of it.

During the 2000s however came another change. Surprisingly
quickly, downloads became the format of choice for many
music buyers. And the company behind this change, Apple,
shifted the focus from albums back to singles. In fact, the
focus shifted even further - to the individual song, vinyl
singles always having had two sides and two songs. Internet
commentators would say that this was a good thing because
you could pick and choose individual songs that you really
liked, and not have to pay for ‘album tracks’ - a derogatory
term for songs that would not be good enough to succeed in
the singles market. But this ignores the pleasure to be had
from immersing oneself in the work of an artist or band over a
period of 40, 50 minutes or more. A great album can draw the
listener in to a particular sound world, where one single after
another often does nothing more than tickle the ears.

So where in the past there were a few big-name artists and
bands, now there are thousands of small-time artists, many
practically indistinguishable from each other. Music that is
really great gets drowned out by all of the noise. More
importantly, artists and bands who have the potential to
become great never get the chance, because they never get
heard and don’t get the possibility to develop.

But there’s a more important point. In the past, you could
aspire to release a single, release an LP, or release a CD. But
now does anyone talk of aspiring to release a download? No,
what has happened is that the Internet has democratised
music to an extent that anyone can ‘release’ a download. You
can do it using a free web hosting service, or go to a little more
trouble and do it through iTunes. But it costs little or nothing,
and anyone can do it. And because anyone can do it, everyone
is doing it. So much new music is released that you could
listen to new tracks 24 hours a day, every day of your life, and

What this means is that if you have a band and you want to
achieve major success, you are going to need the help of a
record label, preferably a major record label or at least a label
with national distribution. Labels make their business out of
finding new acts and promoting them to the public. In a sense
they use the herding instinct that humans possess to blank out
the distraction of the many and focus attention on the few the few artists and bands that have real potential to become
hugely popular. Like it or loathe it, this is the way the music
industry works, and the Internet hasn’t really changed that.
From getting signed by a record label, the marketing
necessary to sell your recordings will promote your wider
interests. You will be able to play in increasingly larger
venues, which will promote your music to an even wider range
of potential fans. More people will buy your music, your fame
will spread and eventually you will be playing in arenas and
sports stadia. Well, that’s the dream, and why not?
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One quick point... What’s the difference between a record
company and a record label? Well a record company will own
a number of labels, which operate as ‘mini-businesses’ within
the company, each with a high degree of autonomy. They
compete against each other within the company for resources
and corner offices for their label chiefs. At a smaller scale, it is
possible that a record company would have only one label.
There are, perhaps surprisingly, only three record companies
that could be described as ‘major’ - Universal Music Group,
Sony Music Entertainment and Warner Music Group.
Together with Apple and their iTunes distribution channel,
they pretty much own most of music.
But during the late 1970s and 1980s emerged the
phenomenon of the independent label or ‘indie’. This can
variously be defined as a label without its own distribution
channel, or label that is not controlled by the big three. An
indie label can be as small as one person working out of a
spare room, or big enough to create and market an album that
sells 12 million copies (Smash by The Offspring, on Epitaph
Records, 1994 - the biggest-selling indie album ever).
Indie labels need to get their physical products into stores
and, lacking their own means to do so, will employ the
services of a distributor. Stores pay the distributor for the
physical product, the distributor pays the record label for the
music. Distributors will often handle the manufacturing in a
so-called manufacturing and distribution deal.

Having dealt with the essential background, the next question
is how, as an aspiring band, can you get signed by a label? Will
great music get you the deal you desire? But as we shall see,
great music is not enough.
What do labels want?
This is an easy question to answer - they want something they
can sell and make a profit from. It is important to note that
record labels sell records (using that term to cover everything
including singles, albums, CDs and downloads). They don’t
earn money from publishing, live performances or
merchandise, unless an artist or band foolishly or under
persuasion signs their rights to these potential income
streams to the label also.
Bearing that in mind, the way things used to work was that an
unsigned band would go into a cheap studio and make a
‘demo tape’. The band’s manager would take that to a record
label and say, “What do you think?” The A&R manager of the
label would say, “Hey that’s great!” and sign the band up. The
label would then advance the band money for quality studio
time and they would make a record. The record would be
marketed to the public, sell in millions and everyone would
make a lot of money. Well, I’ve cut that short and optimised
the story somewhat, but in essence that’s what everyone hopes
will happen. By the way, the band has to pay back the
recording costs when they start making money, but the record
label keeps ownership of the master tapes. Oh well...
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But because of the great tidal wave of noise created by the
availability of cheap home recording equipment, and the
Internet, it costs a lot more now to market an act than it used
to. In the ‘good old days’, a record label would sign ten acts in
the hope that one would be successful. Now they can only sign
acts that they are very sure will be successful. Or if you look at
it the other way round, every act they sign, they have to make
successful, through brute-force marketing if necessary.
What they need therefore is to be able to have great
confidence in a band’s potential for success before they sign
them. Success has to be a certainty, not a ‘maybe, if things
work out well’.
Looking at this from the band’s perspective, firstly they have
to write great songs and perform them well. This has to be in
place before a label will even consider them. The days of
‘developing an artist’ through the early stages are over. After
that, the band needs to achieve tangible proof that they will
succeed in the mass market. ‘Tangible proof’ that can be seen,
felt and smelled - not wishes, hopes or good intentions.
This may seem like an impossible task, but it isn’t. Well, it
might not be achievable for any particular band, but it is
certainly attemptable. And the way to do it is to achieve
success on a small scale. Your band needs to become a smallscale success. By doing that, you will maximise your chances
of a label signing you.
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S ECTION 2

Big success, but on a small scale

What is ‘small-scale
success’?

What exactly is ‘small-scale success’? Does it just mean
‘successful, but not very much’? No, it means big success, but
on a small scale. Let me elaborate...
Let’s suppose you take advantage of the Internet to attempt to
reach an audience of seven billion people - the entire
population of the world. Apart from a few states like North
Korea that don’t have access to the world-wide Internet, you
really do have a potential audience of billions. So you record a
song, make a video and put it on YouTube.

S ECTION H IGHLIGHTS
1. Big success, but on a small scale
2. A real-left example
3. The covers band exception

If that’s all you do, then no matter how great the song and no
matter whether the video director has an Oscar-winning
future ahead, your view counter will tick at the rate of a sloth’s
heartbeat, if it ticks at all. You might be lucky and someone
sees your video and mentions it to their network of friends.
You might get a few tens of views. Some ‘clever’ YouTube user
may make a comment on some quirk of appearance of one of
the band members, which draws further comment from the
YouTube troll hordes, all trying to compete with each other in
how disparaging they can be, and attempt to drag you down to
their level of humanity. And then... a few hundred views.
That’s all you’ve got.
It is true of course that some YouTube musicians have racked
up hundreds of thousands of views. And some of them - well
you have to wonder where the musical quality is. These are
people who from some remote, tiny possibility of random
chance have appealed to the mass YouTube audience. It’s a bit
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like the ‘butterfly effect’. You can bet that butterfly didn’t
mean to cause a hurricane on the other side of the world. It
just happened, and could not have been predicted. If this is
how you intend to become a YouTube success, then good luck
to you, because it will all be down to luck. One more point...
Might you consider that it is in YouTube’s interest to have a
few stars in their catalog rather than an endless roster of bitpart players? Might it be in their interest to promote some
videos silently, behind the scenes? I’m not saying that this is
what they do, I’m just wondering whether it might be in their
interest. Think about that.
If you’re catching my drift, you should see that small-scale
success doesn’t mean being successful, but not much. It
means being wildly successful, but on a small and achievable
scale. That’s something different entirely.
A real-life example
Let’s imagine that you have a four-piece band based in
Liverpool, UK. There’s a dingy club that features bands
playing the currently-popular ‘beat music’. It’s 1961, by the
way. So you blag yourselves a gig there and, because you’ve
chosen good material, rehearsed well and perform
energetically, the crowd likes you. So you get asked back. Soon
there’s a buzz and people are queuing down the street to get
into The Cavern Club, even to your lunchtime gigs. It doesn’t
take long before a man wearing a mohair coat who runs a local
record shop offers to manage you.

Well, you know the story of The Beatles. Part of it could still
be true today. If you can achieve a line of people queuing to
get into your gigs, then you have achieved small-scale success.
You have proven that people are interested in what you do.
The word will get around and in your local area you will
become famous among music fans.
But in the real-life story of The Beatles, something went
wrong. What should have happened is that manager Brian
Epstein should have researched which label he ideally wanted
The Beatles to be on. He should have invited the A&R
manager to a Beatles gig in the Cavern Club. That A&R
manager should have traveled all the way from London to
Liverpool and experienced for himself the excitement they
generated in their teenage fans. The Beatles should have been
signed on the spot.
What actually happened was that the A&R managers of the
day were more concerned with what they saw as musical
quality. They didn’t think The Beatles had it. When Epstein
signed The Beatles to the Parlophone label, then known
largely for comedy records, that was almost his last option.
They had been rejected everywhere else.
The modern music industry however is much more
sophisticated in that it is concerned with what the public
actually likes, not what the A&R manager thinks they will like.
A successful A&R manager doesn’t need great musical ears or
a sense of musical quality. All he needs to do is see, feel and
smell actual tangible proof of small-scale success. And then
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consider whether that he can amplify that success to a
national, and eventually to an international, level.

can sell records. So how do you prove that you can sell records
as well as improve the takings at the bar?

