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FOREWORD

Ben Price, Grants and Programmes Manager for
the Early Career Promoter Fund at PRS Foundation

No one decides to be a music promoter for
an easy life, and most promoters won't see
anything resembling a profit for some time in
the early years. Yet the role promoters play in
the grassroots music ecosystem is essential.
Without grassroots promoters, there would
be no pathway for the music creators, artists,
musicians and DJs of the future.

Managed by PRS Foundation and supported

by Arts Council England and the Department
for Culture, Media and Sport (DCMS), the Early
Career Promoter Fund was established in

2024 to recognise the vital role independent
promoters play in supporting the talent pipeline
across England. The Fund has offered grants
and capacity-building support to hundreds of
professionals at the start of their promoter
journey, helping to strengthen local, regional and
national ecosystems.

The Fund was also created to address
underrepresentation in the live sector, and to
ensure that a diverse range of promoters are
active within the grassroots live ecosystem. That
is promoters working in all genres, of all genders
and from all backgrounds.

We created this guide through consultation

with the sector and our grantees on the types

of support and resources that would be useful
in the early years. The guide aims to bring
together the voices of experienced people who
are generously sharing their vast knowledge and
insight.

While we have done our best to put together
something thorough and wide-ranging, we
recommend that everyone do their own research
as well. Each scene is different, and what has
worked for one person in the past may not

work for you. We encourage you to explore best
practices for your own events. However, we hope
this guide offers valuable insights into the lives
and experiences of those who have been there,
done it and got the tour T-shirt to prove it.

A huge thank-you goes out to everyone who

has generously given their time to contribute a
chapter to this guide, none more so than Anna
Moulson of Melting Vinyl and the Association

of Independent Promoters, who have worked
tirelessly with me to co-produce this guide,
helping to pull together all the pieces and ensure
that no stone is left unturned.

We really hope you enjoy reading The Early
Career Promoter Guide and that it serves as a
helpful resource to keep in your back pocket for
years to come - or at least until you no longer
need it!




INTRODUCTION

Anna Moulson, AIP/Melting Vinyl

Why music promotion is important

In the live music ecosystem, promoters are not
as visible as venues, music creators, artists,
musicians and DJs. But behind the scenes, they
Curate interesting, creative events that have

a huge impact. They are the glue that binds

the venue, the audiences and the artists. They
breathe life into events and bring the colour that
lights up the venue.

Ultimately, promoters provide a live music
platform for music creators, artists, musicians
and DJs. They work on the ticketing, marketing,
production and finance of events, taking the
strain so venues and artists don't have to.

Promoters bring the artists - and, in turn, the
audiences - to locations that might otherwise be
quiet on a Tuesday night. Whether through eye-
catching marketing or word of mouth, promoters
are the force catching the public's eye.

They curate line-ups and present new artists

to audiences. A good promoter brand means
followers who like what you've done in the past
will come to see a relatively unknown artist
because they trust your brand.

Promoters offer networks and opportunities

to local artists by inviting them as support acts
on bills so they can meet, perform and gain
inspiration from touring artists - and you never
know - the touring artist might even ask them to
join their next tour.

Promoters benefit the whole ecosystem of
creative freelancers - from the box office to the
people running the gig, as well as designers and
photographers. Promoters also help venues by
bringing in audiences who, in turn, purchase
food and drink.

Promoters bring communities together to
adore and praise artists with hand clapping and
cheering, or to remain silent in reverence, which
is good for everyone's mental health.

By conducting grassroots research and
development and by finding and providing
platforms for relatively unknown artists,
promoters are feeding and cultivating the

live ecosystem. It's in effect a creation of an
artist supply chain that goes all the way to the
top of the industry, to stadiums and arenas -
Glastonbury main stage, anyone?

We are the live music industry's silent funders.
There is an element of financial gambling; as
promoters, we hope to see the ticket sales and
the artists grow. This can sometimes be at the
expense of our finances and nerves! It can be an
expensive night out and an exciting roller coaster
ride, constantly evolving and moving on to the
next live event.

Grassroots events planned with care and respect
for all, that are fair and honest, should result

in an inclusive, positive environment where we
all work as a team for the collective good of an
inspiring night out. Look out for the promoter,
who will be at the back of the venue enjoying the
fruits of their labour. For a promoter, there is no
finer sight than an artist on stage and a happy
audience.

We hope you enjoy reading about the promoter’s
pivotal role, along with the other key live music
industry professionals who you will meet in the
following chapters, who have been there, done
that, bought the t-shirt, made the mistakes and
learnt from them, and now want to share their
experience with you. This guide will help you
navigate your career journey in live music, from
the key areas of promoting and programming
to finance, marketing and production, as well as
looking after your well-being.




ROLE OF THE PROMOTER

AND THE JOB THEY DO

Anna Moulson, AlP/Melting Vinyl

As a freelance, independent promoter, you wear
a lot of hats and juggle a lot of plates. Juggling all
happens at different stages, not all at once. The
promoter’s role is to drive the event forward and
serve as the glue, holding artists, the venue and
the audience together.

The first stage

The best part about being a live music promoter
is finding and booking the headline artists and,
where possible, connecting them with the local
live scene by booking a first on’ artist. This
happens through the artist's manager or by
liaising with an agent who deals in live bookings.
Ideally, you then start promoting most of their
roster of artists, especially if it aligns with your
music tastes.

Send an offer to the headline artist, manager

or agent (or sometimes the artist directly),
including the fee for the artist and the predicted
budget. How far along the artist is in their career
will inform whether they have a team. Some
negotiating usually takes place at this stage until
everyone agrees on the budget and the artist’s
fees, and the artist's representative issues a
contract. Be realistic, too - if it is your first event,
book smaller acts and build a reputation before
trying to work with an artist signed to a major
label or one you saw at a big festival.

Marketing/ticketing

It makes sense to announce all the tour dates

at once. Sometimes the announcement can last
a few days: advertise the event, then arrange

a small pre-sale allocation through the artists,
and finally hold a general sale through the
promoter’s chosen ticketing company/the venue.
It's all about building interest in the event. Now
this is where it gets interesting: how the publicity
is going to look, and how you are going to sell
the event. There may be a set tour image from
the artist that you can make look even better
with your brand style and ideas. Double-check
the poster or digital campaign video and ask
someone else to have a look to make sure all the
details are correct (city, date, venue). It's essential
to get the thumbs up from the artists or their
representative before sharing and printing.

It's vital to cover all marketing and publicity
bases - from digital to non-digital - to get the
tickets sold. Word of mouth is one of the best
(and free!) ways of marketing an event. Never
cut corners on the marketing. Keep pushing the
event throughout the journey, right up to and
including the day itself. If the turnout is low, the
promoter can console themselves in knowing
that they exhausted every opportunity to sell
the event and think of it as marketing for their
promoter brand.

Advancing

Planning and organisation are key to the smooth
running of any event. If the promoter leaves no
stone unturned in the production advance, there
should be less to iron out on the day. Whether
advancing with the artists, the manager or the
tour manager, starting early allows time to iron
out the tech (rider’) setup, catering (rider), guest
list and the practical details of load-in parking.

It is key for the promoter to be at the centre

of these discussions. Send the final, signed-off
production advance agreement to the artist's
advance contact and the venue. It should bring
all the details together in case there are any
guestions on the day of the event.

(See Chapter 7 for the role of a promoter or their
representative/artists liason on the day of an event).

After the event

Celebrate the event on social media with pictures
of the music creators, artists, musicians or DJs
and lots of enticing words (‘best night ever’

or ‘thanks to all for coming out’), tagging in all
involved. Social media following an event helps
build your audience and also engages the artists'
followers. This is also the time to sort out the
equipment, any leftover catering and paperwork.
It also involves sending a settlement (ie a two-
column budget spreadsheet with the actual
income and expenditure in one column and the
original offer in the other) to the artists, manager
or agent. Pay the artist's fee and send a thank
you. The closer to the event this happens, the
more reliable/efficient they'll consider you. Keep
in mind that some artists or representatives may
want to see the settlement on the night itself, so
always keep your figures up to date.




ROLE OF THE PROMOTER AND THE JOB THEY DO

Types of promoters and how they get paid

In-house: In-house promoters are employed
by a venue or are freelancers with a
guaranteed monthly salary who focus on
programming for the venue.

Freelance/self-employed: Independent
freelance, self-employed promoters take the
financial risk themselves, but they also have
the independence to choose which venues
and artists they want to work with. Their
primary source of income comes from ticket
sales. They could be working with grassroots,
mid-table or arena-level venues.

National/global/corporate: On the national,
global or corporate level, promoters form part
of a team in a large corporate enterprise. They
may also be part of other aspects of live music
promotion, such as ticketing companies.
DIY/hobbyist: DIY/hobbyist promoters are
freelance but usually have a job elsewhere,
and are generally non-profit, giving all the
income, minus a few expenses, to the artists.

Who promoters work with

Agents supply and contract with the artists,
with a focus on the live bookings/career of the
artists.

Venues supply the setting infrastructure and
contract equipment and staff (technicians,

bar staff, managers and diary holders) for the
promoter to liaise with in advance and on the
day.

Music creators, artists, musicians and DJs
(local, national, international) are the talent on
stage that a promoter ‘buys in’.

Tour managers advance the details of an
event with the promoter and organise the
logistics of a tour (ie booking hotels and
transport). They look after the artists and are
available on the day as the go-between the
promoter and artist.

The audience is the key to it all - the people
who come along and support the promoter’s
brand of curated nights. Without them, there'd
be no event, no atmosphere and, ultimately,
no money to pay for the event.

* The promoter’s team includes reps (they look

after the music creators, artists, musicians and
DJs, liaising between them and the venue on
the event day), box office (managing the ticket
sales and guest list) and runners (supporting/
assisting the rep on larger events where they
basically need someone to run errands for
them and the artist). This also extends to
those involved in the distribution of posters
and flyers, production crew, etc. The list of
freelancers a promoter works with is endless.

Labels/managers become important for
promoters as time goes on and they get to
know the network in the local scene. They

are influential people who run record labels
and manage the whole spectrum of an artist's
career.

Miscellaneous contacts include a whole
swath of people from ticketing platforms,
printers, marketing and distribution
companies, and local press.

WHAT ARTISTS WANT
FROM A PROMOTER

“I think one of the most important
things for a promoter is that they just
get the band and their choices reflect
the aesthetics of the band. Choosing an
unusual venue can really make an event
special, and the chosen support band - if
the promoter has input - is just right. It
gives an event a curated feel rather than
a thrown-together one. And, of course,
there’s the little things - making sure
the rider is in the dressing room when
you arrive and having the buy out money
in the right change, so I don’t have to

go round trying to break a £20 note to
pay the band. Also, the promoter being
around to show us where the dressing
room is, where the merch goes, door
codes - all those little things are so
important to an artist.”

lan Parton (The Go! Team)




WHICH TYPE OF PROMOTER ARE YOU?

Anna Moulson, AIP/Melting Vinyl

The type of promoter you are shapes what

you do, who you work with and how you get
paid (or not!). Promoters come in many forms,
from DIY grassroots organisers to independent
commercial businesses and conglomerates.

‘Independent promoters embody a unique

set of values, including creativity, community,
inclusivity, innovation, artistic integrity and
diversity, often focusing on meaningful cultural
experiences rather than financial gain. They
play a vital role in nurturing counterculture

by creating opportunities for smaller or niche
events that may not fit the mainstream agendas
of larger companies. Their values are rooted

in passion, a sense of social responsibility

and a commitment to making art and culture
accessible to all." (AIP report 2024)

In-house booker/promoter

In-house programmers are employed by a venue
and are paid a wage or work on a freelance basis
for a guaranteed fee. They ensure the space is
booked with events almost every day of the week.

The in-house booker holds the diary. They are
the go-to person for freelance promoters when
they need to book dates at a venue. They may
also programme some nights themselves. They
are vital to the local scene, especially where
there are no freelance promoters. They are
paid a salary regardless of how many people
come through the door. Their wage comes from
hire fees, drink sales and ticket income, so they
have to work hard to book artists and to hire
the venue out to promoters who will also book
artists who pull a crowd. They tend to focus

on curating events/hires on a mid/large scale
venue, but on a smaller grassroots level, they are
involved in programming, ticketing, marketing
and event production.

Freelance promoter

Freelance independent promoters have the
autonomy to choose the venue, the genres

and styles of artists, and how they brand their
company. They front the costs and pay for the
hire, artists, staff, marketing and catering, taking
the financial risk without a safety net. Sometimes
events make money, and sometimes they lose

money, and whatever is left over, the promoter
uses to cover their overheads and takes (on a
lower grassroots level) a small wage. Many have
patchwork careers, working elsewhere in the
music industry or in other sectors. This freelance
role covers the whole spectrum of jobs such

as finance (budgeting/contract), programming
(curating), ticketing (putting them on sale and
monitoring them), marketing (announcing the
event and finding ways of keeping potential
ticket holders interested in the gig) and
production (liaising over the artists’' requirements
with the venue and artist and potentially on a
smaller scale doing the same on the day through
running the gig).

Freelance promoters need to be highly
adaptable. The role suits those who crave the
buzz and the rollercoaster ride of making an
event happen. In many cases, the promoter is
growing alongside an artist and helping them
advance to larger venues.

Freelancers connect with everyone from the
venue's diary holder to the agent and the
artists. At small- to mid-scale events, freelance
promoters do pretty much everything, which
can be exhausting in the high season (spring/
early summer and autumn/early winter). As
the promoter starts promoting larger artists
(while continuing to promote smaller artists), it
becomes physically and mentally impossible to
do everything solo, and they need to delegate
jobs such as marketing and production
advances.

Freelance promoters tend to have their ear to
the ground and know their local scene, as well as
the national and international live markets. Some
focus on a particular region, building a scene and
a following for their brand, utilising their local
networks, data and expertise to deliver the best
events. Others work in many territories.

‘They all share a commitment to live music,
culture and the scenes they serve. They are
the bedrock of research and development
for new and ground-breaking artists, creating
opportunities for young acts to establish
themselves.’ (AIP report 2024)




ROLE OF THE PROMOTER AND THE JOB THEY DO

Freelancing is a good way to get into the music
industry, whether you want to continue as a
promoter or not, as it lets you meet so many
people and develop a variety of skills.

DIY/hobbyist

The DIY hobbyist is so grassroots that they
operate out of small basements, rooms above
pubs and sometimes the local church hall. They
are like the freelance independent promoter, but
on a small scale. All the money from ticket sales
goes back into the event's running costs, paying
the artist and the venue. To accommodate

this personal passion, they tend to have a full-
time job elsewhere that pays the bills. These
promoters are incredibly community-driven
and passionate about the events they put on
(and so are their audiences), so much so that
they invariably introduce the nights and know
everyone in the room. The beauty of this role is
that the financial stakes are not high, and they
can really delve into the underground local/
national, and international live music scene, so
it doesn’t have to be commercially viable. Still, it
can be creative and exploratory, focusing more
on taking a chance on great unknown artists
from niche genres.

National promoters

The general view of a national promoter is that
they make an agent'’s life easy, as they generally
book the whole, or a large chunk, of the tour on
the agent's behalf. They keep their relationship
with the agent tight; it's their supply chain, and
they book artists on their behalf in venues up
and down the country, mainly at mid-table to
larger-scale levels. National promoters can be
large organisations with a multitude of staff
across departments covering everything from
ticketing to marketing and production. They
spend a lot of time at festivals and conferences,
meeting agents and booking national tours.
Their role is focused on booking while other
staff handle ticketing, marketing, production
and finance. They have a more multi-event
national/international approach to marketing.
Some smaller independent versions of this focus
mainly on live music, but the larger nationals will
promote a spectrum of the arts from comedy

to music to theatre and beyond. These types of
national promoters also take financial risks on
events, mainly with established artists, and they
sometimes own venues, festivals and ticketing
companies, which gives them financial leverage
with artists and agents. The regional freelance
promoter builds the artist, and the national
promoter tends to promote them on a larger
scale; sometimes they work together on
particular regions and artists.




STEPPING UP - HOW TO BECOME

AN ESTABLISHED PROMOTER

Polly Miles, Acid Box, Brighton

I've been a music promoter running Acid Box
for over thirteen years - mainly psych with
other niche genres in Brighton. | started my
music journey doing a live college radio show,
which led to organising live music events in my
hometown of Eastbourne. | interned with the
Brighton promoter One Inch Badge, which made
me realise that | could do the job myself, so |
set up Acid Box with the intention of promoting
artists that | liked and doing it my way. Through
a friend, | got a job running a box office at a
cool grassroots venue and quite quickly got
integrated into the scene. The DIY approach
appealed to me more, and | started having some
success with putting on local bands. | happened
to be in the right place at the right time to catch
a new wave of the indie, rock, psych scene.
From there, word spread, and Acid Box began
promoting artists from outside Brighton. | was
also supported by a female promoter who

ran a venue and believed in me, giving me
opportunities to promote weird and wonderful
nights there.

| also received a government-funded startup
loan of £3,000, which helped with initial costs,
marketing and risk-taking. Plus, | received
business advice from a mentor who helped
me plan expenses and revenue, manage
expectations and provide reassurance about
the feasibility of my niche-promoter business.
Ultimately, it helped me realise that it was
achievable to make it into a business that
paid. It took about five years of hard work

and determination to discover if it was worth
continuing, and now the last ten years have
been more financially fruitful. Promoting follows
a pattern of losing money, making money and
eking out a living. It might work out well at

the start, but you've got to have the vision of
longevity to stay the course. Through Acid Box,
| built a scene that wasn't necessarily there in
Brighton, and now it is known internationally.