Now that the concept of small-scale success is clear, we need
to align our efforts to the needs of the record label. Having a
queue of fans outside of your gig is great. But record labels sell
records, not concert tickets.

The answer is obvious - sell records! Sell records in your local
market and prove your ability to generate a small-scale
success. If you can sell a thousand copies, then surely effective
marketing can scale this up to tens or hundreds of thousands
of records. This is the kind of small-scale success that can
prove a band’s worth to a record label.

The covers band exception
To take the point further that record labels sell records not
concert tickets, consider the example of a covers band.
Imagine a great covers band that plays popular songs by a
range of artists. Some covers bands are actually so good, they
are musically and technically better than the originals. Playing
at bars, pubs and clubs, they gain a name for themselves and
people flock to their gigs. Maybe they can even fill a small
theatre, and tour on that circuit. There’s a level of success to
be had here, and good business too. But there’s one thing a
covers band can’t do, and that is sell records. So a covers band
is never of interest to record labels. (One, perhaps the only,
significant exception is the Abba tribute band, Björn Again. In
1992, the then popular act Erasure released an EP (a seveninch vinyl record, usually with four songs) of Abba covers,
which peaked at No. 1 in the UK sales chart. Shortly after that,
Björn Again released an EP of Erasure covers performed in
Abba-style. It charted at 25.)
Proving that you can draw a crowd to gigs is good, and will
impress an A&R manager or scout. But it isn’t proof that you
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S ECTION 3

Selling downloads vs. selling records

The significance of physical
products

Since this is the age of the Internet, it might be thought that
‘selling records’ means the same as ‘selling downloads’. The
problem is that in the small scale, this isn’t exactly so.
Consider that you’re a band playing local gigs to packed
houses. You might well consider, regardless of any other
ambitions, that you could make a little money selling
recordings of your music. So you record a track and put it on
iTunes. iTunes, as you know, makes available practically the
whole world of music, and your track is like a grain of sand on
the Praia do Cassino beach in Brazil. As has been said
previously, the likelihood of making significant sales is not
good.
But if you have an audience, why not sell downloads to them?
Sell downloads at your live gigs. Can this be done? Yes it can.
Doubtless there are ways of transferring music directly to your
audience’s smartphones. One day this might be commonplace,
with automated billing. Making this practical in a dark club
with an audience soaked in alcohol will be a challenge. I’ll
leave this for others to fathom.

S ECTION H IGHLIGHTS
1. Selling downloads vs. selling records
2. Selling CDs and merchandise

You can however sell download vouchers. There are a variety
of ways this can be done. For instance you can sell a code that
will open up access to a special download area of your website.
The only difficulty is that you’ll have to explain how this
works, to your alcohol-infused audience in the
aforementioned dingy club.
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Selling CDs and merchandise
But there’s an easier and better option... Sell CDs! Yes, even in
the age of the Internet this is one place that the physical
product excels. In the foyer of your gig venue, set up a table to
sell your CDs and merch (band slang for ‘merchandise’).
Display your products nicely, charge a sum of money that
easily works in round change ($10 or £10 is always nice), staff
the table with someone who is already your fan, and is
wearing your T-shirt (donated to them as payment for their
services), and you’ll make money. But it’s not the money that’s
important. It is that people have your CD to listen to and play
to their friends. And also, the number of CDs you sell becomes
a measure of your success!
Even now there is a certain prestige in a physical product. It
costs money to make CDs so a CD is perceived as having a
value. In contrast, a download is seen as something that really
ought to be free, and has much less perceived value. You can’t
touch a download, you can’t feel it and you can’t smell it. Well,
you can’t smell a CD much, but it is something in which your
true and dedicated fans will place pride of ownership. And
you’re proving your worth to record labels. If you can achieve
a focused, small-scale success, they can put you into their
marketing machine and make a lot of money.
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S ECTION 4

Mailing list marketing

S ECTION H IGHLIGHTS
1. Starting a mailing list
2. Give your subscribers what they really want
3. Social media

Starting a mailing list
At this point, your band should be performing locally as often
as you can, both to gain experience and to build up your fan
base. You can spread further afield as well, preferably into
contiguous areas so that word of mouth spreads easily. At
every gig you should be selling CDs. And there is something
else you should be doing. In the age of the Internet you should
be collecting email addresses for your mailing list (which will
eventually, hopefully, become the basis of your fan club). This
needs more explanation as a mailing list can be of vastly more
benefit than initially you might suspect.
Suppose, for the sake of argument, that you already have a
mailing list of 10,000 people, you have their names (perhaps
just first names) and email addresses. Your list can be hosted
by one of the several email marketing companies on the
Internet. You can send automated followup messages to new
signups, to reinforce their memory of the great night they had
at your last gig perhaps. Then you can send broadcast
messages every so often of any news you might have, or new
recordings or gigs. Mailing list marketing is surprisingly
powerful, to the point that having a mailing list is more
important than having a website. And when you have a
website, its main purpose will be to attract new signups to
your list, to whom you can send your marketing messages as
often as you like. You can sell CDs through your website too,
but the main purpose should be to build up your fan base and
to show record labels that you are serious about what you are
doing.
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There are certain rules and common courtesies of mailing list
marketing that you must observe. Firstly, every person on
your list should have asked to be on it. If you add email
addresses without permission, your messages will be reported
as spam, and email service providers such as Yahoo, Outlook
(formerly Hotmail) and Gmail will mark you as a spammer
and send your messages to people’s junk folder, or not send
them at all. Secondly, you must make it easy for people to
unsubscribe from your list, preferably with just one click.
Sending unwanted messages will literally kill your list.
Give your subscribers what they really want
Those are the rules, now for the courtesies. You can’t do hard
sell marketing through your email list. The people on your list
are there because they wanted to be there and they want to be
pleased by every message they receive, not hammered into
submission. They don’t want to be overtly marketed to, they
want to be involved. When they decided, either consciously or
subconsciously, to become a fan of your band, they wanted to
become a member of a group of like-minded people. To an
extent, this group of like-minded people is more important
than the band they choose to be the symbol of the group. If
your band wasn’t around, they would have chosen another.

Social media is significant too, but not yet as significant as
your mailing list. So, for example, you should have a Facebook
page for your band, and a Twitter account, and you should
post regularly and solicit likes and followers. But consider that
with e-mail marketing you send a message and your
subscribers choose whether or not to read it. With Facebook,
you post some news, then Facebook decides through its
automated algorithms whether to show it in the newsfeed of
someone who has liked your page. And if they show it, that
person then has to decide whether to take any notice of it.
There is an extra step of filtering here that e-mail, other than
filtering for spam, doesn’t have.
To summarise this section, you should go on the Internet and
research email list marketing, sign up with a mailing list
service provider and start building your list. Then get a
website going so that you can collect more email addresses.
Then start promoting your band through the list in a way your
signups will like. With your e-mail marketing in place, expand
into to social media.

In a sense, the Internet can expand the concept of ‘local’.
‘Local’ used to mean close geographically, but now it can
mean closely connected, and that can be through digital
means as well as physical.
Social media
15

S ECTION 5

Should you set up your own
record label as a business?

Should you set up your own record label as a
business?
This important question has to be asked, and the answer is no.
A loud, resounding “No!”. Think of how difficult it is to
become a successful band. Do you want to double that
difficulty? Do you want to double the risk of failure?
The key difficulty will be getting distribution. Labels that are
too small to have their own distribution network need a
distributor to ship product to retailers. Sales of physical
product have become increasingly concentrated into fewer but
larger outlets. These outlets, whether physical or online, don’t
want to be bothered with every little label. They want to work
with just a few large distributors.

S ECTION H IGHLIGHTS
1. Should you set up your own record label as a
business?
2. International Standard Recording Codes

To get a distribution deal, you will have to convince the
distributor that there is profit in it for them. You would have
to prove to them that you were capable of selling product on a
smaller scale, and capable of increasing your marketing to a
much larger scale. If you could do that, you might get a
manufacturing and distribution deal. But really you would be
taking on a huge challenge that would be much better tackled
by someone who didn’t have musical ambitions for themself,
and whose vocation in life was to set up a record label.
But if you’re going to make your own CD, it doesn’t hurt to go
through the technical processes of setting up a label registering with MCPS (Mechanical Copyright Protection
Society, now combined with PRS for Music), PPL
(Phonographic Performance Ltd) BPI (British Phonographic
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Industry) and AIM (Association of Independent Music) or
their equivalents in your country, getting a barcode etc,
finding a high-quality manufacturer etc. Your CD will then
have the look and feel of a professional product, and having a
barcode means that it can be sold in shops. Just remember
however that you’re a band, not a label. Keep your focus on
what really matters.
International Standard Recording Codes
One more thing... You don’t need this, but if your tracks are
given ISRC codes (International Standard Recording Codes),
then this will help identify your music when it is used
commercially; broadcast on radio for example. You can
register for your ISRC code with PPL, or you can find the
appropriate agency in your country through the IFPI
(International Federation of the Phonographic Industry).
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S ECTION 6

Making your own CD

Components of CD manufacture
CD manufacture splits easily into two parts - the disc and the
printed materials, although it is important also to consider
that the disc itself has a printed surface. In total, anyone
considering producing their own CD will need to consider the
following...
•
•
•
•
•

S ECTION HIGHLIGHTS
1. Components of CD manufacture
2. Duplication or replication?