Making the artists and audiences feel at home

Creating a welcoming and community-focused
atmosphere is key. Don't underestimate the

box office - they have an important role as the
first port of call for punters on the night of a gig.
It's essential to be friendly and approachable

to build relationships with regular punters (this
helped me build my audience and brand). Other
things that add value to the brand include having
a cool playlist that fits the night, featuring up-
and-coming local acts, and ensuring the headline
artists feel well taken care of. There should

be someone to welcome them, have a chat

after a potentially long and stressful drive and
accommodate their immediate needs (within
reason), including providing home-cooked food
and a place to crash where possible.

I've also put together a Best of Brighton list, a
long list of recommendations for artists to check
out if they have the time. We proudly wear our
brand through a distinctive backdrop featuring
the acid box logo.

A music promoter’s success strategy:
How to make your niche business successful

| built my networks through various jobs and
supportive mentors. | discover new artists by
listening to records, attending festivals, engaging
in active outreach and approaching agents and
artists directly. Sometimes the gamble pays off,
and they reply. A talent pipeline also emerges
through working with booking agents who get
to know your style and start regularly supplying
you with artists. You can build a supply of artists
by networking with other promoters across the
UK. Maintaining a loyal audience is possible
through consistently curated nights that create
a community around your brand, with regular
punters trusting your judgement, even if they
don't always know the artists. A punter recently
said they never listen to the artists | promote as
they trust my judgement, which is the ultimate
compliment for a promoter!
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STEPPING UP - HOW TO BECOME AN ESTABLISHED PROMOTER

Some people who met each other at our gigs

in the early days and enjoyed Acid Box nights
together continue to do so to this day. The prize
of promotion is in looking around and thinking: ‘I
brought this together. The artist is on stage, and
the audience is loving the music.’

Making the marketing work: Having your
own music event marketing strategies

There are challenges in organising live music
events, such as a decline in casual ticket sales
and the need for higher ticket prices to cover
rising costs. There was a time when | could pack
out a venue on a cheap ticket price of £3-£5, but
now the costs are too high and people are either
spending their money elsewhere (punters always
find money to spend on beer!) or not taking the
risk due to having less spare cash to spend.

Acid Box approaches marketing through
personalised social media content and post
scheduling, so you don't have to be on social
media constantly. We use DICE for ticketing
because it has a user-friendly interface that
aligns with online marketing strategies and
reduces the need for print adverts. I've noticed
audiences are taking fewer flyers at the end
of gigs, maybe as an environmental stance.

| do hand out flyers at my own gigs, though,
and sometimes at other gigs that fit with

my audience, as it allows me to engage new
audiences and sell the gigs peer to peer.

What to pay? Artist fee
management strategies

It's essential to be realistic about ticket sales
projections when offering a flat fee or guarantee
to artists, especially for new or local acts.

When an artist starts to build, look at a Vs

deal (a guaranteed fee versus 80% after costs,
whichever is the highest). Make sure all costs are
included in the offer. Also, spread the marketing
costs across multiple gigs to optimise your
budget allocation by dividing them between the
events so each contributes to the overall cost.

Balancing a promotions company
and full-time work

There is a real challenge and reward to being

a promoter, as it sometimes means balancing

a full-time job with promoting events as a
passion project. The key to this is planning, hard
work, supportive personal relationships and
networking within the industry. Acid Box pays

a portion of my wage but not all of it. I've now
got to the point where | know how to streamline
the job and chip away at the work through the
week. Acid Box has helped me branch out into
other career paths in the music industry, such
as becoming an agent (the person in charge

of booking live appearances for artists with
promoters, etc.). When | am working as an agent
| can lean on my experiences as a promoter

and prove an understanding and empathy for
the hard work it entails. If an event isn't selling
well, | can help the promoter find a way forward,
leading to a better working relationship and a
better outcome for the event.

Music industry booking strategy tips

Avoid summer bookings due to low attendance
(clashes with festival season and hot weather).
Try to promote events around cultural days

like Halloween and Valentine’s Day. Also, avoid
promoting during major sporting events, such as
the FIFA World Cup. Always pay the artists’ fees,
even if it means losing money. Promoters can get
cancelled out of the industry. It's a small network
and everyone knows each other.

12



STEPPING UP - HOW TO BECOME AN ESTABLISHED PROMOTER

Checklist for maintaining and
building a promotion company

Create networks by being involved in/
volunteering for events; it also means you can
ask industry professionals with experience for
advice.

Put the artists you have promoted on your
email signature. It reassures and makes a
good introduction to the person you are
reaching out to book the next artist.

Continue building relationships with artists,
venues and other industry contacts to
maintain and grow networks.

Get to know the regular punters and they will,
in turn, show you loyalty by coming back to
your future events.

Always allow contingency time throughout
your night, such as giving the artists more time
to run over in their set.

You can sometimes find yourself in stressful
situations, but you've got to realise it will

all work out in the end and have a ‘can-do’
attitude.

Don't be afraid to ask for favours and support.
You can return them later.

Focus on marketing through social media and
online platforms to promote upcoming events.
Spread the costs through advertising multiple
gigs at the same time.

Avoid booking events during the summer
months when attendance is typically lower.

Consider curating cultural events (eg,
Halloween, Valentine's Day) to increase
attendance.

Delegate more event management and
operations responsibilities to trusted team
members.

Continue to prioritise payments to artists,
even if it means making a loss on some events.

Explore ways to diversify income streams to
supplement revenue from promoting events,
such as your own branded merchandise or
another part-time role in the industry.

IF ONLY | HAD
KNOWN

Delegation and trust-building with
staff, as well as learning to trust
others, are essential. Don’'t be afraid
to involve others, and don't feel you
need to be present at every event.
This was a huge learning curve
for me, particularly during load-
in and unloading at the end of the
night. It is challenging to balance
work commitments with allowing
for personal time. Planning and
delegation are key to managing a
steady workload without burning out.

To be a good promoter, you need
to work hard, be resilient and be a
bit of a calculated gambler. Being
personable, friendly and nice to

people is important - it's surprising
how many people don’t know that! Be
nice to everyone and you will develop
better relationships with the venue
and the artists. They will want you to
come back and, ultimately, it's a nicer
experience all round!

Finally, try not to get too drunk at your
own events, as it can be embarrassing
and potentially harmful! Sure, go for a
drink with the artist afterwards, but
not during the gig itself!

13



STAYING WELL IN THE WORLD

OF LIVE MUSIC

Ade Dovey, Ghostwriter Consultancy and Events

There was a period in my career when | regularly
worked over sixty hours a week during the

peak season, balancing full-time office hours
with evening events across the venues | was
programming. At the time, | was also required

to attend weekly company meetings held in
another city, over an hour away, every Monday
morning from 7am to 11am.

With Sunday evenings becoming my only free
time, | began to feel growing stress and anxiety
about starting each week with early travel and
long hours. Eventually, the exhaustion led to
burnout and physical iliness, and my GP signed
me off work.

What followed was a period of deep personal
reflection. | felt an overwhelming sense of shame
and weakness, which only intensified my existing
work anxiety. At the time, | didn't feel adequately
supported by my employer; there was little
understanding of well-being or of how to help
staff in similar circumstances. An external health
inspector was appointed to interview me and
report back to the executive board, rather than
my line manager or HR providing direct support.
It felt unorthodox, corporate and impersonal.

In time, however, the organisation recognised
the need for change. Internal attitudes began
to shift, and greater emphasis was placed on
supporting staff who were struggling with
their mental health. From this experience, |
learnt the importance of setting boundaries,
managing working hours and creating realistic
expectations. Addressing these factors not
only improves the quality of work within a safe
environment but also empowers individuals to
overcome the instinct to say ‘yes' to everything in
an industry that constantly demands more.

Our relationship with music and mental health is
almost symbiotic. Listening to music has always
been a nurturing partner in times of happiness
as well as need. A quote from Nick Hornby in
High Fidelity has always stuck with me: ‘What
came first, the music or the misery? Did | listen to
music because | was miserable? Or was | miserable
because | listened to music?’

This has always resonated with me because
when our mental health feels impacted by our
surroundings, it often feels natural to follow
music’s rhythm - whether upbeat or subdued.
Feedback and research increasingly show that
attending concerts is beneficial for both our
physical and mental well-being. Whether it's a
high-energy event or a down-tempo, melancholic
performance, being at a live concert releases
endorphins, elevates mood and promotes a
sense of euphoria.

However, it's important to acknowledge that as
professionals working behind the scenes in live
events, we sometimes find ourselves distanced
from that shared emotional high. There are
moments when we long for the joy of the gig,

yet we're backstage or at the back of the venue,
feeling a million miles away from the energy the
audience is experiencing. Being so close to the
production and its challenges can make it harder
to participate in the collective aura of live music.
Despite this, there's deep satisfaction in knowing
that we've created something meaningful - an
event that might have positively shifted the day,
week or life of someone in that crowd, whether it
was 100 or 10,000 people attending.

Working in the live music sector

Working in events, venues and the live music
sector demands every rhythm of life's pace,
especially when it comes to professional physical
and mental capabilities. The job involves thinking
on your feet, engaging both sides of the brain,
managing long hours, incoherent schedules,
high-pressure environments and emotional
exhaustion (and financial instability if you are

a freelance promoter). Despite this, the payoff

is the contribution we make to something
beautiful: the shared joy of live music, which is
there for us in good times and in hard times.

However, like any stressful workplace, your
mental health coexists within it. Your mental
state directly affects your core day-to-day
decision-making and productivity.
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Understanding mental health

Mental health is defined as a state of well-
being in which an individual realises their own
abilities, can cope with everyday stresses, works

productively and contributes to their community.

Two key dimensions are often discussed:
psychological (how you think and feel) and social
(how you interact and maintain relationships).

Good mental health involves recognising

and managing emotions, building strong
relationships, adapting to challenges, fostering
self-esteem and maintaining a healthy regard
for personal needs. Poor mental health, on the
other hand, can affect daily functioning, mood,
confidence, concentration, motivation and social
behaviour. It may also lead to substance misuse
or increased difficulty managing stress.

Being aware of mental health in the music
industry is vital for sustainable functioning. The
nature of our work, whether it's a tour, campaign
or major event, requires constant output. Good
mental health enables us to meet this demand;
poor mental health can disrupt it completely.

It's all too easy to slide into burnout or anxiety,
and when left unchecked, these can escalate into
mental iliness requiring professional support. No
one isimmune.
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Building awareness and resilience

Awareness is key, both individually and
collectively. Educating yourself and your team
about mental health, reducing stigma and
promoting well-being must be foundational. This
includes checking in with colleagues and loved
ones, understanding and enforcing boundaries
and protecting your emotional space.

Building resilience involves developing the tools
to cope with adversity and stress. This applies

to your personal life and just as much to your
work in music. Strengthen your support network,
even in a remote or fast-paced environment.
Stay connected, both physically and digitally,
with colleagues and support groups. Engage in
mindfulness practices such as walking, breathing
exercises, cooking or simply being present. Avoid
skipping restorative activities due to workload.
You matter most. There is no such thing as an
empty inbox!

Learn from past experiences. Reflecting on what
has helped you overcome stress in the past can
guide you through future challenges. Personal
growth comes in small wins - those tiny,
sometimes unnoticed achievements that build
over time.

Managing your time and energy

Time management is an effective tool for
maintaining good mental health. Just as a tour
or event needs a plan, so does your own well-
being. Create realistic schedules. Prioritise
tasks. Learn to say no. Build and respect
personal boundaries. Reward yourself for
accomplishments and take note of what causes
stress.

You can't contribute to the team or the project if
you're not contributing to yourself first.

Supporting others in the workplace

Being present in a team environment also means
noticing when others might be struggling. The
pressure to meet deadlines and targets can lead
to chronic stress. This is not a trivial issue; it
impacts the cardiovascular, digestive, muscular,
immune and respiratory systems. Long-term
effects can be life-altering.

Pay attention to those around you. If you're a
team member or a leader, use your awareness to
communicate and offer support. If needed, guide
others towards resources, line managers, HR or
mental health services. Sharing relevant support
materials or simply being a compassionate
listener can make a real difference.

Find your tribe

Whether you're just starting out or are a
seasoned professional, finding your support
network is essential. The music industry can

feel chaotic and isolating. However, developing
strong social connections can reduce loneliness,
boost mood and provide support during difficult
times.

Engage in networking events, join online forums
and seek out like-minded individuals. It may take
time and effort, but the benefits are enormous.
Deep, meaningful connections matter far more
than having a wide but shallow network.

Personal reflections and the impact of stigma

In my own experience, | often reflect on an ‘if |
had known then’ perspective. There was a time
when mental health wasn't openly discussed in
the workplace, due to a lack of education, policy
or simply a cultural silence. Speaking about
mental health was seen as a weakness, a liability
or even a risk to your role.

Stigma is a barrier. It fosters discrimination

and isolation. Over fifteen years, I've seen the
damage it can do, both as someone navigating
it myself and as someone managing others.
Poor mental health can be just as impactful as a
physical injury; a sprained tendon might prevent
an athlete from competing; stress, anxiety or
depression can prevent a professional from
performing at work.

The way forward is through openness: breaking
down stigma, using appropriate language,
promoting support and treating mental health
just like physical health. That means addressing
it with evidence-based solutions, professional
guidance, and, most importantly, with kindness
and self-compassion.
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There is no shame in experiencing poor mental
health. Navigating it is how we begin to build

a better life, a stronger mindset and a more
positive, sustainable future.

Checklist for good mental health

Awareness is key - both individually and
collectively. Educating yourself and your team
about mental health, reducing stigma and
promoting well-being must be foundational.

Building resilience involves developing the
tools to cope with adversity and stress.

Learn from past experiences. Reflecting on
what has helped you overcome stress in the
past can guide you through future challenges.

Time management is an effective tool for
maintaining good mental health. Just as a tour
or event needs a plan, so does your own well-
being.

Being present in a team environment also
means noticing when others might be
struggling.

Whether you're just starting out or are a
seasoned professional, finding your support
network is essential.

IF ONLY | HAD
KNOWN

The more boundaries you set, the
greater your output and personal
growth can be throughout your
professional  journey. At the
beginning, it feels as though every
second, minute and hour must be
wholly devoted to proving yourself
and giving your life to the job. While
there is some truth in that, it is not
sustainable in the long run, and it
takes a toll on well-being and mental
health.

Over time, I've learnt to focus on
what is truly vital, and trust that the
rest will follow in due course. The
music industry might seem like a
relentless race when you're starting

out, but once you find your rhythm,
you realise it's best approached in
segments taken one day at a time.
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Jamell Ackford, Trinity Centre
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I've been working in the live music and arts world
for around fifteen years now, though it wasn't
something | planned. | first joined Trinity back in
2010 as an events assistant. It was meant to be a
six-month job, but | found my groove and never
left. Here | am all these years later, still learning
and loving it.

In the early days, | worked with lots of external
promoters. It was the best way to learn how
promotion really works, what sells, what doesn't
and how the right line-up can make an event sing.

A few years later, | started programming my own
events at Trinity. | wanted to get more involved in
Bristol's music scene and the wider community.
One of my first projects was the annual Garden
Party, a free celebration that brings everyone
together for a day of music, food and joy.

From there, | began programming more events
each year, while hiring and working on venue
hire models for around 100 live and club events.
I've always tried to protect Trinity's roots,
soundsystem culture, reggae, dub, jungle, jazz,
making sure that history stays alive in what we
present. Since then, I've programmed artists
such as Benjamin Zephaniah, Ishmael Ensemble,
Sister Nancy, Waldo's Gift, Kabaka Pyramid, Mala,
Kahn & Neek, Eva Lazarus, Grove, MC Yallah and
many more.

Over the years, I've built strong relationships
with other promoters and venues, and learnt
how to balance budgets; some events make
money, some don't, that's the game. For me,
programming has always been about purpose,
holding on to why we do what we do, not just
numbers.
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Since 2023, I've been a producer and
programmer for St Paul's Carnival, which is really
close to my heart. As someone of mixed heritage,
continuing that legacy means a lot to me. |
programmed the main stage in 2023 and led the
Back A Yard programme for 2024 and 2025.

In 2024-25, I've also been lucky enough to be
‘programming’ at Glastonbury Festival with the
St Paul's Carnival team, opening doors for artists
from the global majority who might not usually
get the chance to perform on such a big stage.

Across all my programming, diversity is always
front and centre, not just on stage but behind
it too. From tech teams to artist liaisons, | want
everyone to see themselves represented in the
work we do.

Which skills and approaches are needed?

A passion for the arts is a must. | wasn't
business-minded when | first started, and you
can learn that on your journey.

Working on your own identity and concept could
be the difference between a good event and a
great series or general brand identity.

When do you start programming?

| always start with the concept: is this a club
event, a live music event or an experience of
another kind? | will decide where this event
will take place. You can look at a few different
options and hold dates directly with the venue.
This gives you the chance to see if others also
believe this is a viable idea.

Once this is done, | will cost the event to see if
this idea is viable. You can then start thinking
about ticket prices, breakeven and any other
elements your event concept may need:
production, rider, staffing, venue hire, artwork
and marketing.

PROGRAMMING LIVE MUSIC

Here are the seven steps for programming:
1. Concept and goals

2. Budgeting and feasibility
3. Venue selection

4. Programming begins

5. Marketing and promotion
6. Production planning

7. Event execution

Planning while programming

My planning begins with a standard costing
sheet for each event, with the formulas already
added to help when inputting confirmed and
unconfirmed costs.

Alongside this, | have a list of artist ideas,
contacts and costs, etc. For all of the above,

| use Excel spreadsheets. These are usually
categorised into genres or live/club. | have other
headings to help me understand where the
conversation is in the bookings process, such as
‘date held’, ‘pencilled (tbc) or ‘confirmed'.

| also have an overall profit and loss sheet

that will track how an event/events are doing
from the time it is announced. This will track
breakeven point, number of sales, ticket income
generated, artistic spend over the year, event
dates to track key times in the year, advance
sales, door sales and overall profit or loss. This
will track all events over the year to see where
our programme ends.

Who do you deal with and how do you
establish relationships with them?

| maintain relationships with agents and
management, as well as with artists directly. It's
always harder to have an agent between you and
the artist, as there are usually agent fees on top.
Agents will also always try to get the most for
artists, which is absolutely fine, but in the past,

| have received extra rider requests from the
agent that the artist did not want on arrival. This
wastes money and adds to the overall breakeven
limit.
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As you progress in your promotional role, you
will start to get to know artists by attending other
people’'s events and also through the artists that
you book for your events. This always makes the
next time easier. Once you have worked with an
artist a few times, agents and management start
to trust you and get to know you (most of the
time virtually), but this then opens up more of
their artist roster to you.

What are the key questions
to ask when programming?

¢ Is the line-up diverse?

« Do | think this will resonate with the audience |
am trying to attract?

* Is there anything else similar? Or has this been
done before?

+ Am | opening opportunities for emerging
talent and local talent?

+ Does it work in my market?

+ Has it been done before, where was it done
and what was the turnout like?

* Isthere a similar event on the same night?
* Who is the audience for this gig?
+ What is the level of the artists?

« Do | have a mix of levels around that time so
I'm developing new artists and bringing money
to the more well-known artists?

* When is the best season to try out new artists?
You may consider a time when there is less
going on, but not in summer, as everyone's
out in their gardens or a park!

How to negotiate when booking artists

Negotiating when booking an artist can feel tricky.
| find this part quite hard. You don't want to come
across as not making a serious offer (I still worry
about this). Sometimes | start by selling a concept
to an agent or artist, then | ask what fee they are
looking for. This allows you to see what number
they throw at you and if it is in line with your
budget. You can then go back with a number that
better aligns with your budget. Always start lower
and don't feel you have to promise to fill a venue
for a more grassroots artist.

Just remember the agent will (may) also add a
fee ++, The '++' means plus rider,
accommodation, travel, etc. | recommend that
you always ask them to clarify what the extras
are. On a smaller grassroots level the promoter
tends to pay for the fee and rider.

Once a fee has been agreed and a contract is
signed, note key dates, such as when payments
are due - generally 50% on confirmation or
one month in advance, with the remaining
50% due on the day of the event or one week
after performance. Confirm the latest date for
cancellation if you ever need to go down this
route. Though this is always a last resort, | find
going over this scenario in your head is helpful.
It's something you would not want to discuss
with the artist or agent to avoid damaging
relationships.

After this, | always negotiate rider requests; most
artists ask for far too much for their set length.
(By set length, | mean the duration they are
performing). Artists are usually with you for many
hours over the day, whereas a DJ is usually in the
venue for a shorter period and can ask for quite

a lot of refreshments for such a short period of
time. As a promoter, you want to make the artist
feel welcome and ensure their experience is great,
just as you do for your audience. Still, on many
occasions, there may be riders left over (a rider

is the catering requirements of an artist, and is
different to a tech rider, which is the equipment
required for the artist), or an artist may take it to
their next event.

How do you encourage

programming diversity?

| think this really depends on whether your brand/
concept sticks to a genre. Of course, there are
many subgenres within a genre. | feel that multi-
genre club events are currently working really
well. People don't always want to be put in a box.

In terms of demographics, your line-up should
always be diverse, including artists who are
female, nonbinary, queer, trans and global
majority. All white male line-ups are dead. It's
not just the music that will attract people; the
audience needs to see themselves within the
line-up. Consider how it appeals to them?
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What dates of the year are
good to avoid and why?

| would always be careful during festival season;
you don't want to clash with large festivals or
local day festivals that could take attention away
from your event. So be cautious around June to
September.

The most popular times of year for indoor live/
club events are February to May and September
to December. When thinking about your date,
also look at what's happening at other venues. A
similar night can have a massive effect on your
event.

How do you keep up your
knowledge of artists/D])s?

To keep up my knowledge of artists and DJs, | go
to as many events as possible. | chat with others
in the industry and ask who they are booking or
talking about. Also, join promoter/venue groups
where possible. Bristol is a wonderful community
to be part of, as it fosters collaboration.

| also stay up to date with festival line-ups if |
can't attend them myself. | don't often listen to
the radio, but local radio, such as SWU.fm in
Bristol, keeps me up to date with ideas, who's
doing amazing things and who's up and coming,
as well as using networking events through such
organisations as Music Venues Trust (MVT) and
Night-Time Industry Association (NTIA).

When does programming go wrong,
and when does it go right?

It's really hard to avoid things going wrong.

A strong marketing plan is needed. They say
potential ticket buyers need to see your artwork
three times before buying a ticket. Make sure
you include street promo, online and other
methods of promotion where possible, such as
radio and magazine write-ups.

If it does go wrong, it's a learning curve. Without
failure, there is no growth.

PROGRAMMING LIVE MUSIC

How can you get organised for promoting?

Talk to other promoters about how they do it.
Have your tools ready (spreadsheets, contacts
with venues and artists and research into

the industry's ecosystem). Try not to do what
everyone else is doing, as this dilutes what's
already happening.

What do you like and dislike about the role?

Promoting can be stressful. However, whenever
| open the doors and the first artists are on, | feel
every part of it is worthwhile. Some of my most
special events have not been sellouts, but they
are the ones | believed in most and know are
integral to the audience and the scene.

How to determine your
programming approach

A larger space doesn't always mean you can have
more artists. It really depends on whether you
are programming live or club events. A live event
is generally shorter and focuses on a headline
act, with one support act (usually local) that
brings in some extra crowd and complements
the headliner.

A larger space really reflects the artist's
popularity and your brand'’s following. It can
also relate to the experience you are trying to
create. Are there other activities for your event
that require more space, food or crafts, or

do you want more space for people to dance
comfortably? There are many things to think
about.
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Checklist for programming

Pre-programming:

+ Define the event concept (club night, live
event, experience, etc.).

+ Research and shortlist venue options.

+ Hold provisional dates with venues.

+ Test viability with peers or collaborators.

Budgeting and feasibility:

+ Use your costing sheet to estimate:

- artist fees

- venue hire

- production costs

- staffing

- marketing and artwork

- rider and hospitality

« Calculate breakeven (when it covers cost) and
set ticket price.

+ Confirm funding/sponsorship if needed.

Programming:

+ Build your artist ideas list (genre,
demographic, cost, contact).

+ Ensure diversity in genre and representation.

+ Start outreach: agents, artists, managers.

+ Negotiate fees, riders, travel and
accommodation.

+ Confirm bookings and contracts.

+ Track key dates (payment deadlines,
cancellation terms).

Ongoing practice:

+ Attend other events to discover new talent.

+ Stay active in promoter/venue groups.

+ Keep updating your artist database.

+ Reflect on what worked and what didn't.

IF ONLY | HAD
KNOWN

If only | had known how important it
is to pace yourself. The work never
stops, but neither should your well-
being. Confidence grows through
mistakes - not that leadership isn't
about having all the answers, it's
about creating space for others to
find theirs. If only | had known that
the real impact in the arts isn't about
how many shows you put in, but
how deeply you connect with people
through them.
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BUDGETING AND CONTRACTING

FOR AN EVENT

Simon Baker, Green Mind Promotions

You've come into this line of work because
events are fun, right? Well, I'm here to tell you
that events are about spreadsheets, more
spreadsheets and then when you think you're
done, another spreadsheet. Without a decent
spreadsheet, all the enthusiasm and excitement
can rapidly turn into tears when you realise
you've sold out an event and still lost money. You
might think you're a super edgy DIY promoter
and budgets are for corporate shills, but you're
wrong.

Why do | need to budget, and what
sort of deals might | come across?

For all situations, you need to work out exactly
what money is going out and your best estimate
of your income. If you've got this information,
you can work out if you need to save up to make
the event happen or if the event is viable in the
first place.

Typically, artists or their representatives will ask
you to make an offer, though sometimes they
will tell you what they need to make the event
work. There are two main deals we'll look at
here: the versus deal and the flat fee.

The flat fee is pretty self-explanatory - you pay
them a fixed amount to do the event, and you
need to work out if that fee is something you can
make stack up financially. You need to consider
how well the event will sell, all your costs, how
much money you'd like the event to make you
(20-30% is a good margin), and go from there.

The slightly more complicated cousin is the
versus deal. This is where you pay an artist a
minimum fee, or generally 80% of the money left
after your costs, whichever is greater. You won't
be surprised to learn that if you don't cover costs,
this deal doesn't work in reverse - you're still on
the hook for your basic guarantee to the artist.

In some limited circumstances, some agents may
let you renegotiate a fee if things have really gone
south, but try to avoid doing this, as it doesn't
make anyone look good, and you want the agent
to think you're reliable. Save that for when you're
doing events with big guarantees and, even then,
think carefully. In twenty-five years of promoting,
I've done it maybe four times.

What are my costs?

Here's a rough breakdown of the sorts of things
you need to consider before you include artists'/
hire fees and catering, but that differs depending
on the artists and the capacity of the venue:

+ Venue recharges: You need to check if venues
charge extra for anything (projector, use of
venue towels for artists, PA, meals, marketing,
etc)? Ask for a full breakdown of their charges.

+ Performing Rights Society payments: PRS
payments are collected by the venue. They
charge 4.2% of ticket income (correct as of
October 2025), which is then split among the
registered songwriters playing. It becomes
complicated when covers songs are involved,
but you don't need to worry about that. That's
what the PRS get paid to work out.

+ Marketing costs: This includes costs for
producing posters and flyers (yeah, it's 2025,
but these aren't totally in the past), and online
marketing (Meta, TikTok, Google, etc.). | know
agents who will argue with me on this, but |
think you should factor in the percentage of
your time you spend preparing material, as
there is a cost attached to it.

* Insurance:

- Public/Employers Liability Insurance (PLI): At
the very least you should have some sort of
PLI. 99.9999% of the time you'll never need
it, but if someone has an accident at your
event and there’s any chance at all you could
be considered at fault, you'll be grateful you
have it. Companies like Tysers know their way
around our industry well and will take the
stress away from you.

- Cancellation insurance: Depending on the
level you're working at, you may want to
consider cancellation insurance, but this tends
to get pricey. My gut tells me that if you're
reading this, you're taking your first steps into
promoting, so I'm not going to focus on it.
However, as you expand into bigger venues
and artists with five- or six-figure fees, it's
worth considering. It is an industry standard
to put 2 or 3% of the ticket income in your
costings in case of a cancellation.
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+ Staffing: Depending on your venue deal,
you will need to consider some or all of the
following: crew (the folks who load stuff in and
out of the venue), stewards, security, sound
engineer, lighting, cashier (box office) and
event rep (the person who runs the gig on the
day, | would argue even if you're running the
gig yourself this is a valid cost, as it's time you
could be spending on other work).

How do | know how many people
will come to my event?

This is an inexact science, and we all get this
wrong from time to time. If you have any
contacts in other towns and cities, try to find out
how the artist did in their area. Don't be afraid to
ask the agent where else an artist is playing and
at what capacities, so that you can get a feel for
the venue size.

For your average rock/pop (I use this as a catch-
all from synth pop through to noisy indie bands)
act, whatever an artist does in London, you

can divide it by three or four for the smaller
territories, such as mine in Cambridge, or maybe
half for the bigger markets like Manchester or
Leeds. Some genres buck this trend, folk being

a good example, where what an artist does in

London may be only half that of a regional event.

Try to understand the demographic mix of
your town. If you're in a town that's primarily
populated by retirees, your buzzy indie band
may not fly out, but a heritage rock band or folk
artist will. Conversely, if you're in a town with an
unusually high number of younger people, the
inverse may be the case.

How to apply your budget to your event?

So the event's a few weeks away and you're
now (hopefully!) feeling good. Your event has
sold about 120 tickets, and all is well. Then the
catering rider arrives. You see three pages,
including caviar, three bottles of 1972 Bordeaux
and some cheese you can only buy in Alsace
from a goat herder called Alfonse - in cash.

Explain your total budget, in advance, to the
representatives of the artist or to the tour
manager and that you'll need to make some

changes; stand firm. Check what the essentials
are and what they can do without. They should
understand the capacity and be reasonable.
The same goes for PA specs; they may want
ten monitors, but in small clubs, the budget
isn't there, so work out compromises. Everyone
wants a good gig, and you need to manage
expectations. This leads me to my next point.

Scaling your budgets

What works for a 200 capacity venue won't work
for a theatre that holds two thousand, which |
hope will be obvious to you. With bigger rooms
come bigger expectations from both artists and
audiences, as well as health and safety (H&S)
considerations. When an artist goes up a league,
they will typically be touring with more personnel
(guitar technicians, merch manager and sound
and lighting engineers, for example), so your
£200 budget for your local pub gig won't cut it.

Marketing should scale up, too. There's more

at stake financially, so be prepared to spend
considerably more unless the event is a dead
cert. Even if you think it'll sell out in two seconds,
I'd recommend allowing for the fact that it might
not. You will make everyone's day when you do
the final event settlement (if you're on a versus
deal) and you pay them a wad of extra cash
because you didn't spend it, and your cut will
reflect that too.

As per the budget, see the example of an event
budget sheet on the next page. There are H&S
considerations when you move up to using
bigger rooms. Licensing conditions will require
additional security, plus, in larger spaces, the
presence of St. John Ambulance to deal with any
audience members who get into difficulty. Your
public/employers' liability insurance (you didn't
forget to get any, right?) will also tend to have

a higher premium in bigger rooms, which you
need to consider.
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How to navigate contracts?

When dealing with agents and artists, you will
encounter all sorts of agreements, depending on
the artist’s level. When it's a DIY event with a local
artist, things tend to be a lot looser, with just a
rough email detailing what you're paying them
and whether they're getting any catering, etc.
This can be a good situation for all concerned if
it goes well, as it's a fluid agreement based on
mutual trust.

Without concrete agreements, things can go
south - be careful out there. About twenty years
ago, | booked a tribute band, something | didn't
normally do. | inherited the act from a student
society, and I'd agreed 80% after venue hire and
staffing. When the event came and | presented
them with the available cash, they reacted badly,
and we had a massive argument, and (I kid you
not), a month of silent phone calls at 11 pm from
a withheld number. The lesson here is to try to
tie up as many details as you can to avoid this
sort of nastiness.

Professional agents will send you a standard
contract detailing all the expectations, including
what happens if the event is cancelled (You may
be shocked to know that it's weighted so that if
you pull out, there are many consequences, but
if the artist does, then there is little comeback),
how payment should work, what insurance they
expect you to have, etc. Make sure to read these
agreements thoroughly and contest anything
you're uncomfortable with or hadn't initially
agreed to.

Check the following:

+ Security requirements: For a rowdy punk
show, you'll probably need some security
by the stage, but for a seated folk show, the
requirements will be different, so beware
standard contracts that might specify masses
of security and question it if needed. One area
to watch for is security from when the artist
loads into the venue until they leave. This is
important for high profile artists or if you're
doing a gig in a demilitarised zone, but a buzzy
band doing their first tour can find someone in
the touring party to keep an eye on the van, so
if in doubt, query it.
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+ Guest lists: Agents tend to send boilerplate

contracts designed for 1000-cap events, but

a guest list of twenty people for an artist
performing at a 100-capacity event is going

to be excessive. A more realistic suggestion
would be five guests for the headliner and a
couple per support act. For a 200-cap event,

a maximum of twenty guests collectively for
all artists would be feasible. However, it's

not in anyone's interest to ram the room full
of guests, as it hurts everyone’s pocket on a
sell-out. For my local 850-cap room, there are
typically fifty guest spots split between the
venue, headliner, support acts and promoter,
so we tend to do twenty for the headliner and
five per support act. However, if the event
hasn't sold as well, I'm often flexible, as it helps
fill the room and doesn't cost anything.

Indemnification: Watch for this clause and
get your black Sharpie out as needed. While

| agree you should be liable if you've made

a mistake or an artist's equipment has been
stolen due to a lapse in security, there are
clauses saying artists shouldn't be liable

for any damages. 99% of the time, this isn't
going to be an issue, but in 2004, | booked

an artist well known for being rowdy, and

the event went exactly as you'd expect; the
artist ripped a projector off the wall, and the
venue overreacted, calling the police. In this
sort of situation you absolutely should not be
held liable for damages and the band should
be footing the bill. Obviously the venue's
relationship is with you, but that doesn’'t mean
the artist can do what they like. Be aware.

The cheery end note: Chances are you will
lose money in the early days as you get used
to it all. Build up a buffer from your day job

to cover losses. Agents and artists will need
to learn to trust that you are reliable, and
being late in paying them will be a black mark
against your name. Be nice to people, but
don't be a pushover. People will respect you if
you're reasonable and friendly, but be strong
and stand up for yourself when needed. Good
luck!

Checklist for budgets and contracts

Use a working spreadsheet.
Consider your deal type, Vs or flat fee.
Include all costs; otherwise, you'll lose out.

Network with other promoters in other cities
to compare their experiences of artists’
popularity.

Ask the person supplying the artists for some
history of past events sales (or check online).

Understand your area's demographics to
determine which genres will work.

Scale your budget, negotiate over heavy
catering or tech riders.

For clarity, have a written agreement. Whether
it's an email or a document, get it in writing.