The audio content
Type of case
Onbody print (on the CD itself)
Booklet
Tray card

It is possible to engage a single company to handle all of these
aspects. You will supply the finished audio material, ideas for
the design, and the text you want to appear in the printed
materials. From that point you will be entrusting the experts
to create a polished, professional package, which they will,
although you have to provide sufficient guidance that
everything turns out the way you want.

5. Printed materials

You may however want more ‘hands on’ control, and indeed it
is good to know the options, possibilities and potential
pitfalls, however you plan to manufacture the CD. Let’s take
this stage by stage...

6. Text and graphics

Duplication or replication?

7. Summary of Chapter 1 of this book

There are two methods of manufacturing CDs in bulk.
Duplication is the name often given to the process of copying

3. The audio content of your CD
4. CD packaging
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a CD master onto multiple CD-R discs. You probably do this
kind of thing at home already. Commercial duplication
facilities can handle quantities of anything from 50, all the
way to 5000 in some larger facilities.
Replication on the other hand is the ‘traditional’ method of
CD manufacture. Any CD by any chart act, even the most
obscure of sales charts, will have been replicated. The smallest
viable quantity for replication is 1000. You can have fewer,
but usually it costs only a small amount more to have the full
1000 made.
The main advantage of replication is that your CD will look
and feel exactly like a commercial CD, whereas a duplicated
CD will always look like something put together at home, no
matter how professionally produced.
Clearly therefore you should have your CD replicated. Small
record labels will commonly press 1000 for the first run, and
devote 250-300 for marketing purposes. If the remaining
650-700 sell out, they can press more.
The audio content of your CD
I’m going to assume that you have got to the point where you
have fully mixed and finished audio tracks, at least 40
minute’s worth, which is the expected minimum duration of a
CD album (if you have more than 60 minutes, you should
probably consider cutting some weaker tracks). The next step
is to create a CD master, which will contain all of the audio
exactly as it will be on the finished product. Unless you really

know what you’re doing, this should be handled by a specialist
mastering studio.
In the mastering studio, the following processes will happen...
• The individual tracks will be optimised for level and, if
you wish, overall balance of sound.
• The tracks will be further optimised so that there are no
unwanted changes of frequency balance or subjective
level from track to track.
• The durations of the gaps between the tracks will be set
(incorporating any crossfades if you wish).
• ISRC codes will be added to the tracks.
• Titles can and should be added to the tracks.
• A master will be prepared with PQ coding according to
the compact disc Red Book standard. Suitable master
formats are CD-R or DDP, but you should check with
your chosen manufacturer first.
CD packaging
If you are producing a CD album, then you should specify a
standard jewel case. A slimline case is appropriate for a CD
single but not an album. The Digipak format is useful, but it is
nowhere near as commonplace as the jewel case. This is not
the time to be ‘clever’ about your packing. You want people to
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see your CD as a normal everyday product, just like CDs sold
by artists at the top of the chart.
One useful point about the jewel case is that the tray that
holds the disc can be opaque or transparent. The transparent
version has more of a luxury look to it, but if you use it then
you need to print onto the reverse of the tray card, otherwise
it looks as though something is missing. This doesn’t have to
be complex; a simple graphic would be fine. If you print it in
greyscale only, rather than full colour, then the cost may be
less.
Printed materials
A CD album needs a booklet of at least four pages. This is
formed from a single sheet of paper folded in the middle. The
front and rear should be in full colour (or 4-colour as printers
call it). Note that your designer should prepare artwork in
CMYK rather than RGB, or the colours won’t come out quite
like you expect them to. This is a technical issue that I won’t
deal with further here, but it is something that it is important
to be fully aware of. Pages 2 and 3 of the booklet can be in
colour or greyscale. A booklet that is colour all the way
through is referred to as 4/4. If the inner pages are greyscale,
then it is 4/1. If the inner pages are blank, it is 4/0, but don’t
do that. It looks cheap.

The tray card (sometimes called the inlay card) can be 4/0 if
the tray is opaque. If the tray is transparent, then the tray card
should be at least 4/1.
The onbody print can be full colour. But there is also the
option to have just two colours, which can be any colours that
the manufacturer offers. Taking the two-colour option can
save some money and still look good with clever design.
A standard onbody will have a transparent area in the centre
of the disc. In recent times however the trend has moved
towards covering almost the whole of the disc’s surface. This
template, courtesy of Wizbit Internet Services, is a useful
guide, but you must check with your own manufacturer and
decide what area of coverage you want...
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The tray card also has precise requirements. Here is a
template courtesy of Diskmakers...

One point you might choose to consider is the orientation of
the spine on the left of the tray card. With the orientation
shown above, both spines will read correctly when the case is
placed horizontally on a surface. However, if you invert the
spine on the left, then both spines will read like the spine of a
book, whichever way round the CD is placed on a shelf. Take
your pick on that point, but don’t get the spine on the right
wrong!
Text and graphics
I’ll leave everything concerning the design up to you, except
for one thing - the CD Digital Audio logo...
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The use of this logo used to be mandatory, but now it is often
omitted. Even so, it takes little effort to include it, it ensures
that your disc is recognised by the user as a CD and not a CDROM, DVD or Blu-Ray, and it makes you look a little more a
proper part of the professional industry.
Regarding the text, you definitely need to include certain
items...
Writer credits - There must be a full listing of writer credits. I
would at the very least want to see, “All songs by...” even if the
band as a whole were credited as the writers (not ideal)
instead of the individual writers (doubleplusgood). The best
place to credit writers is after each song title. That way the
information can easily be found by someone who wants to pay
you royalties. You can put the information among the lyrics
inside the booklet, but I’d say ‘as well as’ rather than ‘instead
of’. If you actually want to get your hands on the royalties then
you will need to be a member of a collection society, such as
PRS for Music, ASCAP or BMI (or the society that works for
writers in your country).

Copyright - The © and p-in-a-circle symbols on the label.
Your disc should have them. The © is your claim of copyright
ownership on the music and the product package, which
includes the artwork, text and even the order of the tracks.
The fine details of what the © actually means are quite
convoluted. How one little © on a Now That’s What I Call
Music compilation can cover the many and varied copyright
owners of anything up to forty songs or more is a topic that I
shall leave for legal brains greater than my own to consider.
But basically the © is saying that you own the copyright to
everything on the disc, and also covers the possibility that you
own licences to copyrights belonging to others, such as the
photo you have used as a background to the front cover.
The p-in-a-circle indicates your ownership of the recording,
which has a separate copyright to the music. In both cases, the
symbol should be followed by the year, then the copyright
owner. Don’t combine these notices into one line otherwise it
can be argued that they are invalid.
“All rights reserved...” - This tells anyone who buys the CD
that they can listen to it, and nothing else. It isn’t there really
to prevent the owner of the CD doing what he or she wants
with it, like copy it to their iPod, which is still technically
illegal in the UK. It’s more like a backstop, so that no-one can
profit from your work without a licence from you, so that you
can rightfully share in any profits anyone else makes by
whatever means.
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Catalogue number - Your disc will need a catalogue number,
which normally has a two or three-letter prefix. Check this
with MCPS, PPL, or the corresponding organisations in your
country.
Country of manufacture - Basically, if you want to sell your CD
in other countries, then import duty may be payable in that
country. But if there is a trade agreement between your
country and the importing country, then it gets in free. Like a
CD made in the UK can be exported to any European Union
country with no duty payable. It takes little trouble to include
this and you will be safeguarding yourself against future
problems if you do so.

Summary of Chapter 1 of this book
If you are an aspiring band or solo artist, then your success
will come from signed by a major record label. To prove your
worth to a record label, one way to do this is to release a CD
yourself and market it successfully in your local area and to
your fans.

CONTACT INFO! - Sorry to shout, but if I’m a major-label
exec and I like your self-produced CD, then I want to sign you
up. And offer you a humongous advance to ward off the
competition. So who do I call? Where’s the number? OK, you
don’t see a telephone number on a major-label release, but
putting an e-mail address prominently on your own CD is a
no-brainer. And you’ll get messages from people who like your
music, perhaps leading to further opportunities.
One final point on CD manufacture...
There’s a lot to go wrong here in both audio and print. For
your first CD you need to work with a company that will hold
your hand through the process. It will cost more, but not as
much as having to scrap your first batch and do it all over
again.
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C HAPTER 2

The story of
SinFiction’s debut
CD, Led By Verses

Win a local talent competition, gain a
financial backer, take your first steps in
the studio, get a producer and make a CD
that can compete with the best in the
business...

S ECTION 1

Every successful musician
and band has to start
somewhere...