Read through the artists’ and the venue's
agreements in detail and offer feedback.

IF ONLY | HAD
KNOWN

I hadn't known that riders were

negotiable when | started. | used to
provide literally everything in the first
couple of years, even if it went over
budget, probably costing thousands.
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Harkirit Boparai and Niamh Bramley - Two York-based promoters share ideas on how they

approach marketing an event

Harkirit: I'm Harkirit, and I've been promoting
events mostly in York, but also Leeds and
occasionally wider Yorkshire for around ten
years now; mostly in niche leftfield genres like
jazz, afrobeat, psych, disco and techno under my
brand Ouroboros. I'm particularly interested in
global music that speaks to diaspora audiences,
fuses genres and is hard to put into a box.
Sometimes this presents an interesting challenge
from a marketing perspective. I'm often looking
at artists who might not have a ready-made
audience, or who sit between different genres
and can be quite niche in terms of their target
audiences.

Niamh: Hello! I'm Niamh, also a promoter
based in York and a grantee of the Early Career
Promoter Fund. | predominantly focus on gigs
in York and Leeds, with a particular focus on
folk and Americana. Still, | really enjoy putting
on anyone whose music I'm passionate about.
My first gig was at my local pub in 2023 with my
friends, Personal Trainer, and | have now put
on gigs across multiple venues locally and even
a couple in Ireland. My latest gig took place on
a barge boat for US Americana artist Todd Day
Wait!
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Harkirit: On the subject of marketing, |

usually begin thinking about it as soon as I'm

in discussion with the agent or artist. When
considering taking on an event, I'm thinking
about whether I'll be able to pull an audience for
that artist and how | would go about doing so.

After you have an offer confirmed by the artist or
agent, you're ready to start thinking about how
to market your event. There are a few questions
worth asking the relevant people about straight
away.

+ It's always worth asking what the artist's plans
are. Do they have a day and time in mind to
announce all the events on their tour, or are
they flexible to fit into your calendar?

* Is there a day that the venue would prefer to
announce? Announcing two big events on the
same day for a venue can be detrimental to
one of them, so it's worth checking in.

+ Be clear with the venue: are you announcing
the event and tagging them/co-posting with
them?

An artist or agent usually provides images and
words as part of their EPK (Electronic Press Kit).
It's worth asking to see this even before you
confirm the event: it's helpful to know what you'll
be working with. A good EPK will include high-
quality photos, a blurb (useful for marketing,

not a life story!) and links to the latest releases.
You can use the high-quality EPK photos for your
event artwork. | found it super helpful to make

a Photoshop file or a Canva document with all
the different formats you might need (square,
Facebook event banner, portrait, 4:5), so it's easy
to use.

Niamh: As Harkirit said, the agent, or if you are
dealing with an artist directly, they will supply the
tour images. | find this artwork can be a bit of a
challenge; it's often not as good as | imagine it

in my head, so I've learnt to try and give myself
more time to get it right. I've been trying to
develop a bit of a visual style that reflects the
kinds of events I'm putting on, but sometimes
the artists’ photos or their overall vibe don't
really fit that style, so I've had to stay flexible.
Occasionally, they'll send over low-quality images
or just one random picture that doesn't even

MARKETING AN EVENT

match their own aesthetic, but I've got to work
with what I'm given. | always want the poster to
convey the feel of the event without spelling out
what the genre is - but that can be hard when
the visuals don't help you do that. Also, if you're
printing, make sure it's high-resolution. There is
nothing worse than blowing up a poster to A2 or
A3 and having it come out all grainy or pixelated.
Posters with pictures of the artist have tended

to do better than ones of just abstract art, which
can work if the artist's name is enough to sell the
event in the first place. Still, 'm working on a DIY
level with emerging acts where we need to do
everything we can to get people in the room, and
a good-looking poster can genuinely help sell
your event!

Harkirit: As well as the good print imagery
that Niamh mentions, try to make sure you

can identify a good recent video, preferably of
the artist performing live. Hopefully, the EPK
provides this. A good video is key to marketing
in this day and age, especially if you can find

a thirty-second or so clip that can be cut to a
portrait aspect ratio for stories or reels. Often,
especially with up-and-coming artists with only a
few tracks out and little presence, a good video
is what has sold the event entirely. | remember
that one of the best small-cap events | did sold
out entirely after posting one well-recorded
video of the artist playing a studio session. At
that point, they had no local following and one
song on Spotify.

Niamh: Great point on videos. It's good to ask
the agent, manager or artist if they have any
recent video, especially of them playing live.
Posting these really does sell events.

Harkirit: Make sure all of this is ready to go with
the announcement in plenty of time, as you'll
often also need to send and get approval for the
artwork and assets to the agent/artist ahead of
the announcement itself. I've lost track of how
many times they've decided at the last minute
to use a different photo, or even asked me to
use a different font for a poster. It's much more
annoying (and slightly embarrassing) to do this
after you've already announced the event, so
best check beforehand.
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Niamh: | agree you've got to be prepared

and give yourself enough time to promote

the event properly. | also double-check that

the announcement doesn't clash with any

other events I've got lined up or with other

work commitments. I've learnt the hard way

of announcing a gig while you're juggling

three other things. A lot of the time, the
announcement date is set on the agent/
management side because they are trying to line
up a bunch of dates for a tour announcement.
Sometimes it can be ridiculously soon, like the
next day! So this puts a ton of pressure on me
to make sure I've got the artwork and everything
lined up asap, and | need to drop whatever else
I'm doing that day. Being a promoter is often
about juggling your priorities!

When it comes to announcing the event, I've
started thinking a lot more about timing. A lot

of events get announced at 10 am, which is
supposed to catch people when they're online

on their lunch break, but | don't think it works
that well for a younger, student-y audience. |
personally think 5 pm is a better time. You can
catch people doing their evening scroll after work
when they're a bit more relaxed and in mindless
scrolling mode.

Harkirit: Check in with an artist around the
announcement stage that Niamh mentioned, ask
them what marketing plans they have as well.
For example, are they also running a targeted
social media campaign? If so, you might want to
make sure yours isn't running at the same time
as theirs, so you aren't bidding against them. If
you both target the same audience at the same
time, you'll just be driving each other’s costs up!

Liaise with the venue to see if they can feature
their gig in their newsletter. Never assume itis a
given; the venue might reach a wider or different
audience than your social media channels.
Newsletter mentions often help with a visible
bump in ticket sales!

How much should you spend on marketing? This
can be like a'how long is a piece of string’ type
question! Generally, | aim to spend no more than
10% of my event budget on marketing, but this
is a constant consideration and may need to be

adjusted as you monitor ticket sales. Sometimes
events fly out of the door on the strength of the
announcement, and it's been clear that next to
no marketing is needed - just the artist playing in
your local town! But it's good to remember you'll
still have overheads of setting everything up.

Sometimes gigs have really struggled, and I've
upped the online marketing spend far beyond
this in an act of desperation to get people in,

but honestly, if this is at the last minute, it hasn't
really worked for me. Put your ads up and spend
your marketing budget in good time before
people have other plans.

Online marketing has certainly taken over
physical marketing (print, etc.) in this day

and age, but don't underestimate the power
of posters, especially when you're starting,
establishing your channels or trying to attract
audiences you wouldn't otherwise reach.

Firstly, ask the venue if they have a place to put
up posters, which they invariably do. If so, drop
some off. Have a list of local coffee shops, bars
and record shops, and stay friendly with them.
It's always best to show your appreciation by
buying a record or a coffee and having a chat
with them too - keep them sweet, especially
record shops! Keeping my local record shop
onside means that when they chat with a
customer about a particular genre, they've often
slipped a flyer for my events into their bag.

Niambh: I've really leaned on physical marketing
- posters and flyers. | try to think about the kind
of person who's likely to come to an event, then

| target the spaces they'd be hanging out in. Like
Harkirit, I'll head to pubs, cafes, record shops,
vintage shops or bookshops that attract that kind
of vibe.

Harkirit: | agree that targeting is key to avoiding
wasting your time. Occasionally, if a gig has been
struggling, I've offered staff at these places a
guest list to get people in the room, and word
spreads as well. You might also want to order

a few more flyers if you plan to distribute them
after gigs of a similar genre, but don't waste
paper getting in more than you can distribute!
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Niamh: Considering your budget is key, and as
Harkirit said, try to avoid wastage. In terms of
budget, how much | spend on marketing really
depends on how much the event needs help. If
it's a lesser-known or overseas artist who doesn't
have much of a following here, I'll definitely
consider putting some money into ads to
introduce their music. | try to compare the cost
to how many tickets | hope the ad might bring
in, so it's a bit of a balancing act. Make sure you
set a spending limit, though, as an ad can keep
running. I've learnt this the hard way.

Harkirit: In terms of online marketing, as
Niamh mentioned, it's really a skill that takes

a while to develop. My experience has mostly
been with Meta (Instagram and Facebook),
which can be powerful but might not be where
your audience is. Think about being specific
about what to target. For example, if you know
your artist is getting a lot of Radio 6 airplay,

try one ad targeting listeners of that station.
The more specific and accurate you can be,

the better, generally speaking. Once you've

built up engagement on your pages, targeting
those people who engage can help build repeat
customers. It's also worth considering installing
a Pixel on your website or even on Linktree. This
lets you retarget people who've already visited or
clicked once, letting you retarget ‘hot leads'.

Niambh: Following on from what Harkirit
mentioned about targeting. The platform you use
is important too. For a younger crowd, Instagram
is usually more effective than Facebook, though |
still try to post everything across both platforms
to maximise reach. I've dabbled in online adverts,
but honestly, | find them really complicated -
especially Meta.

Facebook groups can be surprisingly useful,
especially local ‘what's on’ and ‘gig guides' style
ones. There are loads of people in those groups
asking what gigs are coming up, and it's a great
way to reach people who don't already follow
your page.

A good tip for Instagram is to use the artist's
music and attach it as the audio in your posts.
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Harkirit: On top of the inclusion of music, which
Niamh mentioned, is thinking about how you're
describing the event in your marketing copy. Just
pasting the artist's bio won't help the algorithm
push it into people’s feeds. Come up with a
couple of sentences describing what the artist
sounds like can be helpful, as well as thinking
about TLDR (Too Long; Didn't Read) principles.
Attention spans are short, and most platforms
will require people to click ‘more’ to read your
whole description. If the artist is unknown, you
might want to lead with what they are doing
rather than who they are. For example:

‘The Hotdog Five are launching their aloum in the
Dukes Arms next month. Tickets are £5." versus
‘£5 Funk Filled Party in the Dukes Arms next
month at The Hotdog Five Aloum launch!

Niamh: | agree with Harkirit, words are
important. The bio can be another tricky bit. A
bad bio can make an event really hard to sell.
Sometimes it doesn't explain the artist's style

or achievements at all. For one event | did,

the artists had just been signed to a big label,
were getting a lot of media coverage, had a big
support tour coming up and had almost 300k
Spotify streams, but their bio was just one
sentence long and only described the genre

and where they were from. | mean, that's cool,
but it's not really going to shift tickets. There
have been a few times where an artist will send
one sentence, and you have to expand it into
something that actually communicates who they
are. I've been learning to use language more
effectively to sell an event and to write copy that
catches people’s interest.

Harkirit: Also, make sure you are targeting

the audience and location correctly, and check
before you publish. Are you advertising to people
under eighteen? Does the venue license let you?
Is your target audience really over the age of
sixty-five? If so, perhaps focus your campaign on
Facebook or physical media in coffee shops. I've
also lost track of how many times I've adjusted
something in a campaign and then reset the
location to nationwide, and I've only noticed after
already spending £150, so take care!
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Then monitor your clicks and engagement and
compare this to sales: are they translating? Are
you getting comments from people who seem
interested (tagging friends and asking them to
go) versus people insulting the artist? This has
happened to me a couple of times, where I've got
comments on a video ad I've run, saying ‘sounds
like a cat being tortured’ (which | guess mostly
was because they were singing in a different
language). This was a sign for me to pause

the campaign and more narrowly target my
audience. Just because someone ticks the box
for ‘live concerts’ doesn’t mean they are into folk
music from the Horn of Africa. Equally, | had an
event recently with an artist who was originally
from a country that had been ripped apart by
civil war: | naively targeted people with interests
related to that country, and sadly, the comments
were filled with hatred for the artist.

Finally, what can you do at the last minute to

get people in the room? This is really about your
personal network and how many ‘cheaplist’
tickets you can take on the chin: those coffee
shops | mentioned earlier; a nearby hostel where
you accommodate artists that is often looking
for fun activities for residents; a student society
wanting a social, or a WhatsApp group of friends
or regulars.

Marketing can seem like a dark art, and many
marketing experts would charge a fortune to
advise you on the confusing world of social
media targeting or event branding. | genuinely
think the best thing is to teach yourself how to
use these tools. Hopefully, some of these tips will
help you develop your channels and techniques:
the more followers you build, the easier it will
getl!

Niamh: | also think one of the most important
things is just being excited about the events
you're putting on. That excitement is contagious!
Going around town, talking to people and
sharing that energy really does make a
difference.

Checklist for marketing a live event

+ Start early and continue your marketing
throughout its lifespan - leave no stone
unturned.

+ It's always worth asking what the artist's plans
are. Do they have a day and time in mind to
announce all the events on their tour, or are
they flexible to fit into your calendar?

+ Consider when you want your announcement
to go out and when your target audience is
most likely to see it.

+ Create announcement assets in all shapes
and sizes for different platforms (eg, square,
Facebook event banner, portrait, 4:5).

+ Take your time. A good-looking poster can
genuinely help sell your event.

* Make sure you have good recent video
footage, preferably of the artist performing
live (a good tip for Instagram is to use the
artist's music and attach as the audio in your
posts).

* As arule of thumb, aim to spend no more
than 10% of your overall event budget on
marketing. Keep in mind that this may need to
be adapted.

+ For online ads, be specific about who you want
to target.

* Abad bio can make an event really hard to
sell. Consider the language and how you are
selling the artist.

+ Don't underestimate the power of physical
marketing for attracting audiences you
wouldn’t otherwise be reaching.

+ Consider posters in places like pubs, cafes,

record shops, vintage shops or bookshops that
attract your target audience.

32



IF ONLY | HAD
KNOWN: HARKIRIT

If only | had known how to set myself
up properly and do my accounts when
| started, rather than learning as |
went. Biggest tip here for sole traders:
get an app like Coconut, which links to
your bank accounts, auto-identifies
business expenses, and helps you do
your tax returns speedily!

MARKETING AN EVENT

IF ONLY | HAD
KNOWN: NIAMH

If only | had known how much every
event makes a loss, and how hard
you have to fight to break even. If
you care and are passionate about
the music scene, it's something that
every promoter has to do. I've tried
to think of the losses as investments
in myself, my network and the scene,
and realised that there might be
one or two wins significant enough
to balance them out. The lesson I've
learnt is that while you might make
a financial loss, it can be a gain in
other ways, and at least if you're
passionate about the act, you can
chalk it up to an expensive night out
with your favourite artist (promoter
maths!). | really care about the scene
as well; it's so rewarding when a gig
goes well and you know you were
part of a great night for so many
people, particularly any musicians
attending who might be inspired. I'm
just really happy to be part of growing
the music scene, doing the work to
ensure the local scene thrives, and
providing opportunities for artists,
audiences and the grassroots venues
I'm working with.
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THE PRODUCTION ADVANCE

WITH A VENUE AND ARTIST

Rich Cheetham, Head of Production, Communion ONE

My background

I've been in my current role as Head of
Production at Communion ONE for nearly
eighteen months. Before the merger with
Communion Presents, | worked for FKP Scorpio
UK as Head of Production for almost eighteen
months. So, for roughly three years, I've been
fortunate to deliver and handle the production
advance for a fantastic array of events, from gigs
in pubs to stadium and outdoor events.

| first got a sniff that working in music was

the place for me when | was sixteen. | was an
avid reader of Melody Maker (a former music
publication) and online forums. | figured | knew
enough about bands to be a promoter. | relied
on my college friends to come to the first event
| put on, but | lost £200. My advancing skills also
left a lot to be desired at the time.

At university, | booked more gigs at my halls bar.
Then | ventured to putting on gigs in Manchester
City Centre for upcoming bands like The
Maccabees, Arctic Monkeys, Foals and Metronomy
in the mid-00s. | had a great time working with
bands | adored while gaining more knowledge on
the production side, especially in understanding
the difference between what venues could

offer. | made a few mistakes along the way, like
under-appreciating what a ‘disco load out’ meant
(meaning there is a club night post-gig at the
same venue, so the load out has to be quicker)
and the importance of checking an artist's power
requirements. | learnt a lot in the process.

Work picked up pace, and my strong attention
to detail in production advances led to working
on bigger tours across the UK. An opportunity
came up in 2007 to work as a promoter for Night
& Day Café in Manchester. | had a blast booking
upcoming bands like Beach House, St Vincent,
Frightened Rabbit, MGMT and Stephen Fretwell.
My knowledge base expanded through working
with all these bands and sound engineers, as |
became acquainted with technical terminology
in audio production. The importance of being
organised was drilled into me, especially when
advancing local artist nights and trying to get
four acts to turn up on time, with the right
equipment, and sound check them all within an
hour and a half.

Skills and knowledge required
for a successful production advance

Digesting artist riders (the catering and technical
needs of the artist), budgets and the information
(or lack of) presented to you is absolutely key.

| loved working as a production manager at
festivals from 2018 to 2024. The volume of artist
riders to run through is immense. Carefully
checking riders to make sure you've clocked any
intricacies that might require extra equipment
to be hired, or understanding how the sound
and lighting engineers need the information
presented to them, all help avoid surprises on
the day.

You don't need to be an audio, lighting or video
engineer, but when working on a production
advance, you have to understand the language
used to flag potential problems. So don't be
afraid to Google a phrase you're unfamiliar with
or ask someone in the industry. It's essential to
keep up to date on the latest technology as well.
The venue or festival engineer can also review
these and provide feedback on any issues, etc.

When to start advancing

Production can start once the artists/venue is
booked, and usually when the event is on sale
and being marketed.

It really depends on the size of the event; for
small events, two to three weeks before is fine. If
an act is travelling to the UK and needs to know
the basic schedule three months in advance to
help plan transport, plane tickets and backline
hires, that's different, and you may need to work
ahead of time.

For bigger events, to ensure we have the PA,
lights, crew, backline, etc (where needed),
booked at a fair price, three months in advance
is a reasonable timeframe.
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The planning approach

Over time, Communion ONE has developed day
sheet templates. Our promoter reps will share
these with the tour managers, filling in the event
schedule, contacts, load-in situation, venue
dressing room specs and other relevant info that
might be missing from the venue spec. I'm a big
believer in cutting down emails, so I'm constantly
giving our reps a hard time about the importance
of sharing day sheets in advance. Hopefully,

tour managers appreciate having this finely-
tuned knowledge in one document to help them
prepare for the event.

Who you deal with in the industry

| mostly deal with the tour manager and
production manager (sometimes this is the artist
on a smaller scale). The artist's representatives -
like agents or management (the bookers for the
live events with the promoter) - will hand over
to the team on the road, so your engagement
with them will reduce once the booking process
is over.

The information agreed with the artist team
must be communicated to the venue, so working
alongside the venue team - management,
production manager and technicians - to ensure
the artist's needs align with their technical specs
and facilities is paramount.

For bigger events, there are additional layers

of suppliers/workers involved. I'll advance
requirements to third-party suppliers like PA
companies, backline vendors and video suppliers
to deliver the artist rider requirements. I'll also
book the local crew, riggers and forklift drivers
to ensure all equipment is loaded in and out.
Without them, the event wouldn't happen.

As events get bigger, | generally don't deal with
the artists, which is a shame because | miss
the connection and the opportunity to show
appreciation for the artist's music.

Key questions to ask in
the production advance

Obviously, getting the artist's rider is key. Ifit's a
band event at a small or medium-sized venue,
always check whether they can share backline
with support acts to ease changeover between
artists. Check how big the tour party is (helpful
for arranging catering and appropriately sized
dressing rooms), what vehicle they're travelling
in (so you can offer parking suggestions) and
whether they're travelling with a merch seller (so
you can book someone in advance rather than
scrambling on the day).

Make notes of all the typical questions. Then
you can copy and paste them into your email
to make sure all the relevant topics are covered
(see production advance checklist below).

What to negotiate in the production advance

This is tricky. If the artist is playing a lot of events,
the deals with promoters can vary from event to
event. The tour manager might ask you to supply
hotels, and this might not be in your agreement
with the artist, but another promoter elsewhere
might have agreed to it. So you're within your
rights to share the contract in advance (supplied
by the artists /agent), to back up what you
agreed.

Contracts are there for a reason, so make sure
you file them away so they're handy to reference.
If it's a grassroots event, the details of what you
and the venue are supplying may also have been
agreed in emails.

Make sure you check the artist's requirements
when choosing a venue. For example, if you're
booking a D) act, make sure the venue has high-
quality D) gear, monitors (so the DJ can hear
themselves when performing) and a D] riser (to
raise the artist/D) above the crowd to improve
sight lines) to avoid hiring these in at extra cost.
In this scenario, it falls under a promoter or
event cost.
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In the early years, | was bullied into offering
higher artist fees or guestlist allowances than |
felt comfortable with. If you're in that situation,
make sure you're giving way to someone
worthy of building a long-term relationship
with (whether an artist, agent or tour manager).
Spending a small amount extra could be a good
investment in the long run. If it's a grassroots
event, there should be some element of
negotiation, since no one is making money at this
level and the goal is to cover the event's costs.

The impact of production advancing planning

It's crucial. It's a horrible feeling when
information required by the artist, venue or

crew company gets missed and causes issues. |
worked on an event at a student’s union once,
and the venue hadn't cleared out their cafeteria
chairs and tables by our load-in time. The tour
had to work around the tables and chairs to push
the gear up the load-in ramp onto the stage.

If we'd known about this in advance, everyone
could have been prepared, but the day got off to
a bad start, and there was an off feeling in the air
all day.

You could also be in a situation where the artist
is playing an underplay (where an artist plays a
gig that is smaller in ticket sales than they usually
do), or a venue that doesn't have the level of
backstage facilities they are used to. The gig itself
should have a great atmosphere, which is why it
would have been chosen in the first place.

The production advance is crucial for flagging
issues such as parking, storage space and limited
backstage rooms. I've worked a few events
where it's been necessary to book a day room
(where a venue does not have showers and the
artist is touring on a bus) at a hotel nearby so
the artists have access to showers and an extra
space to relax.

So be sure to explain in the advance what
facilities are available at the venue. Make sure
you offer up solutions too!

How to get organised

I mentioned using a day sheet before (as it also
avoids repetition and saves time), and would
encourage everyone to devise something similar
to share with artists and tour managers. At Night
& Day in Manchester, the volume of events
meant a simple one-page document to share
with artists was necessary to cover the schedule:
which act was bringing the drum kit, the name
of the sound engineer, etc. You can also go the
extra mile and suggest your favourite cheap eats
nearby, places to stay, etc.

Once you're in the swing of the fundamentals,
you're in a good position to deal with bigger
requests.

Creating a day sheet for your events helps to box
off final details. The day sheet serves to ensure
all bases are covered, that everyone involved

in the event understands their responsibilities,
and that load-in instructions and catering
arrangements are explained. If you're waiting on
details from the venue or the tour manager to
confirm these final bits, always give them a call
to pick up on any last-minute changes.

Positives and negatives

It's great to work with different touring teams
and see the different approaches they use. Also,
attitudes towards sustainability measures and
fair working conditions for touring crews are
fast becoming standardised. So it's great to see
positive steps being taken on board to deliver on
those.

Drawbacks are early mornings. At bigger events,
a bam start can be tough, but once load-in gets
rolling and after a decent cup of tea, the day gets
easier.
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THE PRODUCTION ADVANCE WITH AN ARTIST

Production approach in relation to gig size

It's a big difference moving from 300-capacity
venues to academy-type venues, and then up
to arenas. The fundamentals remain the same,
though.

Merchandise, artist production, security and
parking are all key topics. For smaller events,
you're generally dealing with just the artist’s tour
manager or the artists directly, and sharing the
requirements with the venue manager.

On an arena event - when these topics are
expanded - you'll advance with the artist’s
production and tour manager, the venue, the
support acts, the artist's security team and
potentially the merch company if VIP packages
have been sold. Each department has its
representative, and you'll serve as the middle
person, sourcing answers to address the
details they need. That's all part of ensuring the
production advance leads to a smooth event for
all these different touring crews.

Booking artists you love is a big part of becoming
a successful promoter. Giving them a great
experience on the day, providing the equipment
they need and going the extra mile with the
hospitality rider will cement your relationship.
That will help build your long-term reputation
with the band/artist, their agent and their
management, helping you book more events in
the future.

If there's something in the artist’s technical rider
you don't understand, then ask someone with
the experience (venue sound engineer/other
artists/ fellow promoter etc.) for help.

Production advancing questions

1. Please can you provide a tech spec
and hospitality rider, including lighting
requirements (if not provided already)?

2. Please can you provide a main liaison contact
number for the day of the event?

3. How long do you require for load-in and
soundcheck?

4. How long would you like to perform for?
(Check this against the contract!)

5. Please can you confirm band member
numbers and the roles/numbers of others on
tour with you?

6. Are you providing all your own backline?

7. Are you using the in-house engineer or
bringing your own team?

8. Will you be providing your own playlist to
play between the doors opening and the first
artist (and between artists)?

WHAT ARTISTS WANT
FROM A PROMOTER

:

:

% “Generally, as a touring unit, my band,
crew and | like to be as easy and as

% nice as possible, and we love it when

% promoters do the same. When we

¢ encounter sound or house crew who

% are struggling, we like to help out.

% There is a feeling of mutual respect
and a commitment to bringing the

% audience the best possible experience

% and creating a great atmosphere. There

¢ are places where you feel as if everyone

% is going through the motions, and

% others where the promoters, staff and
volunteers go out of their way to help.

% That makes the workplace exactly the

% welcoming place it needs to be.”

§

Eliza Carthy MBE




THE PRODUCTION ADVANCE WITH AN ARTIST

Checklist for production advancing
+ Allow two to three weeks for grassroots gigs

and up to three months for larger events. IF ONLY | HAD

- Get the artist contact, rider and catering KNOWN
requirements as soon as possible.

- Get the venue tech and facilities information. Be collaborative, whether that is co-
+ Email the artists with any missing questions. producing with a larger company,

il th ith th o i or taking a freelance role on events
+ Email the venue with the artists’ requirements. in a production, site or artist liaison

+ Carefully check riders to make sure you've role. The people you meet and the
clocked any intricacies that might require insights you'll gain are so valuable.
extra equipment, or that you understand how This knowledge will shape how you
the sound and lighting engineers need the address challenges when they arise

information presented to them. and will also expand your contact list.

« Ifit's a band event at a small or medium
venue, always check whether the headliners
can share backline with the support acts to
ease changeover between artists.

+ Check how many people are in the touring
party so you know the numbers for catering
and dressing rooms. Check what kind of
vehicle they're travelling in so you can offer
parking suggestions.

+ Check if they're travelling with a merch seller,
so you can book someone in advance rather
than scrambling around on the day.

+ Check your initial agreement before
confirming the details.

+ Have a day sheet with venue/event details,
including what you can provide and a
summary of the production advance. This
could also be included in a single sign-off
email.

+ Believe in the journey of the organised chaos
process! It will mean a smooth-running event
if you leave no stone unturned.
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THE EVENT DAY

Anna Moulson, AIP, Melting Vinyl
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THE EVENT DAY: REPPING AN EVENT

Day before/morning of the event: Start
building the bridge with the tour party

Artists’ heads are usually spinning with all the
details of the events and planning for their
performances when they are on tour. By ringing
them before the gig, if you are repping the

event, or getting your rep to do so, you are
establishing a good relationship from the start.
You can go through a few of the main details of
the schedule, including loading in, parking and
catering. For example, you could ask if they need
any more beers for the rider, or if they have any
left over from yesterday's event. If they do, and
the budget permits, you could then increase
spending in other areas of the catering and guest
list. This is a friendly and professional way to set
the scene, so they know they are in good hands,
and it also reassures (and reminds) them of the
details of the day. It sets the tone for the next
day/the event and gives them confidence in you
and your work. You have to earn that confidence.

The day itself: Get organised and centre
yourself

The day itself is all about being organised and
centring yourself as the main point of contact. You
are the glue that holds everyone together. You've
already set the scene before the event with the
advance contact; this should be reassuring for

the touring party. Artists and tour managers can
be nervous bunnies before an event, wondering
whether the promoter and venue staff will deliver
a well-organised platform for their music. You
need to show them you have it in the bag!

The event: Start building the
bridge with the venue team

Check in with the venue staff before the artist
arrives; they can be your greatest ally and support
throughout the event. Make sure they know you
are running the event, ask if they have everything
they need, inform them of the event schedule

and the artist's requirements (tech rider) - don't
presume anything. You may see staff, artists and
members of the touring party looking like rabbits in
the headlights. Don't take it personally. Remember,
your enthusiasm, support and sense of being in
control can be infectious. This point of the event
brings together all your hard advancing work when

you smoothed over all the details. On the day of
the event, get in earlier than the artists and set
up the venue with backstage signage (schedules,
arrows to the dressing room and stage). Brief
the staff on the artists' requirements, set up the
catering rider, get the kettle on in the dressing
room, and put up those all-important schedules.

The event: Start building the
bridge with the tour party

Greet the artists - think of it as a party where
you're the host. Introduce everyone to the in-
house staff, and make sure the artists know
where the dressing room is/where they can load
in, and whether they would like a cup of tea or
coffee (the magic words that cut through all the
barriers) - even better if you have brought biscuits
(don't forget the venue staff). Monitor the setup
and timings; don't presume the sound engineer
will do this. When the artists have finished
soundchecking, it's a good time to check in with
the tour manager (or while the support act is
soundchecking if you're dealing directly with the
artist). Get the guest list, pay the buy out (money
per head for meals) and tell them about your
favourite chippy, falafel takeaway or upmarket
vegan restaurant. If you're dealing directly with
the artist, check in on what they need on stage
for their performance: do they need water, towels
put on stage before they go on, etc.? Do they have
a playlist, or can you provide your pre-prepared,
curated playlist for the in-between bits?

The event: Looking after yourself

There will be a lull in the day, especially if it's an
earlier get-in to set up for the event. Use this
time to eat something, get some fresh air and
refocus yourself - it's a long day working on an
event, so rest up and recharge when you can.

Marketing the event: For further sales
and to get people excited about the gig

The marketing for an event doesn't finish until
the headline act is on stage. Throughout the
afternoon and evening leading up to the event,
you can continue to push ticket sales by posting
photos of the soundcheck (artists tend not to like
videos while they are soundchecking) and videos
of when the artist is on stage with an audience.
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Celebrating the event with a post at the end of
the night can do wonders for future ticket sales
by playing on FOMO. This is all good networking
and helps get your company out there.

The event: Planning for the doors opening

While the bands are soundchecking, start
thinking about the evening. You need to set up
your box office with a ticket scanner and card
reader. Speak to the bar manager or house
manager about the nature of the event, audience
and schedule. Ask for a float for cash sales if they
are not a cashless bar, and introduce yourself to
the bar and security staff (go through the same
thing with the security team, minus the cash).

There may be a security/staff briefing before
the doors open that you can attend. Remember,
these people are the face of your event. The
friendlier you are, the more they'll want to be a
team player. Hopefully, they are nice, friendly
people who'll ease ticket holders out of work
mode and into going-out mode.

Juggling the tasks of greeting incoming ticket
holders and getting the artists on at the same time
can be tricky. Explain this to the sound engineer
and ask them to help with getting the band on
stage, or get a dependable friend to cover the box
office for you while you get the band on stage. It's
a real privilege to usher the artists on stage, be
part of their camaraderie and excitable nerves, and
wish them a good performance.

If you are covering the box office yourself, try to
get someone to cover for a few moments while
you do some social media posts to celebrate the
gig. Spare a thought for the backstage areas, too.
Fill the kettle back up and replenish the rider for
when the artists come off stage. If you have flyers
for future events, be outside at the end of the gig.
Smile and flog some more events to the punters.

Post event: The wind-down
and wind-up of networking

After the event, give the artists some time
backstage. Always knock on the dressing room
door before entering; remember it's their space for
the evening. In the meantime, scramble around
for the stage towels before they mysteriously
disappear like socks in a washing machine.

Thank everyone for their help in making the night
work - from the sound engineer to the security
staff - they'll remember it for next time. Make
your way backstage to thank the artists as well.
These networking opportunities are gold dust for
team building, future-proofing and building your
brand. Help the artists pack down and load out, if
you can - they often appreciate it.

Checklist for the run-up to an event

+ Get organised. Planning is key! Have a list of
notes in your back pocket.

« Be familiar with the artists’ work in advance.
Listen to their music and find out where else
they are playing on their tour.

+ Look after yourself, go to bed early and
prepare some food/snacks and drinks for
yourself. In the morning, eat a healthy, filling
breakfast to set you up for the day.

Read the production advance, and have your
paperwork and equipment/catering ready.

+ Start building the bridge with the tour party
and set the tone. Ring the tour manager or the
artists’ manager on the day. Go through the
details, including the schedule, catering, guest
list, load-in and parking.

Make a checklist of the key elements of the
day/take a photo of the schedule. Arrive at
least thirty minutes before the artists to set up
the dressing room and backstage area.

Remember everyone’'s name in the tour party.

IF ONLY | HAD
KNOWN

That through coming in as a hirer of
a venue that you are the glue that
binds the night and you have every

right to have an influence over how
the night is managed. This knowledge
has given me more confidence to be
more present and ask for how | feel
the event should be shaped with the
venue and artists.




PROMOTING D] NIGHTS

Paul Richards, Scared to Dance

Scared To Dance began in 2009 as a club night.
A few years later, it expanded into live gig
promotion and, more recently, film nights in
partnership with Picturehouse Cinemas and

a podcast. My background is rooted in club
promotion, and that perspective continues to
shape how | approach events.

DJ nights Vs. live band events

The primary difference between promoting club
nights and a live band event lies in the number
of people involved. A typical club night features
one guest DJ, occasionally two or three if it's a
band member set. Live gigs, on the other hand,
require coordination with artists, tour managers,
sound engineers and sometimes label reps.

The production requirements for a club night are
significantly simpler than those for a live band.
There's no formal soundcheck for DJ nights due
to tight turnarounds from preceding gigs. If the
guest arrives early, we do a quick walkthrough

of the equipment and run a dry test. | usually
open the night myself, the guest plays for sixty
to ninety minutes, and | close the evening. It's a
formula that has worked well for us.

| brief DJs on our music policy in advance, which
broadly encompasses post-punk, new wave,
indiepop and art rock. While | provide genre
guidelines, | encourage DJs to bring their own
interpretation. | find the ideal set to be 70% in
line with our core aesthetic, with the remaining
30% reflecting the DJ's personal taste. If they play
something unfamiliar that I like, it's perfect.