The story begins
In the pre-history of any successful band there is a musician
strumming a guitar in a bedroom. At first he (or she) sings
songs that he likes for his own amusement. Then he wonders
whether he could write a song himself. After many attempts, a
song is written, then it is recorded in a very rough form. In
earlier times it would be recorded on a portable cassette
recorder. These days it would probably be a smartphone.
Eventually this person realises that what he is creating is as
good as music that is selling commercially, or at least it has
potential. So he practises his art and craft until he really is as
good as people out there already. It’s time to get out there and
perform.
I first met David Thornton, founder-member of SinFiction, at
a talent competition in my local village hall. Performing
against other singers, a classical pianist, a poet, a comedian
and a dog act, David, singing and playing acoustic guitar
wearing a natty white hat, was clearly way ahead of everyone
else and he was the clear winner.

S ECTION H IGHLIGHTS
1. The story begins
2. On the unlikelihood of anything being any
good
3. Financial backing

Fast forward a couple of years and a flyer pops through my
letterbox. The flyer announced a gig in a nearby town with
SinFiction headlining, and announcing the release of their
first CD. Well clearly I had to investigate. Due to a previous
commitment, I wasn’t able to go to the gig, but I got hold of a
copy of the CD and took a listen...
On the unlikelihood of anything being any good
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“90% of everything is crap”. This is known as ‘Sturgeon’s Law’
after science-fiction writer Theodore Sturgeon. In music, he
might have said 99%. I think a better way of phrasing it would
be to say that 90% of new music is irrelevant or inappropriate
for the needs and wants of the market. Go down to your local
pub or bar where they have an open mic event. You will
probably hear a few good performances, but will you hear
anything that makes you urgently want to part with your
money and buy their music? Does anyone in the bar want to
buy anything other than drinks at the bar? Probably not.
It is also true that people tend to herd around the very best
that is on offer. So people who are merely good will get
crowded out by someone who is amazing. And there is the
‘zeitgeist’ effect. The English language would do well to have a
word for ‘the spirit of the times’. Many a fine musician has
failed, not because they were lacking in talent, but they didn’t
give their potential audience exactly what they wanted at
exactly that moment.
I hear the work of aspiring musicians often. It’s part of my
work to do that. There’s nothing like ploughing through a pile
of 50 demo CDs to make you realise that all you’re looking for
is the very, very best. And among that pile of 50 demo CDs
there might be nothing that you could take further. In a pile of
100, there might be one.

And my hopes were not disappointed. What I heard was
musically professional, technically proficient, with great songs
and performances that carry emotion to the listener. In short,
the material, in my opinion, is equal in quality to anything
that major labels are putting out.
So I investigated further and found an interesting story...
Financial backing
Going back to the village hall talent competition where I first
heard David Thornton, one of the organisers of the event was
Adrian Cannon. Adrian isn’t in the music business; he is a
management consultant, but he took a liking to David’s work
and told him that if at some point in the future David was
interested in taking things forward, he would consider
providing financial backing. Adrian doesn’t like to call himself
a manager, because he doesn’t manage the band in any
conventional sense. He did however provide the money to
make Led By Verses, so I’ll give him the title of ‘financier’.
At this point, I’ll let Adrian tell the story, prompted by my
questions. We’ll hear later from David himself, and from
studio-owner and producer, Phillip Goss.

But I already knew that David Thornton was good, so my
hopes for SinFiction’s Led By Verses were high.
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S ECTION 2

The financier’s tale

The financier’s tale
In which the author interviews Adrian Cannon, the financial
backer of SinFiction’s Led By Verses...
DM: Can you tell me about the history of your involvement
with SinFiction?
Adrian Cannon: It was on that night having heard David
perform that I said to him, if you ever want to do something
with this and you need money, then let me know. So that’s
where it all began, that night. I’ve known David since he was a
youngster in the village, and it was just extraordinary to see
someone mature into their ability as an artist.

S ECTION H IGHLIGHTS
This section comprises an interview between
the author of this book, David Mellor, and
Adrian Cannon, who is the financial backer of
SinFiction’s first CD album, Led by Verses.

Many people write songs in the privacy of their own bedroom
and imagine that they are the greatest performer ever. But I
think that what David showed that night was that he had the
ability to deliver something very powerful and very emotional
that was really coming from the heart, and you don’t often see
that. It was partly this surprise but it was also because in my
business career which has mostly been connected to
management consultancy of one sort or another, I think you
too often see people who have great talent but don’t make it
because the world isn’t fair, it isn’t just, it doesn’t necessarily
give the breaks to the people that deserve them. And in David
I saw someone whom I thought did deserve that opportunity.
So that’s why I made him that offer that night. It took a long
time to come to something though. I was very keen not to
push him into it. I offered but I didn’t say anything else. On
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and off over the years we stayed in touch and emails went
backwards and forwards and it was only in the last couple of
years as far as I was aware that he really began to focus on his
music again and find a way forward that he was comfortable
with. It was at the stage when I started to push him because I
felt that he was getting - like I suspect we all do as we grow up
and the day job gets in the way and our personal
responsibilities increase - I felt that he was beginning to drift
away from music as something that mattered to him, so I
started to push him a little bit and goad him into.. you know,
come on what are you doing about it? And it was about 18
months ago when he came to me and said that he had a band
that was beginning to come together and was I still interested
in helping?
DM: Would you call yourself the manager of the band?
AC: I help out in that department but I wouldn’t say that I am
in any sense a manager. I am enjoying the learning curve of
talking to venues about getting gigs and so on and as a 50year old management consultant in a suit and a tie I am an
unusual manager in that regard. But yes I sort of help out but
I wouldn’t say I am their manager. It’s an interesting
challenge because the management of talent is something that
I am used to in terms of management consultancy and here
you are mixing a very strong artistic strain with the need for
some commercial reality. So it is an interesting thing to try
and help with.
DM: Do you have any background in the music business?

AC: No none whatsoever. It has been an interesting learning
curve - very steep but very interesting.
DM: Why did you want to make a CD? Did you consider
other methods of promotion?
AC: It was to create something tangible, to create a focal point
for what the band had done. Whilst it’s true you can do these
things entirely digitally and virtually, there is something still
meaningful about being able to say that they have produced a
physical CD because it’s a more rounded thing than just the
music itself in a digital form. It’s also because I’m new to it
and the band have never produced an album before or
recorded before, for that matter. It has created a very strong
focal point for bringing everybody together with a very
definite solid tangible outcome.
I think that’s helped tremendously in terms of focus. The boys
had the challenge of converting their artistry into something
very tangible and, going through the recording process, I
think they found that quite challenging. But it kept everybody
together and focussed on that journey and I think it’s also
helping in terms of promoting them. Sure you can send people
a download but it’s still, I think, very meaningful to put a
physical CD in someone’s hands.
Also I think that when you know you are going to crystallize
the recording into a tangible CD that costs significant money
to produce, it really focusses your attention on the work and
the need to get it right. I hear a lot of home-produced music
where there has been nothing more than a file on a computer
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disk somewhere and it’s never to my mind as fully formed and
as fully polished as if you knew you had to pay money to turn
it into a product.
DM: Were there any unexpected costs?
AC: No. Phil Goss [the studio-owner and producer] was very
clear and upfront. He and I worked together to understand
the process and the costs. There were no surprises
whatsoever. I think I know enough in terms of general
business practice and I know in management consultancy to
ask the right questions and not be afraid to look an idiot in
asking those questions. But Phil was also very generous with
his time and was very honest and upfront about the challenges
that he saw in the process. That helped me tremendously. I
went into it with my eyes wide open and that meant there
were no surprises. I was also an enormous beneficiary of all
the information that’s available on the Internet, so I was able
with Phil to ask the right questions and get good solid
answers. But we put all of that into a contract so we were on a
good solid footing from day one.
DM: How did you choose a manufacturer for the CD?
AC: That was in Phil’s recommendation. I didn’t choose to get
involved in that. They are beautifully done and delivered on
time and very much look and feel the real thing. It’s very
strange though because it’s a tangible product but I had the
curious experience of not actually having heard the band play
live. I’d heard David, but I very deliberately didn’t get
involved in the artistic process. I’m no judge. My musical taste

is neither here nor there. I recognize talent when I see it and I
saw that in David and I knew if he was working with other
people they would also be good. So for me it was a huge joy to
hear the album for the first time because I had not heard any
part of it. I had heard previous versions of one or two of the
songs that were done without Phil’s involvement prior to the
album being produced but I’d never heard it before. So it was
quite an extraordinary moment putting the CD in the player
and listening to it.
DM: Did you have to make any compromises with the band
and producer, or in your overall ambitions for the project?
AC: No I don’t think there were. I think if anything I was
pushing them to really go for it. I didn’t wish to damage the
value of my investment by doing it by halves and I think there
is a real danger of that. So, for example, at one stage the
investment was slightly more than I had originally
anticipated, but that was fine. But that was because I was
pushing them to do it properly. What I didn’t want was to
waste the money and end up with an outcome that really
wasn’t representative of their talent. So if anything it wasn’t so
much compromising as me pushing them to do it well and do
it properly. They were worried about the money the whole
way through. They were constantly concerned that it was
costing a lot.
My view was that I’d made that choice and it was my choice
not theirs. I wanted a good outcome. I didn’t want a secondrate product and thankfully I got a very good outcome, I’m
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very pleased with it. They worried a lot about it and I can
understand why. It’s not an insignificant sum of money. But
what mattered to me, it’s that old expression ‘spoil the ship for
a ha’porth of tar’. That would have been worse. I’m a great
believer that if you’re going to do something you do it
properly. And actually so is David, and in fact all of the lads.
They are very clear thinking about what they want in their
music and the values that they have. But money as you know
gets in the way. For some reason, well there are lots of
reasons, but it does get in the way of things.
DM: How did the costs divide up among recording and
manufacturing, and any other costs?
AC: About 65% in terms of the engineering and production
work and the balance was the manufacturing of the CDs, the
artwork and everything else.
DM: How are you going to market the CD?
AC: [laughs] Any way we possibly can! We have a marketing
plan and the plan is very much geared towards promoting and
developing a fan base for SinFiction. We are interested of
course in selling the CD - that’s very important. But we don’t
wish to sell it to anybody, if you understand what I’m saying.
What we’re trying to do is link sales of the CD to the gigs that
they are performing, to the people who find their music
attractive, and to do it in a way that creates clusters of fans in
particular areas.