For first-time DJs, | refer them to our Spotify archive
of guest playlists to give them a sense of the club’s
atmosphere. | also make a point of meeting guests
before the night begins - usually an hour before
doors open - | feel it's important to get to know
them and put them at ease before DJing.

By contrast, live band events involve extensive
planning: production advances, soundchecks and
rider requirements for the touring party. These
typically require several hours of preparation
before doors open. Club nights, by their nature,
are far more streamlined.

The usual offer for artists in the club world is a
pre-agreed flat fee, whereas for live artists, it is a
guaranteed fee Vs. a percentage after costs.

We sell early-bird tickets for the club night to
encourage pre-sales, which is common among
club promoters but less so in the live band
world. The dynamic has changed a lot since the
pandemic. For every Scared To Dance club night,
you can buy a ticket for £8 when they go on sale.
We don't offer VIP deals, but it's common in the
club world.

The marketing for a club night differs from

that for a gig in terms of demographics. The
Scared To Dance club audience has always
been predominantly 25-35 years old, whereas
a gig audience could be older. So a difference
in approach to advertising is necessary to reach
people on different platforms.

The difference in approach would be a greater
emphasis on platforms such as Instagram, as
well as on organic advertising through postering
and flyering. We've been fortunate to keep a
loyal following over the years and to reach new
people for the club night.

Agreeing the finances

Guest DJs are paid a pre-agreed fee. | typically
negotiate directly unless the DJ is represented by
an agent, which is rare on a smaller scale. Scared
To Dance is built on trust and longstanding
relationships. Many of our guest DJs are not
traditionally DJs, and I've been fortunate that so
many have been open to working with us.

Choosing the right venue

| have a specific vision of what a club night
should look and feel like. The venue should
ideally hold no more than 200-300 people.

| prefer intimate, tightly packed spaces -
environments that feel raw. You want the sweat
to be dripping from the ceiling.

For indie music, you absolutely should be in a
venue with a sticky floor. I've always gravitated
toward spaces that reflect a DIY grassroots spirit.
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The venue should suit the genre of music. If
you're putting on a Northern Soul night, you
would be looking for an entirely different type of
venue than a post-punk night. It really depends
on the type of music being played and the
aesthetic you want.

Finding and developing new DJs

Our approach is unique as most of our guest

DJs aren't DJs by trade. There's a simple booking
policy at Scared To Dance. If | like them and their
work, | ask them to do it.

In the first year of the club night, | asked the
ex-footballer Pat Nevin if he would be interested
in DJing, as | was a fan of his BBC 5 Live radio
show at the time. The following month, he came
to the club and stood at the bar, sipping a glass
of red wine. He said he enjoyed the music and
he would like to DJ. That was a really important
moment for me: the fact that someone | admired
‘got’ what | was doing gave me the confidence to
approach other people.

The poet Simon Armitage came on board soon
after | had watched a BBC 4 documentary he was
doing in Japan. There was a scene where he was
playing his vinyl collection at home, and it was
pretty much an A-Z of what we play at the club.
I'm astonished that he took that leap of faith into
something and someone unknown to him, and
I'm grateful for that.

To keep the night fresh, | consciously rotate the
line-up and introduce new guest DJs each year. |
love the idea that someone in their twenties, like
Asha Lorenz from Sorry, and someone in their
fifties, like John Grant, can DJ at the same club
night, just weeks apart. That mix of ages and
perspectives is important to me.

There is a big difference between a live D) and a
playlist. | went to a club night a couple of years
ago that played a pre-set playlist during the
opening hour - | found it downright depressing.
DJing is a skill - whether through mixing or
curating songs - that people respond to. They
want the human interaction of a D) feeding off a
crowd.

PROMOTING D] NIGHTS

Building an audience

There was no strategy when | started Scared

To Dance. It began as a hobby and gradually
became a job. The audience was built organically,
predominantly at King's Cross Social Club, then
at the Moustache Bar in Hackney and now at The
Shacklewell Arms and The Victoria Dalston, with
whom we have longstanding residencies.

One of the biggest challenges of running a club
night is maintaining a consistent audience.
Naturally, people go out less frequently as they
get older, so I've had to adapt and find ways to
engage new audiences. Social media has become
an essential part of this.

I've always wanted Scared To Dance to have a
focus on new music, and it's crucial to me that we
play contemporary music. | hope that's reflected
in the line-up of guest DJs from Dry Cleaning,
Porridge Radio, Honeyglaze, Billie Marten, Mary
in the Junkyard, The Tubs, Heartworms and
many others.

Facing the challenges

A challenge facing grassroots nightlife is that
many venues have moved away from working
with freelance promoters and now run events
in-house. This shift reduces opportunities for
newer and younger promoters to test out ideas
and grow.

Since the pandemic, many venues have
closed, and the ones that remain need their
Friday and Saturday nights to be busy. While
understandable from a business perspective,
it leaves little space for experimentation or
emerging nights.

Looking after your mental health
and private life

Maintaining good sleep habits and getting a
consistent seven to eight hours sleep a night has
been important for my mental health and sense
of routine.
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IF ONLY | HAD
KNOWN

I'm glad | started Scared To Dance
with a degree of naivety. It gave me
the freedom to experiment and trust
my instincts. The night was always
intended to be fun and interesting
- and I've been lucky to work with
so many incredible people over the
years.

Simon Reynolds’ Rip It Up and Start
Again and the Rough Trade Indiepop
compilation were hugely influential
in shaping the concept of the club,
alongside the music and creative
works of Manic Street Preachers
and Brian Eno. They are a continued
source of inspiration.

I've followed a philosophy of trying
things and figuring them out along

the way. Sixteen years later, that
approach still seems to work.

WHAT ARTISTS WANT
FROM A PROMOTER

“For me, the three things that make a
promoter stand out are communication,
enthusiasm and ideas. Good
communication means being transparent
about costs and logistics, so everyone’s
on the same page. Enthusiasm is vital
- promoting a tour can be mentally
draining, and it's a huge boost to know
there’s someone genuinely excited to
make the show happen. Musicians are
needy creatures! A few encouraging
words about their latest single or video
can be really motivating. Just showing
you're engaged with what the artist is
doing has a real impact on how they
approach the gig. And ideas are gold -
when ticket sales are slow, a creative,
proactive promoter who helps figure
out how to reach the right audience
makes all the difference. That could be
fresh content ideas for social media or
inspired thoughts on who to book as
support.”

Johnny Lynch (The Pictish Trail)
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ACCESSIBILITY FOR ALL

Dominique Gibson, Attitude Is Everything

Hey there, I'm Dominique, but most people call
me Dom. I'm the Training Manager at Attitude is
Everything, a charity connecting disabled people
with live events. | lead our national training
programme. |'ve got an MSc in Psychology and
I'm a Mental Health First Aid Instructor. I'm
Neurodivergent and live with physical disabilities,
and before joining the charity world, | worked

in the NHS as a Well-being Advisor and Co-Chair
of the LGBT+ Network for CNWL Trust. I've had
many other jobs too, as most of us have.

Music has always been home for me. The bass in
your chest, the lyric that sticks in your head, the
crowd that somehow feels like family. For years,
that's where | have lived, until my body decided
otherwise. | thought I'd never be ableto goto a
gig again. As it turned out, music just needed to
meet me halfway.

Now | spend my time helping others do the
same - to stay connected to the moments that
make them feel alive. Because access isn't about
lowering the volume; it's about widening the
space.

My story

In my glory days, you'd find me in the middle of
the mosh pit - hair everywhere, shoes scuffed,
heart full. Then my condition caught up with me.
Long queues? Out. Standing through a whole
set? Out. Even the tiniest knock from a stranger
could floor me. It felt like | had to grieve for live
music, like it was something I'd quietly lost.

Then one night, my mates did something
outrageous: they requested seats. I'd never even
thought about it. | went along, sat down, and it
hit me - gigs weren't gone. They'd just changed
shape. Now | go to gigs where there is an access
gueue, a chair and someone to give me a hand
with a few personal bits. Small tweaks. Massive
difference.

I'm not the only one. There are over sixteen
million disabled people in the UK. Thanks to the
Equality Act 2010, we're all entitled to ‘reasonable
adjustments’ that can be the difference between
‘can’'t go’ and ‘can't wait'.
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ACCESS IS GOOD FOR EVERYONE (INCLUDING YOU)

Here's a fun fact: those sixteen million people have a combined spending power of £274
billion a year. We buy tickets, we buy drinks, we buy merch - and we're loyal to the places

that make us feel welcome.

And here’s the best bit: you don’t need a bottomless budget or total control over a venue
to make an impact. Accessibility can start with the tiniest, most human changes. To prove
it, | asked a couple of grassroots venues what they've been doing.

The Cluny, Newcastle

The Cluny’'s had more makeovers than
Madonna. Once a flax mill, then a flour
mill, then a whisky bottling plant, and
now it's a cornerstone of Newcastle's
grassroots scene. Historic buildings can
be a nightmare for access, but The Cluny’s
decided that’s not an excuse.

What they're doing right:

* Putting clear, honest access info on
their website (so you don’t need to send
three emails and a carrier pigeon to find
out if there's a ramp)

Having an actual person you can talk to
about access needs

Working towards Attitude is
Everything's Live Events Access Charter
Offering accessible toilets, viewing

areas and free tickets for personal
assistants

Being flexible on a case-by-case basis -
because access isn't one-size-fits-all

Having zero tolerance for sexual
harassment through Shout Up! UK, with
a clear plan for handling it

The takeaway? You can have character
and be accessible. It's not either/or.

Sun Pier House, Chatham

Accessibility isn't just about getting
through the door - it’s also about feeling
like you belong once you're in. Sun Pier
House, a not-for-profit creative hub in
Chatham, gets this completely.

They've got artist studios, exhibitions,
workshops, a café and an open-door
attitude to community. They've also
ensured their version of ‘access’ isn't
limited to physical stuff.

What they're doing right:

* Hosting ‘mess rooms’, making events
accessible for Deaf, blind and partially
sighted audiences
Running SEE and CREATE, family-friendly
creative events for Deaf families
Giving placements to care leavers and
neurodivergent people
Offering workshops for all ages,
especially low-income families
Renting out space cheaply to grassroots
creatives and charities
Keeping art public and free with regular
exhibitions

For them, access is part of the culture -

not a side project.
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Why it's worth it

Making gigs more accessible isn't about being
‘nice’ - it's about building a scene where more
people can be part of the magic. It's about a fan
who thought they'd never see their favourite
artist again. It's about the Deaf artist who finally
gets to perform to an audience that includes
their community.

And for you, that means bigger audiences, better
reputations and the satisfaction of knowing
you've made something special possible.

So, maybe your reasonable adjustment is a seat
instead of the pit, or a quiet space away from the
amps. Perhaps it's a clear access guide on your
website. Maybe it's just asking ‘what would make
this work for you?'.

However you do it, the result's the same: more
people will be able to share in the experience.
Isn't that why we're all here?

Checklist for accessibility

As a promoter, you've got a lot more power
than you think. You're the bridge between the
audience and the venue, and you're trusted to
look out for the people in the room.

Here are a few ways to start:
+ Talk to people.

+ Disabled audience members will tell you
exactly what's stopping them from coming -
and often how to fix it. You could also talk to
people like the folks at Attitude is Everything
for an experienced helping hand.

+ Get some training.

+ Disability equality training is one of those
things that pays off forever. You'll learn
practical stuff and avoid those ‘oh no, | didn't
think of that moments.

+ Be upfront.

* If your event has good access for certain
groups, say so. If it doesn't, say so - people will
appreciate your honesty. This could take take
the form of a simple email via the ticketing
company to the customer in advance of the
event.

ACCESSIBILITY FOR ALL

Think beyond the ramp.

Accessibility can mean British Sign Language
(BSL) interpretation, relaxed performances,
quiet spaces, captioning or even just having
people there who are in the know.

Use what you've got.

Even if you can't knock down walls, you can
put up better signage, assign a friendly face to
answer access questions or make sure your
website actually says where the loo is.

IF ONLY | HAD
KNOWN

If only I'd known that asking for
access wasn't asking for special
treatment - it was asking to remain
part of something I love.

If only I'd known that inclusion
isn't about making things smaller
or quieter - it's about widening the
space so more of us can join in.

If only I'd known that changing how |
do things doesn’t make me any less of
who | am.

Access doesn’t take away the magic -

it lets more of us feel it.
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Rob Gibbs, Progressive Artists

| run Progressive Artists - a boutique live

agency representing cool, forward-thinking

and interesting artists. We take a proactive and
thoughtful approach with the acts we work with.
We believe that by giving our clients more time
and focus than they might get elsewhere, we can
deliver more for them. | got my first taste of the
industry after leaving university, and falling into a
job booking events for heritage acts such as Chic,
Parliament/Funkadelic, Sister Sledge and Kool
and the Gang. It was a good way to learn quickly
how the industry works, but none of those

acts were ‘my acts'... | started building my own
roster in 2013, and after a few years working
alone, | set up Progressive Artists with another
agent in 2017. We've since booked hundreds of
events worldwide and work with acts such as BC
Camplight, Lanterns on the Lake, Jeffrey Lewis,
Flamingods, Kathryn Joseph and Girl Ray.

How do you find promoters/networks?

We do a lot of online research to find out who
might be putting on events with certain artists in
certain cities. When | take on a new act, | often
have two or three promoters in a particular
territory in mind who might be a good fit.

Peer recommendations can be helpful, and being
part of a network can have benefits. There have
been instances where I've emailed a promoter in
one city asking if they'd be interested in putting
an artist on, and within an hour, I've had three
emails from promoters in other cities saying, ‘I
heard you might be booking some events for

X. Can we look at a date? Equally, I'm part of an
independent agent network where people often
swap promoter and festival booker contacts.

Networking mixers and events like Eurosonic
and The Great Escape conferences are excellent
for meeting people and initiating working
relationships. As agents, what we can deliver to
our artists centres firmly on the connections we
have in the industry, so it's important not to hide
behind a laptop screen.

When is a promoter ready
to work with an agent?

It depends on what the agent might be expecting
from a promoter and what's right for the act

in question. Some artists benefit from a more
DIY approach - working with a hands-on
promoter who has good local knowledge and low
production costs can be beneficial for some acts.
For other acts, it might make more sense to work
with a more established promoter with greater
marketing reach, more experience handling
complex production requirements and the ability
to scale things up.

Before working with a promoter for the first
time, we'll always do due diligence. I'll want to
have a sense of the kind of events they've put
on previously and how those have operated.
Quite often, I'll speak with other agents or artists
who might have worked with that promoter
previously, to get a sense of how their events
went. It's always useful if a promoter sends
through a bit of information about themselves,
what they have to offer and a list of gigs they
have successfully promoted and are about to
promote.

As an agency, we would expect certain
professional standards at all levels. This includes
good communication, honesty, paying on time
and honouring the agreement. When you're
starting out as a promoter, you have to prove
yourself, and word spreads quickly if an artist
doesn't get paid or has a bad experience. Most
indie/DIY promoters we deal with really care
about the artist experience and go above and
beyond to make sure the artists are looked after.
Conversely, some of the bigger companies often
fall short on that front.

How agents work with promoters

It's often to everyone's advantage to maintain
an ongoing relationship. A promoter will usually
lose money or, with some luck, break even on
an event in the early stages of an artist's career.
Taking a hit on early events is a long-term
investment for the promoter. For the agent or
artist, there can be significant value in having
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a good promoter on the team from the outset.
They can help shape the live strategy, build fan
data and open doors to support opportunities
and festivals they might be involved in. There are
no long-term contracts. Working relationships
are built on trust. If things are working well,
everyone should be happy, although it doesn't
always ensure loyalty.

Unfortunately, once artists reach a certain level,
the scales can tip. As events become bigger,
more ambitious and more expensive to stage,
artists, agents and managers often turn to

the bright lights of a larger, more established
promoter. Some of the larger promoters might
put pressure on agents to give them artists. For
example, they might block artists from playing a
big 50,000-cap festival they're organising, unless
they promote the headline touring event as well.

Sometimes, if events haven't sold particularly
well, or an artist feels their profile should be
growing faster than it is, their longstanding
promoter (and potentially their agent too)

can find themselves in the firing line. In most
instances, changing promoters won't make much
difference if an artist is struggling to sell tickets!

How to choose promoters to work with

This depends 100% on the artist, how quickly
their profile is growing, and their level of
ambition. We work with promoters of all shapes
and sizes. For me, the most critical factor is that
the promoter understands what the artist and
their team want and can help to deliver that with
enthusiasm. | always want the promoters | work
with to have an opinion on things like venue,
ticket price and support artists. Local promoters
will know what works well in their market, and

| think it's important that agents listen to and
leverage that expertise.
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Other factors can include looking at the other
acts a promoter is working with and considering
where the artist in question might fit among the
rest of the offering. If a promoter has links with
any festivals, this might help open some doors.
Every artist requires different things, though, and
there's space in the ecosystem for all types of
promoters.

What works and what doesn’t

| think the best approaches we get from less
established promoters are targeted and well-
researched. Some promoters and venue bookers
send endless copy-and-paste emails asking
about every single act on the roster. Those
emails are unlikely to get a response. If an
approach is informed and targeted, I'll always
consider it and try to respond, even if the answer
is ‘this won't work right now, I'm afraid'.

I have a huge amount of respect for all the
promoters | work with. Both my artists'
livelihoods and my own livelihood as an agent
depend on promoters taking a risk and putting
money on the line. If things go wrong, it's
important to remember that we're all human
beings and vital parts of the ecosystem. Respect,
courtesy and fairness should be at the core of
everything we do.

IF ONLY | HAD
KNOWN

Before working in music, my idea of
‘an agent’ was the larger-than-life
character, smoking a cigar and telling
musicians: ‘I'm gonna make you a star,
kid!" While that's clearly a caricature,
| spent a long time believing that to
be a successful agent, I'd need to
pretend to be an extrovert, against
my natural introvert tendencies. It
took me many years to realise that |
can do a way better job if | embrace
who | am and understand where
and how | get my energy. Extroverts
are often the loudest people in the
room, so people assume they're the
only ones with a voice. However, the
industry is full of amazing introverts.
They're thoughtful, good at making
decisions, great listeners, empathetic
and self-motivated, among other
things. These are all valuable skills for
a career in live music!

WHAT ARTISTS WANT FROM A PROMOTER

“It's always reassuring when a promoter asks for an access rider when I’'m booked to play. It shows
that access is baked into the event rather than tacked on at the end, and it’s reassuring to know
that my access needs are being considered from the start. Good communication in advance is

also key, so | fully understand what to expect - for example, whether there’s a dressing room and
whether there’ll be a soundcheck. I've arrived for gigs in the past to find that either my access or
technical requirements haven’t been passed on, which leads to a lot of questions and can feel a bit
chaotic leading up to my performance. As an artist with complex health needs, it's important to
fully understand what’s happening before arrival. Late surprises are not great for my performance
preparation, but I've found that generally, the good communicators are the good promoters.”

Elle Chante
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Nick Simcock, Future Yard & Oporto

I'm a live music professional based in the North of
England, heading the booking and delivery teams
at Oporto, a 125 capacity bar and venue in Leeds,
and Future Yard CIC, a community music venue
and independent training provider in Merseyside
with a 280 capacity live room and 600 capacity yard
stage.

With over twenty years of experience in the
industry, including work for Island Records,
Sheffield University's award-winning Students
Union and NME's best small festival PZYK Fest, |
have curated festival stages, released records, DJd
to 1000s of people and flyered in the rain outside
club nights. Before running Future Yard's Sound
Check program, | lectured at Leeds Conservatoire
and on the events masters program at Leeds
Beckett, and | still contribute to conferences on
both sides of the Atlantic.

| specialise in working with external promoters,
from relationships with major players looking to
launch at the grassroots, such as AEG, Live Nation
and SJM, to running the BBC Introducing Stage

at Live at Leeds and collaborating with upcoming
local promoters and students to share their
communities’ voices.

How promoters get to work with venues

External promoters hiring venues are incredibly
valuable to venues of any size, helping to share the
mammoth task of programming 365 days a year,
covering the cost of doing so (both financially and
time-wise) and broadening the horizon of what the
venue can achieve with internal bookings alone.

A healthy mix of venue-promoted events and
collaborations with new and established promoters
is what makes for a vibrant space.

There are many ways to start a dialogue with a
venue. They are busy places, and the staff are often
stretched and working unsocial hours, so, as basic
and impersonal as it seems, start with an email.
Keep it simple: explain who you are, what you are
looking to put on and when. On this last point, give
as succinct a window as you can, but avoid aiming
for a specific date, as this risks a yes/no reply.

It's helpful to be able to share the artists you
intend to book, but this isn't always possible due
to embargoes and competition. If you're not sure

or want to keep your cards close to your chest on
that, it's fine, but try to indicate the audience size,
the genre and how it might work at the venue.

The most important thing is to make sure you
include a hook, though. This is to make the
approach interesting for the venue. You could
emphasise something you or the artist has
achieved that is impressive - proof of a fanbase,
followers, listeners, critical acclaim, previous event
attendance - pick the combo that paints the best
picture. It could be a special event you want to
celebrate that will bring an engaged crowd (a
launch party, release party, fundraiser or annual
occasion), or it could be a new concept or genre
you want to bring to them that no one else is
doing. FOMO exists even in venues full of great
programming, so our ears will prick up!

How the process works

| can't stress enough how important it is to tailor
your email to the recipient; let them know that
you've done your research. If you've been to the
venue, tell them which event you attended and
why it made you want to reach out. If not, then list
some similar artists or events at the venue which
make you think it would work for your proposal.

At Future Yard, we organise many youth projects
and give people opportunities to shadow and learn
at our events. If that resonates with your core
beliefs, let us know this. This might take more time,
but it will be better spent, because when venues
receive a blanket email, we can tell. It looks lazy
and impersonal. It's better to send five tailored
approaches than 500 blanket emails that might be
deleted.

If you don't get a response, don't give up right
away. It might have been missed, sent to spam
or the wrong person, or marked to reply later
and never followed up. It could also be at a point
in the heavy, work-laden touring season of early
summer and autumn to early winter. There are
many reasons why a small team might not get
back to you. Your proposal isn't the issue. Follow
up, reply to your own email so it looks like a chain
catches the eye, or gets past the spam filter. Be
polite, and leave it for at least twenty-four hours
before chasing; otherwise, you may come across
as impatient. Just as you're unlikely to give venue
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dates to someone who seems lazy or poor with
details, no one wants to collaborate with someone
who comes across as hard to work with before the
work has even begun!

If this approach fails, try calling the venue, nudge
on social media DMs, or, even better, pop into an
event or during general opening hours to ask to
speak to someone about hiring the venue. The
reply may often be ‘send an email’, but as soon as
you explain you've already done that, any polite
customer-service-focused venue should be helpful
and apologetic. If you don't hear back, maybe that's
a sign it's not the right venue for your event - at
least for now. You may want to consider trying
somewhere else that is more responsive. If your
event is a success elsewhere, they'll soon start
emailing you.

You're never too big or small to book a space,
but you'll want to make sure it's appropriate for
what you're doing. It's much better for the artist,
audience and your reputation to have a full
100-capacity room than 120 people rattling around
a cavernous space. More capacity and more
people attending don't necessarily mean a better
atmosphere. Larger rooms usually cost more to
staff and run, and nothing looks better than ‘sold
out’ on a poster, especially when you're trying to
generate a buzz around something.

Before | worked in-house at venues, | promoted
independent events as an external promoter. While
trying to break into Leeds' fantastic alternative
music scene, we were getting nowhere with the
established city-centre venues, so we looked to DIY
spaces, putting on events in churches and other
available venues. We ran a BYOB club night with
new bands and DJs in a rehearsal studio that was
usually closed on Saturday nights. It was great for

a cheap party, with multiple soundproofed rooms
and backline provided as standard. It developed a
good reputation, and one night a band and their
crew came down after their sold-out event in the
city and (for want of a better word!) got battered on
their leftover rider. We had a queue up the road,
and the following week, some of the bigger venues
that'd never replied were asking us to do their
afterparty on the next tour.

We also used a small bar venue in the centre to
host free A&R showcases for our little label, and
later for Communion Records. These grew in
popularity and we built a good relationship with
the owners, eventually running the diary for all
events there as well as our own. Fifteen years
later, we are still programming Oporto, alongside
many local and national promoters, having hosted
the likes of Michael Kiwanuka, Japanese House,
Yungblood and Lewis Capaldi. We still do afterparty
events too, with the likes of Idles, English Teacher
and Fontaines DC, so you never know where
something small may lead if you build a reputation
for it organically.

How to adapt a space to your needs

Adding or using seating works particularly well for
folk, classical and comedy audiences. Does the
venue have this, or can you bring it in? I've always
loved using churches for folk and Americana
events; the acoustics and the pews make for pin-
drop moments. What does the artist need and/or
the target customer want, and how can the venue
you're approaching help you achieve that for them?
You're going to need more space for a club night,
in terms of dance space and chill-out areas, than a
sweaty punk show where personal space isn't on
people’s minds.

The promoter/venue working relationship

It's essential to manage expectations and build
trust when starting a collaborative relationship,
such as that between a venue and a promoter.
The first time you book somewhere, you might
have to pay a deposit. This should be equivalent
to the staffing booked to deliver the event, or a
percentage of the hire fee. Usually, paying 50% of
this up front is reasonable. At both Future Yard
and Oporto, we can waive this if we've worked
with a promoter before and trust them based

on the relationship we've built, or if they allocate
tickets to sell via our outlets. This allows us to take
any venue costs agreed from these funds before
transferring the balance after the event. It helps
with cashflow issues that can especially affect
fledgling promoters. If a venue isn't offering this as
standard, do ask. If they like your idea or the artist
and want to work with you, they'll be flexible where
possible.
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~ TONIERL
—TEW ARTIS
SHOWCAS!
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In terms of who does what and who pays for
what, consider getting this in writing at the start.
Find out what's included in the hire, for example,
the PA and stage lighting, and staff to operate
them. Don't assume anything. Does the venue
have backline equipment for artists to use?
Specific desks and decks/turntables? A projector?
Ask for a venue tech spec, what is included in the
hire and any additional costs. Again, there might
be flexibility here, but get it in writing. Otherwise,
months later, when the event is actually
happening, things may have changed or been
forgotten about, and you might be asked for more
money. This is why email is best again: you have a
paper trail with a search function too.

It's good to check which outlet(s) the venue

uses for ticketing. Often, you can tap into their
previous event databases or get further coverage
by allocating some to them. Is it worth spreading
tickets across multiple vendors to gain more
visibility, especially for niche events that benefit
from specific listings, or is it better to manage

all this in one place? Make sure you agree on
who will be doing this, and if it's the venue, how
often they will provide sales updates (especially
if needed by agents or management). It's always
good to know their payment terms after the event
so you can get the sales income and distribute it
to those who need and want it asap.

I'm a firm believer that the venue-promoter
relationship should be symbiotic, more than the
sum of its parts, but this only rings true if you
play to each other's strengths. Promoters should
know their programming and be clear on the
pre-event communication with performers, often
called ‘advancing'. Be prepared to be steered

by the venue; they will have a good idea of the
times needed for setup, act changeover and
suitable start and end times for its audiences. This
is often based on years of observing audience
behaviour and receiving feedback. After a noise
consultation, Oporto moved its live curfew from
11pm to 10.30pm. This led to an increase in sales,
as people from further afield could take public
transport after the event and get home cheaply
and safely.

At Future Yard, we can finish events later on the
weekend due to later trains. We campaigned for a

night bus connecting us with Liverpool city centre,
which helps both customers and staff.

Hear the venue out before assuming details when
advancing events. It looks more professional if
you agree on the details with the venue before
informing the artists. Introduce the venue's
in-house technician to the artists or their
representatives in good time before the event,
usually two to four weeks before, to let them iron
out any potential issues.

We had a Canadian band called Brasstronaut play
at Oporto before some they played The Great
Escape (TGE). There were a lot of them on stage
with big instruments accustomed to playing bigger
venues, but we discussed this with them before.
They understood that it was a small stage and
similar to showcase events they'd done in Canada
and SXSW. We managed their expectations,

and the big brass players did their parts in the
audience, which made for a spectacle. The agent
fed back that it was the perfect warm-up for

TGE, as they had similar staging there. We got
repeat bookings from the trust, thanks to good
communication.

This collaboration extends to marketing as well.
The promoter should understand the artists’ and/
or event's demographics, but this should align
with what the venue can offer and what works
for its regular audience. Who is making artwork?
What essential info needs to go on it? Who's going
to distribute it and where? If this can split the
workload, it's going to reach more people with less
strain on both parties, much as a collaborative
post on Instagram currently gets more traction
with the Meta algorithm. It just takes a little clear
communication to coordinate these things.

Money is a factor in hiring/promoting. It's essential
to be transparent about money, especially with
costs and payment terms. This is the number one
thing that agitates any relationship between parties
in the industry. If there’s a cash flow issue, even if
it may take just a few days for payments to clear or
to draw down money from ticket sellers, let people
know. It can, unfortunately, be a bit hand-to-
mouth, especially for touring artists at a grassroots
level where we mainly operate, so if there's a quirk
with those terms, don't hide it and try to speed
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up payments to help with cash flow. For example,
Future Yard is a cashless organisation, so when we
are promoting our own events, ‘buyouts’ or ‘cash
settlements’ are difficult to arrange?. However, with
some prior arrangement, most people are happy
with a bank transfer on the day or within a few
days of the event.

Examples of what works and what doesn’t

The main thing to remember is that relationships
are built on trust and shared beliefs, so treat
everyone well, don't act like you're above anything
or anyone. Everyone in this industry is connected
to everyone else to some degree, so don't
badmouth anyone or gossip. I've had assistants,
street team kids and DJs who've gone on to be
influential players in all areas of music, and I've
seen people fall from grace when they've acted
poorly.

If you can't attend an event in person to ensure

it all goes smoothly, send a representative (often
referred to as a rep’)’ that you trust, or see if the
venue will provide someone to do this for you. It
will work out more cost-effectively as the person
in question is likely looking after things from the
venue side anyway (always the case at Oporto and
Future Yard), so for a bit more on the hire, they
can liaise with the artists or tour manager, sort
riders and ticket lists and settle up while they're
there. You also get someone familiar with the
venue and its quirks, and they won't need travel/
accommodation, as it's their normal place of work,
so it's almost always cheaper for you. If you are
trying to build a niche promoting brand with your
artists and audiences, getting your own reps or
repping yourself is better for making connections.

What venues can offer a promoter

Asking the venue to provide the rider may cost a
bit more than a crate from ‘Bargain Booze', but by
the time you've wasted an hour shopping for it and
lugging it in a car or taxi, the venue could probably
sort something nicer for a similar cost. Artists also
love local beers on riders, so they can help with
that. If there is in-house catering, there are usually

discounts for promoters and artists you can tap up.

Most venues offer cheaper hire deals for certain
groups, whether that's students in a major city

or town like Oporto does in Leeds, or residents
and charitable events like Future Yard does for its
immediate community in Merseyside. This helps
venues better represent those around them and
offers opportunities for people who want to try
promoting an idea or event early in their journey,
when money is the most significant sticking point.
I've found amazing people and artists by lowering
the barrier this way. There will always be deals for
longer-term hires, too, where trust is established
and the relationship can be a lighter touch, saving
time and resources for both parties.

If there's a way to build on the relationship, other
than sorting the money promptly and not being
difficult, I'd say do what you can to lift each other
up. Use social media and tagging to share each
other’s crowds, recommend other artists and
potential collaborators. It's nice to get to know the
music fan behind an email, even if you can't be
there in person. If you're able to get down to each
other’s events, give support where you can, as it
goes a long way to show that you're in it for the
right reasons.

IF ONLY | HAD
KNOWN

You have to get out there, make
yourself seen and heard and let
people know you want to be involved
in the scene to be recognised. Go to
conferences, festivals and events.
Stick around for the networking/
afterparty/packdown (where
allowed!). If you want to be on the
inside, go to events and hang out at
the end, talk to the crew, the merch
seller, the reps, and see where the
good opportunities are.

A great career is made by surrounding
yourself with great people, collecting
them as you go. I've met some of
my best mates and longest-serving
colleagues at the end of a night.
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& INCLUSION IN THE LIVE

EVENT INDUSTRY

Come Play With Me (CPWM) won the Music Week
Women In Music Diversity In the Workplace
award in November 2022 and offers a series of
inclusion workshops and training activities.

Some parts of the event industry demonstrate
incredible diversity on stage. There are lots of
excellent festivals around the country, and a flick
through your go-to international ticket agency’s
app will show plenty of artists represented from
different demographics. I'm sure we can all reel
off a female, black or LGBTQ+ headliner with an
arena event in the coming months. Sometimes
it's a little harder to identify a disabled,
neurodivergent or trans performer.

However, in the grassroots scene, the picture
isn't quite as rosy. Despite pockets of excellence
in some places, it's often easy to downplay the
importance of diversity and inclusion - along
with sustainable practices - when events are run
on a shoestring, and those who have survived a
gruelling industry are often hardened stalwarts
living hand-to-mouth themselves.

Over the past decade or so, there have been
some fantastic initiatives in music - many of
which are related to the work of PRS Foundation
or its Talent Development Network, Keychange,
Brighter Sound'’s ‘Both Sides Now’, Black Lives In
Music, The F List, She Said So, and an awareness
from brave punters and performers to call out
unrepresentative line-ups (we all remember
those festival posters with all the cis-white male
artists removed, showing only a handful of
performers left - usually at the bottom of the bill)
are making a difference.

At CPWM, we've been proudly supporting
people from marginalised demographics into
sustainable careers within music for almost a
decade now. This traditionally meant women
and LGBTQ+ people, but we've managed

several campaigns for multiple demographics
and always try to understand the additional
challenges faced by people at the intersections
of different identities. It can be hard in some
areas of music to be a woman, to be black, to be
LGBTQ+, to be Deaf/disabled or neurodivergent
- but imagine the additional barriers when you
identify as several of those things. Macro-political

Tony Ereira, Come Play With Me

changes and a lurch towards the Far Right and
populism around the world are starting to
threaten and undermine some of the positive
changes we've seen for these communities in
recent years.

As a queer-led organisation, CPWM's focus
centres on creating a more level playing field
for LGBTQ+ individuals in music. Our LGBTQ+
Musicians Insights report, published in 2024

in conjunction with Musicians Union/Help
Musicians, surveyed 5,867 musicians working in
the UK last year and found:

1,090 participant musicians (18.5%)
identified as LGBTQ+.

* 37% had experienced or witnessed
discrimination based on sexuality while
working as a musician.

+ 44% had witnessed or experienced sexual
harassment.

+ 24% of trans respondents have been sexually
harassed, while 41% have witnessed it.

+ 43% of LGBTQ+ musicians reported poor
mental well-being, and 30% poor physical well-
being.