Obviously we’re on iTunes and BandCamp and every other
website that’s out there and our concern is to promote as
many sales as we possibly can. But the physical CD is very
much there as a means of creating a tangible impression of a
solid band that have a great future and so far that is working
well, so we sell it at every gig.
Of course it’s amazing to me because I’m 50 years old but
people are quite shocked by the presence of a physical CD
these days and the response is often, “Well I only download
music”. But one of the things that has been very successful is
selling signed copies of the CD, and we’ve been able to charge
a premium for those. I’ve argued with people that this could
be the start of a huge future for the boys and you would be
someone who was part of that at the start. I’ve also made the
point that you don’t really own downloads. You only own
them for your life, you can’t pass them on, for instance. So if
you want to own a tangible part of this journey that the band
are on you have to own the CD, and that seems to work quite
well. Quite a large number of the initial run have been set
aside for promotional activity. And that seems to be working.
The band’s online presence and sales through these channels
are much easier to achieve. The distribution is instantaneous
and global, and we already have some signs that there’s
purchasing going on in the US of some of their tracks. So
things these days happen on a global scale very easily. The key
for the boys and for me is to honour and respect the local
following they have by building their presence in the local
area. The physical CDs are one very strong way of doing that.
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DM: Do you see the future as running your own record label,
or selling to a larger label?

consider it. But I wouldn’t want to take on anything else at the
moment.

AC: I wish I was that prescient but I’m not. I don’t see myself
running a record label although it is a fascinating industry. If
the right label came along, and there are some very early
discussions in that direction, then if it was the right thing for
SinFiction to do then it would certainly be something I’d
support. But I don’t see myself as the owner of a record label.

DM: Where can people buy Led By Verses?

DM: What kind of timescale is the project working on?
AC: One of the things I said to the lads is I’m not going to put
a time pressure on them. So I’ve not said that I’m expecting
my investment back in any particular time frame, because I
think doing that creates a dangerous and useless pressure that
they don’t need and I don’t need. I would hope that, and I very
much look at it this way because I always come back to the
reason for investing, I believe in David’s talent. I now believe
in the talent of the whole group. They are a very good group. I
want them to be able to really use that talent in their careers
and their lives. I think realistically it’s going to take probably
as long as two years to build up to a point where they have
that option in their future. To really just focus on their music.
So I’m in it for as long as it takes and I hope that it’s two years
but it could conceivably be more.
DM: Would you do it again?
AC: If I saw another situation where a young talented person
would be given a chance to really use that talent then I would

AC: They can buy it through me, or they can buy it by sending
an email through the website. We are about to put it on the
website as an option to purchase, in which case it can be
posted to anybody. And other than that, as you know, the
challenge of getting physical distribution for CDs is incredibly
hard, and so we are using the Internet as a shop front and the
good old post office as a means of getting it to people.
DM: Do you see any possibility of the CD being taken up by a
distributor?
AC: If you get web uptake and traffic and volume then it
comes to the attention of those who would like to do more
with it, and then you may get picked up by a distributor.
There’s a lot of luck involved but there are some basic things
you have to do to get to a point where the luck can kick in. It
is, sadly I think, not a question of whether it’s good or whether
it’s something that is of the moment and people will like. It’s
much more a question of the randomness of luck, and
unfortunately that does mean that an awful lot of people don’t
make it when they should and, conversely, a lot of people
seem to make it when they shouldn’t, but there we are.
DM: Did the band find recording a difficult process? Do you
feel that you have bought your ticket in the lottery of success?
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AC: It got very hard but they didn’t get despondent. The
process of recording was hard for them and they really did
struggle because it’s a very demanding thing to do, and the
first time they had been through it. I said to them at one stage
just bear in mind how many people actually get a chance to
record an album. On the whole planet it’s a tiny fraction.
They are doing the things necessary to be in the race for
success. If they win or not is quite another matter. But the
reaction they get when they play live is very strong. And the
reaction that people have given me, and they have no reason
to say otherwise, to the album and to the recording, is that
they really get it and they really enjoy it, so that’s a good sign.
A friend of mine who works in PR in the music industry in
London, who is a very dour Scot, said to me you haven’t
wasted your money. And that’s high praise indeed from him. I
think they have something and I think the recording brings it
out. I don’t think they quite realized what they had until now.
They saw themselves as very strong live but I don’t think they
saw themselves as necessarily having a voice that was
different and would be attractive to the market as a whole. But
they now do and I think they are right to.
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S ECTION 3

Pro studio or home studio?

The story so far is that management consultant Adrian
Cannon saw musician David Thornton perform at a talent
competition and offered to help him financially, if at some
point in the future he wanted to take his musical career
forward. Three years later, David Thornton, Danny Brook,
Chris Woodward and Danny Campbell have put together the
band SinFiction. Adrian finances studio time for the band,
and manufacturing of their debut CD, Led By Verses.
Why hire a recording studio?

S ECTION H IGHLIGHTS
1. Why hire a recording studio?
2. Studio pros and cons
3. Home studio pros and cons
4. The benefits of working like the pros
5. The benefits of having a home studio

There is a question here that needs to be answered. Why hire
a recording studio, when high-quality recording equipment is
available that would actually cost less, and would be
permanently available? I would like to answer this from a
perspective that includes conversations with many musicians
who have recorded professionally in studios, and many others
who are recording to a professional standard at home. I’ve
heard many tales of woe where studio recording sessions
haven’t gone well. And I’ve heard many home-made
recordings where it is the quality of the production and/or
recording that is the problem, not the quality of the music or
performance.
Let’s say that you’re a talented and capable songwriter and
singer, and you have excellent musician friends who are keen
to work with you. Because you are all musically competent,
you can form a band and, with some rehearsal and learning of
stagecraft, can perform well and please an audience. The next
step of course is to make a recording. So the question is
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whether you spend significant money on a good recording
studio, or buy equipment to make recordings at home? To put
things into perspective, a day in a good professional studio
would cost around $800 - $1000, a top-rank studio $2000.
The equipment necessary to record a band would cost, at a
basic professional level, around $5000 (not including the cost
of a computer, which presumably you have already). So the
choice is between three to five or so days in the studio, or
recording equipment you can use as often as you like.
Studio pros and cons
The great benefit of working in a professional studio is that
you have an engineer who is expert in recording and knows
how to get the best sounds from your instruments, and craft
from your recording a professional mix. You’ll come out of the
studio with a recording that is comparable with the best
professional standards. Anyone you play it to won’t ask any
questions about the quality of the recording because there will
be none to ask.
But there is a difference between live performance and
recording. People expect more from a recording, and it has to
be ‘produced’. Without studio experience, it is impossible for a
band member to take on that role - even the writer of the
songs. What will happen however is that the engineer will take
on the producer’s role, even without that being explicitly
stated. He or she will quickly gain an understanding of your
performance capabilities and know, for instance, when a take
is good enough or whether it needs to be done again.

The only ‘con’ about working in a professional studio is that
where there isn’t a producer who really understands what you
want to achieve, and your capabilities, there may be a gap
between what you as a band want, and what the engineer
thinks you want. Indeed, sometimes an engineer can take a
band in completely the wrong direction, and the result is
entirely unsatisfactory. Looking on the bright side however,
after a couple of sessions that haven’t worked out well, you
will learn very quickly how to have more of an influence on
the session, so that you can come out with recordings you are
proud of.
Home studio pros and cons
The great ‘pro’ about the home studio is that you can spend as
much time in it as you like. However, there are some very
significant ‘cons’...
For many people home studio ownership becomes more
important than anything else - even their music. They spend
all their time thinking about upgrades to their studio and their
music takes a back seat.
It is a long learning curve to be able to produce professional
recordings. It takes years of experience to get to be an
engineer in a pro studio, and that is years spent among people
who really know what they are doing. Without doubt it is
possible to make recordings at home that are as good as
anything a pro studio can produce. But it takes a long time to
achieve that level of skill.
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Home studios are great for music that is mostly electronic or
digital in nature, with just a few acoustic sources. Recording a
rock band at home poses significant sound insulation
problems. Also, although it is possible to work around the
problems posed by lack of proper acoustics, this is not easy
and will require significant experimentation, where you could
just walk into a professional studio and set your equipment
up.
When you have an infinite amount of time available, there is
often a loss of focus. Indeed, many home studio owners never
really finish anything they record because there is always the
opportunity to improve it. If you record in a professional
studio to a fixed budget, then your work has to be finished
before your time runs out.

In a professional context, the home studio is a great place to
experiment, and to learn about recording. For purely
electronic music, the home studio can be an instrument in its
own right. But anyone working in acoustic music, and music
with electric guitars and drums, the aspiration should be to
concentrate on music and performance, and be recorded and
produced in pro studios by experts.
In summary, many would ask the question why SinFiction
chose to record in a professional studio rather than buy home
recording equipment? Since they are musicians and
performers rather than engineers or producers, then the
professional studio was, for them, the clear choice.

The benefits of working like the pros
Commercially released recordings are, in the vast majority,
recorded in professional studios. These are either commercial
studios available for hire, or producers’ private studios, built
and equipped to fully professional standards. Although it is
not unusual for artists and band members to have home
studios and do some work there, it is standard professional
practice for musicians to concentrate on what they do best write and perform music. When they need to record a single
or an album, they record in a pro studio with professional
producers and engineers.
The benefits of having a home studio
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S ECTION 4

The musician’s tale

The musician’s tale
In which the author interviews David Thornton, the principal
songwriter of SinFiction’s Led By Verses...
Like many an aspiring band, SinFiction decided that they
wanted to do some recording. Their thoughts initially were to
record in a top London studio. If you’re wondering what a top
London studio looks like, here is The Square, part of the
Miloco group...

S ECTION H IGHLIGHTS
This section comprises an interview between
the author of this book, David Mellor, and
David Thornton, who is the principal
songwriter of SinFiction’s first CD album, Led
by Verses.

Miloco owns a number of studios and also acts as an agent for
other studio owners. It is instructive in the ways of the
professional studio industry to consider what Milico says
about itself...
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“Miloco is the largest and most dynamic group of recording
studios in the UK. We firmly believe we provide the best
recording services across the industry, and pride ourselves
on the fact that our company is driven by some of the most
respected and established professionals in the business.
The Miloco family tree has grown from a small selection of
our own rooms into a comprehensive group of studios,
ranging from some of Europe’s foremost luxury facilities
through to affordable programming spaces, and with pretty
much everything else in between. Miloco now operates on a
partnership-driven business model, where we work
alongside producers and musicians in representing their
own personal studios as commercial ventures. It has led to
numerous well-known studios across London joining the
group, amongst them the world-famous Battery complex,
which we run in partnership with Flood and Alan Moulder;
West London’s Sofa Sound run in collaboration with Hugh
Padgham; The Pool, which combines a vast space in our
Leroy Street building with a large personal collection of gear
owned by producer Ben Hillier; The Garden, run in
partnership with producer Craig Silvey and owner Matt
Johnson; Musikbox, which is owned by DJ Pete Heller; and
Lightship95, which is the creative home of engineer Ben
Philipps.
The company has recently expanded across the UK with two
residential studios, Fisher Lane in Surrey, and Angelic
Studios near Banbury. The latter of which came about
through partnering studio owner and musician Toby Smith.

We also run the famous Liverpool studio, The Motor
Museum, in partnership with producer Mike Crossey, and
The Ironworks in Brighton with Mike Pelanconi. Miloco has
grown overseas with a luxurious residential studio villa,
Black Rock on the island of Santorini, owned by Greek
industry expert Kostas Kalimeris. We have also expanaded
into Paris with the launch of The Red Room, in partnership
with producers / mix engineers Philippe Weiss and Jean
Francois-Delort.
However whilst we have expanded our network of
partnership studios, we have also succesfully developed our
own core, London-based rooms, such as The Engine Room,
The Bridge, The Square and The Yard.”
I’ve visited several of the Miloco studios in the course of my
work and it is clear that they are working at a very high level
of professionalism. Of course, it costs significant money to
record at studios like these. Part of the cost can be accounted
for by property and rental prices in London. Studios outside
of London can be much cheaper, as SinFiction foundermember David Thornton found out. Let him tell his story,
prompted by my questions...
DM: How did you set about choosing a studio to record in?
David Thornton: Initially we were going to record an EP and
we looked at doing it up in London at a place called The
Square. There’s a company called Miloco and by the looks of
things they find studios for record labels. Basically, if a label
approaches them they’ll find them a studio. They are top
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notch studios and they are quite expensive and we could only
afford to record an EP there. We thought that, having no
recording experience, before we go in with a top engineer in a
top studio, we wanted to get some sort of recording
experience. So we looked around for a local studio, just to get
some experience really. We put £1000 together to record a
couple of tracks locally.
We actually found Appletree Studios [situated in the
countryside in Buckinghamshire, UK] and went there to
record the EP. It’s a small studio but Phil [studio owner
Phillip Goss] was great and his advice was really, really good
and he clearly was really dedicated to making it sound good. A
lot of the things he did took him longer to do his way but he
did it because it would come out better. Really what sold me
on the studio was Phil. He’s a great producer and he knows
his stuff.
DM: So you started out wanting to record an EP, then it
became a full album on CD. How did that come about? Why
didn’t you just record a demo and take it to the labels?
DT: At that time we only had enough money to do an EP. At
that point we hadn’t approached any labels, majors or indies.
As things progressed and Phil seemed to really like our stuff
and was encouraging about it, it grew and we decided to
record an album. So before we knew it we had the funds to do
the album and we had recorded it. Obviously up to that point
we still had no product to approach any record labels with
because it is our debut album, we had done no recording up to

that point. So that was the reason we didn’t approach any
labels, because we didn’t have a product at that point to
approach them with.
DM: So in your view a CD is better than a demo?
DT: I think so. Record labels are not really just looking for the
music anymore, which is unfortunate but they are looking for
a lot more than that. They will get piles of demos and so
having an album rather rather than a demo first of all
separates you from all the guys with a demo, and having a CD
separates you from all the guys with an EP. Secondly it
reduces the risk to the label. One of the main problems for a
label is that they don’t get the return on investment on nine
out of ten of the bands that they sign. So having an album
already done reduces the risk for them, so that’s why we
decided to do it.
DM: Does your deal accommodate moving up to a major
label?
DT: It does. We did our research and thought we’ve got
enough songs to put on an album. It’s early days for us but if
Adrian [Cannon, the financier] was keen to help pay for the
album then we were keen to do it. Obviously the other reason
is that the record labels would be more receptive to an album
than a demo or EP. All those reasons combined is why we
decided to do it like that.
DM: Were your songs ready to record before you went into
the studio?
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DT: We were pretty well-rehearsed. We were together for 18
months before we went in the studio. We practised for five
hours a week, two and a half hours over two nights. I’d say the
music itself was pretty finalised. There was the odd guitar solo
that I improvised. Odd bits and pieces that we added once we
heard it and we thought we had to add things here and there.
But the structure of the songs, all the lyrics all the guitar parts,
bass, drums, all of that stuff was done before we set foot in the
studio. We didn’t have any studio experience itself though so
we didn’t really know what to expect. The only thing we had
any control over was the music. I feel like that was very
rehearsed, as much as we could have done with the time that
we had.
DM: To what extent did Phil produce the recording, rather
than simply engineer it?
DT: I would say every facet of it. We obviously did all the
music parts ourselves and he recorded those. The next stage
after that is mixing and I was with him for three days of the
mixing process. He mixed it and mastered it as well for us. In
terms of the production value he added he played keyboards
on the album, because we wanted piano, some synths in there,
strings. Obviously we can’t quite afford a full string section yet
so we had to do that digitally. He helped us do all that. It’s
very different we found. Playing live we’re quite energetic and
we’re quite a raw band. Getting that across on the album was
really tricky. Phil showed us other ways of doing it and we’ve
added things on our album that we don’t do in our live set.
But it’s made it more interesting because songs that don’t go

down so well live are fantastic on the album. Phil’s production
input has helped a lot of our songs, because they sounded
quite raw live. I think it would have come across as quite
amateur in the recording and his input there really helped.
DM: Regarding your comment on ‘quite amateur’, there’s a
fine line between amateur and raw.
DT: Yes. And he wasn’t intrusive on his input. If we disagreed
with what he had to say, then that was that. We would move
on. If he strongly disagreed he would say, no, you really want
to consider this. So I would say it was non-intrusive advice on
his part.
DM: Did you ever consider going the home studio route?
DT: We did a little bit of recording ourselves. We did one
track that is actually [re-recorded] on the album - Kicking
Too Fast. I have a few microphones, I have a USB audio
interface that I can connect them to, and free sound recording
software. We actually did try it but it did sound distinctly
amateur and I think we are a reasonably professional band
and I would hate our inability to record as well to let us down.
So as well as the fact that it wasn’t us coming up with the
money. I know that sounds dreadful doesn’t it? If we had to
come up with that amount of money it would have been a very
different thing. We just couldn’t have afforded to do it, so
having the kind offer that we had, we thought we’ve got to
make best recording with the money that we can and we
couldn’t guarantee that with the money we would do a job of it
in a home studio. Plus there’s the time. It’s used up all my
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year’s holiday from work doing it in the studio, so doing it
myself I don’t know if I would have had the time. We didn’t
really consider doing the EP or the album at home. We always
knew we would go in the studio and do that.
DM: Did working with a producer change your sound?
DT: Our think our sound is different on the album. He didn’t
force us to do that, he was giving us the benefit of his advice.
But he was saying to me that a lot of bands took it that he was
trying to change their sound. I think it depends on what sort
of band you are. We wanted to make the best album we could.
We’re happy to take on board advice but definitely not at the
cost of people not knowing it’s us. If we lose our sound, what
would we have left? So we would never have let that happen.
We didn’t feel like Phil was doing that. He’s quite a calm
person. I think if he had a more controlling personality and he
was in another studio, that could come across to the band as
the producer trying to change the sound. I think that a lot of
the time they’re just trying to help. But I have got friends who
have said exactly the same things to me. But no, it didn’t feel
like that at all. If we felt he was trying to change things we
would just say no we’re going to continue, and he would
accept that.

where any future recordings will have a little bit more rawness
to them, a little bit more edge. But at the same time, our live
performance will be slightly softer and a little bit more
together sounding. I think it is going to change our sound, but
I wouldn’t say completely. I think there is a middle ground in
there - an edgy together sound on both the album and live.
That’s what I’ve learned from it and what I would do
differently next time maybe.
DM: How long did the recording take?
DT: Because there’s four of us doing it, and three of us work at
the same place and we couldn’t all get time off together, we
had to do it in bits, so it’s hard for me to say. But I know that I
took two and a half weeks off in total to do lead vocals, rhythm
electric guitar and lead electric guitar. It’s probably about a
month in total of all of us roughly.
DM: What do you think about the sound?
DT: I’m very happy with it. It’s different to what I expected.
Obviously we’re all critical of our own stuff. It’s softer than I
expected but now I really really much prefer it. I think it’s a
quite commercial sounding album. I’m definitely happy with
it overall.

DM: Does your sound playing live match the album?

DM: Were there any unforeseen problems?

DT: I think there’s a middle ground there. What we’ve learned
from recording the album is that we’re a much tighter band
now. You can’t hide when you’re recording. You can’t have any
sloppiness in there. I think there’s a middle ground to be had

DT: The only major problem we had really was getting time
off work. But the only problem that I had in the studio was on
the song Misery. In that the vocals are quite shouty, quite live
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sounding, and it recorded really really badly - to the point
where we were going to drop the song. But Phil stepped in, he
had an idea of how to get round it. He suggested we record it
in a different way, so we recorded a few layers with a live
SM58 vocal mic, and then we recorded another couple of
layers in a lower octave on the studio mic, and he mixed them
together in such a way that it sounded far better than it did
and it saved the song. Phil knows what he’s doing. And there
were creative problems or we thought maybe we’ll do this, or
maybe we’ll do it that way. But they aren’t really problems, its
all fun really. Other than that one vocal it was quite smooth
going.
DM: Is there anything that you would do differently next
time?
DT: We recorded the guitars digitally, with a Line 6 Pod. We
did that because I didn’t have a great amp at the time. For me,
I can hear that it’s recorded digitally. The only thing I would
do differently is that I now have a great top-of-the range
Marshall amp. That said, I have a lot of guitarist friends who
haven’t batted an eyelid, haven’t commented on it, and they
would comment if they thought it sounded digital, so it might
just be me knowing that it’s the case. The other thing I’d do
differently is I’d like to spend more time on the vocals. I’m
pretty proud of the vocals because it’s the weakest area of my
music, my singing. But I feel like if I had an extra week on the
vocals, I could really have improved them. [David is being
very modest here, as you will hear on the CD.]

DM: Sometimes when you’re doing take after take, you don’t
know when you’ve peaked. Having a producer can often help
with that.
DT: He was quite good like that. We’d do a run through of the
track and then we would go for a take. We’d listen back and he
would objectively say I think we should do this bit again, or
that bit again. And I would just take his advice. Once we had
got all the different cuts we could pick which ones we liked the
best. He was quite pro-active about that. When you’re in that
vocal booth singing it’s very difficult to tell how it’s going,
what it sounds like. He was very helpful in that respect.
It was a really enjoyable process overall. A lot of people had
prepared me for it being as stressful as hell. And a lot of
people who have been up to studios in London have had
personality clashes with the producer, they have had technical
problems, run over budget, and haven’t sounded as good as
they would have liked. But actually maybe through dumb luck
we haven’t had any of those problems. We’ve just enjoyed the
whole thing. And I do wonder if that says a lot for Phil and his
studio which is one of the only places that has been running
for 25 years. I would put a lot of that onto Phil. He’s done a
great job and I would recommend him to anyone.
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S ECTION 5

Appletree Studios

Before hearing from producer Phillip Goss, let’s take a little
look at his recording studio - Appletree Studios in
Buckinghamshire UK. You can see more at
www.appletreestudio.co.uk

S ECTION H IGHLIGHTS
A brief photo tour around Appletree Studios,
where SinFiction’s Led By Verses was
recorded.
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Three more views of Appletree Studios.

43

Oh... and SinFiction themselves in the control room...

the operation of the equipment gets in the way of that, it can
only be to the detriment of the end-result. But let’s see what
Phillip Goss has to say...

What we see here in Appletree Studios is a ‘traditional’
recording studio with a mixing console (Tascam DM4800)
and multitrack recorder (Tascam X48). Yes, it’s a smaller
scale than the Miloco studios, but equipment like this is
capable of exactly as good results. Although Phil has a Pro
Tools DAW system, traditional equipment allows the engineer
to be more involved with the band, rather than having his
head stuck in the screen most of the time. This actually is a
huge issue - recording is all about people, music and
performances, and then about capturing a great sound. Where
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S ECTION 6

The producer’s tale

The producer’s tale
In which the author interviews Phillip Goss, the owner of
Appletree Studios and producer of SinFiction’s Led By
Verses...
DM: Could you give me a brief rundown of your own
background and the history of your studio?

S ECTION H IGHLIGHTS
This section comprises an interview between
the author of this book, David Mellor, and
Phillip Goss, who is the owner of Appletree
Studios and producer of SinFiction’s first CD
album, Led by Verses.

Phillip Goss: I’ve been running it from 1985 as a studio, I was
still at school at that point. In 1984 I had an 8-track recorder
in the cupboard and I just recorded bands from school. Then
after that I left school and had a brain hemorrhage on a
football field, which was not good. I ended up in hospital and
the guy next to me had a recording studio in Fairbanks,
Alaska. So I went out and did six months out there learning
the ropes. I got a band together and we toured round pubs
and clubs in Alaska. Because I was English we did Beatles
covers and stuff and did quite well. Alaska is quite a rich state
so I made some money, came back and got an Enterprise
Allowance scheme [a 1980s UK government system where
people who were unemployed could receive £40 a week to
help set up their own business]. I had three rooms added onto
the house and made it a proper studio. That’s really how it
started and I’ve been working with bands and solo artists ever
since. I’ve built up a good clientele who come back. It’s just
hard work really.
DM: Many studios have closed since the 1980s. What factors
have contributed to your studio’s longevity?
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PG: I think partly due to being a musician myself as well as
being an engineer and producer, so I am on the same side as
them straight away. I try and get the best out of the band by
knowing, say if the guitarist wants a sound then because I play
guitar I can recreate that pretty quick. I play bass, keyboards,
drums and guitar so I have a good understanding of the main
instruments of a band. The band can see that I’m on their side
and I’m trying to get the best out of them. They seem to come
back and they tell other people and it’s gone from there really.
I think also running it from home - it’s on the side of a house so the rent isn’t as much as some of these bigger studios. One
of the things I’ve seen is that a lot of the time they start off too
big. A lot of people have come in from other studios and said
they didn’t really know what they were doing. They have done
it as a bit of fun, as a hobby, but that’s a bit of a danger
because if people are paying money they want somebody who
knows what they are doing. That’s maybe one or two other
studios but there’s a lot of good ones as well.
DM: It sounds like people are really coming to hire you, and
you just happen to have a studio as well.
PG: It’s good equipment. I’ve always tried to have the best
that I can. It’s important that you have stuff that works rather
than having it blow up halfway through a session or the
quality not being very good. The kind of music I like has
always been quite high production values so I’ve always tried
to aim for that. But I’ve got quite a wide range of musical likes
and I like everything from out and out dance music to prog
rock and classical music and rock music. Having an

understanding has helped. And I do like getting the
production sounding right and spending as much time on it as
I can. It’s always that fight between the budget you’ve got and
what the band wants, trying to find the place where you can
get middle ground really.
DM: It’s a residential studio as well? That would presumably
help with the marketing side of it.
PG: Yes it has been, but not so much now. I’ve had a few
international people and a few long distance people. I had
another house near where the bands would stay. It’s nice to
have a break if you’re in the studio all the time together. But
I’ve cut that aspect of the studio back a bit.
DM: It used to be pretty much normal to spend two or three
months in a residential studio, recording an album. Have
those days gone?
PG: Yes I think they have. A lot of it now is that people are
doing things on their computers and bringing in the files and
I’m adding to those with the live drums and the acoustic
instruments. That’s the thing I love about this job, you never
quite know what you’re going to get through the door. The
challenge is a good thing. I like that. I’m amazed - I think I’m
the longest running studio in Buckinghamshire and
Oxfordshire now. It has been amazing really to survive that
long.
DM: In general do you have any contact with musicians
before the session?
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PG: Now and again I’ll see them live so I get an idea. Probably
in the last five years or so it’s been good that they can give me
a link on YouTube and I can hear what they sound like and see
what they’re like before they come in, so I can get a much
better idea. And often I’ll ask “Who do you want to sound
like?” and then I can listen to the music they want to sound
like and try and recreate that. So it’s a lot different from how it
used to be when you never quite knew what to expect. You can
get some idea now, which is good.
DM: Do musicians ever come in with a producer, so that you
are purely engineering?
PG: Very rarely. Usually it’s the bigger bands. I had The Alarm
in not too long ago and they brought in their own guys, so it
was back to being tea boy again. I didn’t mind at all really,
they were heroes of mine. I’m really whatever what the band
wants me to be. I’m not proud or anything and I want the
results to come out well, because it’s got the studio’s name on.
There’s always a bit of quality control at the end. If the band
want me just to engineer that’s fine, if they want me as the
producer then that’s fine too.
DM: I’ve found that bands going into the studio for the first
time can feel they know what they are doing and they just
need an engineer. But in practice the engineer will have to
take on at least some of production role.
PG: Sometimes you get 15-16 year olds who have got a bit of
head knowledge but it doesn’t often cross over when it comes
to recording. You don’t want to change a band from what they

want to be, but there are certain rules you have to stick within
or it won’t sound right. I’ve never had a band in where there’s
been a problem. Most people if they are serious about their
music will know that you’ve got to stick within certain
boundaries with sound, the physics of it all. I’m amazed at the
knowledge some of the bands have now. In the olden days
[laughs] I say the olden days, I mean 80s and 90s. It wasn’t
there. It has changed which is a good thing. Bands are a lot
more savvy and they know where they are going a lot more
now.
DM: How did it work with SinFiction?
PG: They came in and did a demo originally. I hadn’t got any
foreknowledge of them when they came in that time. But
straight away when I heard the drummer... We were setting
the drums up and to me that’s the main instrument to get that
sounding good. I’m a drummer myself and the second I heard
him drumming I thought he knows what he’s doing, which is
good. And the whole band had obviously rehearsed a lot and
that impressed me. And then the songs. I thought this is a
band that could go somewhere. I said this to them and I think
it’s true. They were in the top 10-20% of the stuff that I get
and I know that it’s worth them pursuing it further. In the end
it’s their choice but I said to them I think you should take this
further and at that time without them telling me they had
actually got a backer and that was a good thing.
They were originally thinking of going to London to record
but for the same cost they would have much more time in the
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studio here and they wouldn’t have the stress of going back
and forth all the time. Musically it clicked and I thought they
are guys who are prepared to listen but they know what they
are doing as well, which makes recording a quicker process so
that’s good.
DM: How did you work with the band on mixing?
PG: With automation I could mix the tracks as I wanted and
store the mixes. Then what would happen is that a couple of
the guys would come in, listen to what I had done, and if there
were minor tweaks here and there I was happy to change it to
what they felt. But to be honest it was one of those things
where we were all really in tune. I think what I was doing was
how they wanted it to be anyway. I played a lot of the
keyboard parts without them being around when I did it and
they loved what I had done, so I think we had that
understanding that if it didn’t work I would just pull the fader
down, but I think we were in tune throughout the whole
process.
DM: How did you divide the work between traditional
equipment and Pro Tools?
PG: I have Pro Tools and this is obviously using some of the
Pro Tools stuff. But the traditional equipment is more
musician-friendly. It’s quicker. It’s almost going back a little
bit to the reel-to-reel way of doing things and I love it. As long
as the results come out right, then that’s the important thing.
It’s just a great system to use.

DM: So you were mixing using the Tascam multitrack and
desk?
PG: That’s right. It’s all automated and it’s all synced up so the
faders are flying up and down as I store all the information
and stuff. I’ve come from the analogue days and I love the
analogue sound. I’ve got analogue converters in the desk and
so I’m able to get a lot more warmth. I’m able to use outboard
effects. I like some of the warmth from the outboard reverbs
and outboard delays. They just bring a bit more warmth into
it, especially with a rock band. I use what I know and if I can
use it quickly then it saves a lot of time. I’m really happy with
the system as it is. I’ve chopped and changed it over the years
and it’s really working well now.
When I started it was all analogue and lots of knobs on the
desk. Now with all the fully automated desks I can get the
mixes up and go away and come back a year later and the mix
is exactly the same, where you couldn’t do that in the past.
Things like that have been a really good thing. The technology
has moved on so much. But I do miss the analogue a bit, the
rawness of it.
DM: So how would Pro Tools fit in?
PG: Personally I find that it slows me down. Some bands, they
want to use Pro Tools and that’s fine. The main system I’m
using isn’t too far from it and it is using a lot of the effects
from Pro Tools, and the editing facilities. But if you know
something and it works well and sounds good, and you know
where all the buttons are and what they do, I’d rather use that.
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It’s a funny thing.. a lot of people say this and it’s probably
true that it’s what leaves the studio that counts, not how
you’ve got to it. That’s important. We’ve never had any times
when it’s been slowed down, it was just a really smooth
process which was good.

DM: Did you use any warmth or harmonic generation?

In a sense I’m doing it in the old style with a desk and the rest,
but it’s got all the editing facilities. I’ve got my head in the
screen when they’ve gone and they’ve left me with all the
tweaking. That’s fine - all bands would get bored looking at
the back of your head all day. That’s why it works. They go
away and I do all the stuff, they come back and if they like it,
great. If they don’t, we just work and tweak until we do like it.
As I say, for this particular album we were all on the same
page all the way through, which was a great thing really.

PG: Nothing. They are a rock band. I always try to get a band
sounding on an album like they are live. It’s so easy to overproduce a band, especially a rock band, and I didn’t want to
go down that route. I know there are keyboards on there but
they are more subtle, just to add to the sound rather than be
too much in the foreground. That can be a problem, because
the technology’s there you feel you have got to use it. I’d
rather it sounds good in the speakers and it sounds like what
the band sounds like, then you’ve done what you need to do.
The mastering is just top and tailing, little bit of punching
here and there, taking out the low frequencies, and PQ coding.
I told the band it’s a ‘dark art’ and it was best they weren’t
here while I was doing it.

DM: After the mixing, did you do any further processing at
the mastering stage?

[I asked Phil if there was anything else he wanted to mention
about the recording.]

PG: A little bit. I used Puncher [a feature of Steinberg’s
Wavelab that adds harmonics to louder sections] here and
there just to bring it out of the speakers a bit more in places.
Also the usual things, take the low hertz off, the rumble stuff
right at the bottom so it doesn’t blow speakers up. I try and
get it as good as I can. I use the old Yamaha NS10’s still, the
white ones. They are great because they are so dead and so flat
you have got to really work with them, so if I can get a mix
sounding good I don’t want to lose it too much in the
mastering. Just really the top and tailing, making sure you
have got no real low frequencies.

PG: It was pretty straight forward. The bass was DI and
amped. For drums, we used my old Gretsch kit from 1971, it’s
an old badge. I still think that the drum sound is the pivotal
thing and you build everything up around that. If you’ve got a
good drum sound you’re halfway there. Phil Collins said he
was the goalkeeper of the band. If you’ve got a good
goalkeeper you’re alright.
[I spoke to Phillip Goss and David Thornton before speaking
to financial backer Adrian Cannon. I got a certain impression
of Phil, and commented as such to Adrian.]
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DM: Adrian, would it be right to imagine that Phil has been a
bit of superstar in this whole process?
Adrian Cannon: I think you’re right. He has a real talent for
what he does. And we were very lucky that David stumbled
across him. Some of the options we had looked at earlier,
London-based recording studios, although financially less
demanding I think the outcome would have been really what
we would not have wanted. I think that what Phil managed to
do was quite extraordinary because he did bring out a very
high standard of performance from them. And he did help
them shape the sound they have now achieved. And I would
agree. He is a talented man and he is also a pleasure to work
with. He is generous with his knowledge and he uses his
knowledge to produce a better outcome for everybody, not
just to gain advantage for himself. It really has been pleasure
working with him.
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S ECTION 7

Conclusion

Although producing a CD is a worthwhile ambition for any
artist or band, the CD isn’t the end of the process. To
paraphrase Sir Winston Churchill, it isn’t the beginning of the
end of the process, but it is perhaps the end of the beginning.
When you get to this point, you’re not an amateur band any
longer. You are professionals, investing your time and energy,
taking on board financial investment, and dedicating
yourselves to achieving success in the very near future. That
success will bring recognition, the opportunity to do further
great work, and of course money.
I would like to thank Adrian, David and Philip (alphabetical
order, since they all contributed so much) for their help in
providing so much open and honest information on how their
CD Led By Verses came into being. To find out more, then you
need to listen to - and perhaps to own - the CD. With the
power of the Internet, it could be in your hands within a
couple of days. Go to www.sinfiction.co.uk to learn about
upcoming gigs, indulge yourself in band merchandise, and of
course buy the CD!

S ECTION H IGHLIGHTS

David Mellor
Course Director, Audio Masterclass
www.audiomasterclass.com

A last word from author David Mellor on the
making of SinFiction’s CD, Led By Verses.
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