+ Thereis a pay gap of around £4,610 less
earned p.a. for LGBTQ+ musicians versus non
LGBTQ+ musicians (that deficit is a shocking
£11,530 for trans musicians).

We know that these difficulties are consistent
across most music industry roles and, if funding
were available, we would like to conduct a similar
piece of research into everyone working across
the live and recorded industries at all levels in
the UK.

Across Europe, worrying regressions
have occurred in LGBTQ+ rights. As Katrin
Huguendubel of ILGA Europe notes: ‘A

44% OF RESPONDENTS TO
THE INSIGHTS REPORT HAD

WITNESSED OR EXPERIENCED

SEXUAL HARASSMENT.
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coordinated global backlash [is] aimed at
erasing LGBTI rights, cynically framed as the
defence of tradition or public stability, but in
reality designed to entrench discrimination and
suppress dissent.”

As the only organisation in UK music offering
LGBTQ+ inclusion training, we're constantly
trying to educate and inform to avoid erosion of
the progress made. We've provided our inclusion
and advocacy training to organisations large and
small, including Help Musicians, LIVE Group, AlM,
Soundcloud, BIMM and a series of grassroots
music venues, with the support of Music Venue
Trust and Independent Venue Community.
We've also regularly supported national bodies
on policies and workplace inclusion for different
demographics.

Since 2020, we have run four rounds of our
groundbreaking Come Platform Me programme,
with backing from Arts Council England, PRS
Foundation, Youth Music and Leeds City

Council, during which we supported thirty-eight
aspiring/emerging promoters from marginalised
demographics in Leeds/West Yorkshire to curate,
book and promote their own events. We then
ran a similar programme for live and recorded
sound engineers regionally to add to the support
already offered to emerging artists.

The Come Platform Me events featured
exceptional programming - including some

in conjunction with Leeds' citywide Leeds

2023 celebrations - across multiple genres,
showcasing incredible, diverse talent on stage
and behind the scenes. Many of the promoters
on our programmes told us they hadn't
previously felt welcomed in the environments we
supported them to book events in - several have
now gone on to continue promoting freelance
work and/or join larger event companies.

Arguably, it is hard for anyone to gain
experience in event promotion - learning
how to book, budget, promote, sell tickets
and run a grassroots event that is fun, safe
and profitable is not for the faint-hearted.
Traditionally, most people learn by just doing
it and making mistakes, or by learning from
friends or promoters/venues with some spare

IN THE LIVE EVENT INDUSTRY

24% OF TRANS RESPONDENTS
SURVEYED HAVE BEEN

SEXUALLY HARASSED, WHILE

41% HAVE WITNESSED IT.

time. However, for folks from marginalised
demographics who don't see ‘people like me’
in those roles, opportunities for informal
shadowing and advice-sharing are harder to
come by.

We created a bunch of training courses, offered
people mentors, encouraged those around
them to be good allies and tried to create a

peer support group of folks to be there for each
other. We're immensely proud of the events this
(mainly young) group of diverse promoters put
on, the diversity of genres and activities, and how
some of them took risks with their programming
that they wouldn't ordinarily have been able to.
It all showed us that they felt supported, more
confident and more secure as they developed
their promoter careers.

It was a massive honour, after developing
our Come Platform Me offering, to be asked
in 2023 to support the PRS Foundation in the
development of their excellent Early Career
Promoter Fund.

Since 2017, CPWM has also run conferences

in Leeds/surrounding areas - and in London

- specifically targeted at offering support to
people from marginalised communities seeking
or successfully developing careers in music.
Starting as small underground events for sixty
to eighty people, the conferences (now called |
Know A Place and attracting up to 350 people),
supported by PRS Foundation, have become a
mainstay of the northern conference scene and
have included panels, workshops, showcasing
and activities specifically focusing on topics
communities tell us they need. These have
included imposter syndrome, solidarity, allyship
and practical topics such as how to build teams
and promote.
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ENCOURAGING DIVERSITY & INCLUSION

IN THE LIVE EVENT INDUSTRY

There is still work to do, however. We still hear
stories of some demographics not feeling
welcome in certain spaces/scenes - but things
are improving, and there is an awareness that
not every gig should be presumed to be for white
lads in a guitar band. Riders don't have to consist
of a crate of cheap beers, and mixing desk skills
aren't determined by gender. If neurodivergent
performers need a quiet breakout space,

they're not being divas; they may genuinely

need a calmer area to escape an otherwise
overstimulating environment.

My biggest takeaway has always been to

have empathy for everyone - performers,
promoters, venue staff, audiences, anyone who
may experience the world differently than you
because of who they are, the colour of their skin,
their gender identity or physical appearance.
Making yourself an ally and making them feel
welcome enriches the event industry for us all.

That allyship can take many forms: creating safe,
welcoming environments; understanding why
pronouns and inclusive language matter; ensuring
staff and audiences feel confident to constructively
challenge hate crimes or racist/misogynistic/
transphobic behaviour; or reviewing policies which
may inadvertently undermine inclusivity. There's
extensive research suggesting that, in most cases,
enabling people to be their authentic selves in the
workplace not only creates happier workplaces
but also more productive ones!

Checklist for encouraging diversity & inclusion

+ Before the event, consider the diversity of
your line-up. Make an effort to identify artists/
supports who are not just the ‘usual suspects’
(you may need to dig a little deeper).

+ Consider the diversity of staff working the
event - rep, sound engineer, photographer,
etc - as well as the artists.

* Is there an opportunity to offer shadowing to
someone from a marginalised demographic,
e.g., shadowing the sound engineer?

+ Consider the venue and social media
assets (images/language) - would they feel
welcoming to all?

+ Try to understand the demographics of your
performers and audience.

Could anyone likely to perform/attend/work
at an event feel uncomfortable/unwelcome?
Consider why.

Could any minor adjustments mitigate that?

Be open/available so that if anyone feels
uncomfortable, they know they can talk to you
without judgement.

If artists have provided a diversity rider with
specific adjustments (ie, quiet space for
neurodivergent performers), try to provide one.
At least acknowledge the request and explain

if requests can't be fulfilled. People understand
money is not limitless. Is there an alternative?

Check in with female, gender minority,
LGBTQ+, Black/brown, neurodivergent,
disabled, working-class friends. Do they feel
welcome at your events? If not, why not?

IF ONLY | HAD
KNOWN

When | first started out | wish | had
recognised the level of discrimination
in our industry. There is an excellent
diversity of artists, but for anyone
without disposable income or
support, or who comes from a

marginalised demographic, there is
still a lot of work to do to make them
feel welcome.
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BUIDING YOUR PROMOTER BRAND

Tom Baker, Eat Your Own Ears, London

When to start scaling up events

Eat Your Own Ears (EYOE) began in 2001, when

| started promoting nights at 93 Feet East in
Brick Lane, London, inspired by my university
dissertation on independent record labels. The
initial concept involved showcasing new signings
and established artists from independent labels
such as Rough Trade, Domino Records, Mute,
Warp, Rephlex and many more. EYOE gradually
built a reputation and expanded into promoting
the artists’ standalone events from those labels.

When | first started, | did everything. | was
present at every event, | bought the catering
riders, welcomed the artists into the venue,
helped load in their gear, handled all the booking
and ticketing, and organised the promotion

for future EYOE events. A friend of mine once
said, Tom Baker of Eat Your Own Ears is just
one man and his Blackberry! (Blackberry is a
pre-smartphone device.) The one thing | always
made sure of right from the start was to employ
door staff to handle anything ticket-related, as
the whole point of me putting on gigs was to see
the artists | loved play live, so | didn't want to
miss the event by being stuck on the door.

Over the years, as EYOE put on more events, it
became difficult to balance the level of office
admin with looking after the event on the day,
so | started working with freelance staff who
assisted with advancing the event and repping
on the night. With multiple events in a week or
sometimes in a day, | could watch the gigs and
network with artists and other music industry
people at the same time. Networking is key to
stepping up with your promotions company; it's
who you know and how you keep in touch.

| learnt as | went along and was fully involved in
the whole process of promoting an event, from
booking the venue and artists to handing out
flyers for future events at the end of the night.
| passed on this knowledge to those who work
alongside me at EYOE, which allows me to look
at the bigger picture. Working with freelancers
initially gave me flexibility with overheads until
| reached the point where | needed a full-time
member of staff. It's a bit of a balance between
ensuring you have enough events to cover the

cost of the staff member and needing an extra
staff member to take on that many events.

Right from the start, we had a freelance designer
who helped shape EYOFE's visual identity and has
worked with us for many years now. EYOE has
also always had an accountant to handle tax and
VAT returns, as that's important to get right and
to stay on top of, especially when running a small
independent company and risking your own
money with nothing to fall back on. I've always
been cautious about balancing cash flow and
making sure everyone gets paid; otherwise, it's
your reputation and business at stake!

Over the years, EYOE has used various freelance
companies to handle some marketing elements
(booking ads in magazines and on Facebook
and Instagram), and these have been on small
retainers. However, all the creative content

and ideas have always come from me and my
in-house team. After the pandemic, we had

to streamline everything, and we now book
everything ourselves.

Sadly, in our experience, flyering and print ads
seem to have become much less effective since
the pandemic, so we've cut back on them and
focused our time and budgets on online work
and on creating targeted, engaging content.
We're able to do this because EYOE has built

a strong online presence over time, with a
good number of followers on social media and
subscribers on our mailing list.

EYOE mainly operates in London, but we do
sometimes promote events in Manchester,
Bristol and Brighton. We often work alongside a
local promoter or venue in cities, as we feel it is
better to have someone on the ground who truly
understands the market and audience. Over the
years, we have gained a better understanding

of those cities, but it is still sometimes better to
work with a local promoter.

Financial viability

Making an event financially viable is generally
based on the number of events you promote
in a year. It's not always the biggest events that
are the most profitable. Obviously, more tickets
can be sold - and often at a higher price - but
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sometimes the costs and risks involved with
bigger events can outweigh actual profitability,
so it's about doing more and more over the year.
Promoting a higher number of events also helps
to spread the risk, so if one event doesn't quite
work out and loses money, chances are there's
an event the following week that will make a
profit, so it can even out more easily across the
year. It's so important to get the venue and ticket
price right, and to carefully manage a budget
and strategically market an event to sell as many
tickets as possible without overspending.

It's important always to try to sell out events to
maintain and build demand for the next one,
whereas jumping into a bigger venue too quickly
can often be unsuccessful, and that's where you
can lose a lot of money and atmosphere.

It's also much harder if you don't sell out to know
where you stand in terms of demand for the
next event, what capacity to go for, or how long
to leave between events. Suppose you're unsure
whether an artist will sell a lot more tickets at the
next event. In that case, it is better to choose a
more unusual venue, such as a church, or to host
a series of events in smaller venues, making it
more of an intimate occasion for the fans rather
than pushing for a bigger venue.

Promoting events is a risky business, and agents
will sometimes try to push up fees to get the best
deal for their artist. You often need to trust your
gut - sometimes you know an artist has really got
something and it's worth taking the risk to keep
building them up, other times you know it's a
stretch too far and it's better to bow out than be
forced into an offer you're not comfortable with.

How to run co-productions and collaborations

We co-promote with most of the other
promoters active in London, from other indies
like Bad Vibrations, Communion ONE and SJM to
the majors like Live Nation and AEG. The usual
approach is to share the work by splitting it;
one promoter deals with marketing, the other
with ticketing and production of the event, or
sometimes a promoter will do all of that for
the first event and then reverse the role for
the second event, and swap back and forth so
it's shared out. Ensure you are clear from the

start on who does what job, whether they check

aspects with you (designs/production decisions),
who gets paid what, etc. It's essential to pass any
extra expenses or big decisions by each other.

There are often different reasons you may co-
promote with another promoter; perhaps the
manager wanted two specific promoters to work
together to bring different things to the way

an event is promoted, such as other identities,
databases or marketing approaches. Especially
when you're starting, a manager or agent might
want a larger promoter on board to make

the step up, so co-promoting is a good way to
keep hold of an artist when you're just starting
and growing. We enjoy working with different
promoters as it's a good way to learn new things
and see other ways of doing things. It also
spreads the risk and gives you a wider database
and more social platforms to market the events.

The value in staying independent

So many promoters are now part of bigger
organisations or under the umbrella of a larger
promoter, so we are mindful of that, and
obviously, there are pros and cons to being
part of a much bigger company versus staying
independent.

The music industry as a whole feels as if it is
becoming smaller, with all parts somewhat
swallowed up by major promoters, agencies and
labels. It can be hard to compete when offers are
made on a global scale or large investment deals
are presented to artists who may require the
money and investment to help fund their tour

or recording costs. With so many costs going up,
and artists having to pay for visas, extra staffing
and crew costs, as well as more expensive travel
and accommodation, it's understandable that
managers and the bigger artists will be looking
to do global deals or secure a level of investment
from a promoter.

| do think it is still crucial that independent
promoters exist, especially those who really
work hard to nurture and grow artists - we are
important to the ecosystem! It is vital, then,
that the promoters, agents and managers who
work independently have the opportunity to
continue working with the artists they have
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researched and developed, and to continue
building and growing them into bigger venues.
There are no ongoing contracts between the
agent and the promoters, so you do have to
work on mutual respect and loyalty, which makes
it so essential to build strong relationships with
agents and managers, and be able to offer artists
something different to the majors, be that a
strong brand, or more individualised marketing
plans and social strategies, or more unusual
venues.

| also think that because independent promoters
take financial risks and are self-employed, they
are more heavily invested in an artist's career
and helping to build it. We always make a point
of promoting our artists even when we don't
have an event on sale. If they release a new
track, we'll include it in our mailer. It's about
supporting the artist and their career in between
the events, as well as when you're actively trying
to sell tickets, and artists really appreciate that
extra support.

Checklist for stepping up

+ Ask someone to manage the door/rep the gig
so you can enjoy the band, network and feel
the vibe of the gig so you know whether to
book them in the future.

+ Do all the admin and organisation yourself
when first starting your events company, but
if you want to step up, consider passing on
your experience and knowledge to staff or
freelancers.

+ From the start, have an accountant or
bookkeeper (to ensure that there are no issues
with the finances and figures) and a designer
to create your strong brand image.

+ Build a strong online presence over time, with
a good number of followers on social media
and subscribers on a mailing list.

+ If you work in another city, work with a local
promoter. They have all the essential local
knowledge, and you can learn from them.

* It's so important to get the venue and
ticket price right, and to carefully manage
a budget and strategically market an event
to sell as many tickets as possible without
overspending.

+ Making it financially viable is generally about
the number of events you hold each year.
Promoting a higher number of events also
helps to spread the risk, so if one event
doesn't quite work out and loses money,
chances are there’s an event the following
week that will make you a profit.

IF ONLY | HAD
KNOWN

| learnt the importance of building
relationships and trust with agents
and managers throughout my career.
And from this, EYOE could safely and
successfully deliver sold-out events
and develop and work with artists
to help them increase their success.
There were a fair number of artists |
worked with when EYOE started that
have since become somewhat huge
household names, selling hundreds
of thousands of tickets. As one man
and his Blackberry, it was hard to
compete with the bigger promoters
at the time, which meant | would lose
acts as they grew. In my early days
as a promoter, if I'd understood the
benefits of co-promotions, | think |
might have been able to keep a few
more of those acts and gained some
insight into how bigger events work.
It was all alearning curve. At the same
time as building EYOE, | began Field
Day, which started as a one-day, eight-
stage festival in Victoria Park, London,
and grew to a two-day event for forty
to fifty thousand people, so | split my
energy and time between Field Day
and the everyday promotions of EYOE.
EYOE isn't involved in Field Day now -
we sold it in 2018 - but EYOE and Field
Day worked closely together and, in
many ways, helped each other grow
to where they are now.
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YOUR ULTIMATE

PROMOTER CHECKLIST

1]

[]

Accessibility of your event

Ensure the venue is accessible to everyone.

Consider calm spaces for neurodivergent
audiences, artists and staff where possible.

Administration

Create templated systems and paperwork
to save time.

Consider if you need a risk assessment.
Venues will typically provide this.

Booking

Know your local scene and develop your
niche for touring artists.

Equipment

Verify that you have everything you need
for tech and catering riders, box office (card
readers) and stage (towels).

Finances

Have a business bank account with an
overdraft option.

Keep an eye on cash flow to ensure you can
cover any upfront costs.

Take out employers'/public liability
insurance up to five million pounds
(industry standard).

Agree on a deal with a ticketing company
that can reach your market and offer
financial remuneration.®

Predict budgets, income and outgoings for
individual events.

Forecast over all income and outgoings for a
few months.

1]

Funding and sponsorship:

Look into funding organisations such as Arts
Council England, PRS Foundation, Creative
Scotland, Arts Council of Wales and Arts
Council of Northern Ireland.

Consider a ticketing deal.

Apply for private funding or organisations
offering sponsorship with free print or
drinks for riders, etc.

Know your industry

Read the trade press, attend workshops and
conferences, and join your trade body for
promoters, AlP!

Marketing
Use social media (with a Meta account
for ads), website, flyers and posters.

Staffing

Ensure you have help with box office,
repping, marketing, ticketing and
production. Look for people with skills you
don't have.

Support and well-being

Build networks/reputation - attend industry
events, festivals and your own events.

Mentors - find someone to support you
with advice and guidance.

Mental health

Look after yourself, eat well, sleep well, get
some exercise and nurture friendships.

Venue

Align yourself with venues that reflect the
bookings and audience.
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CONTRIBUTORS

Jamell Ackford has been working in the live
music and arts world for around fifteen years,
joining Trinity Centre in 2010 as an events
assistant.

Simon Baker runs Green Mind, a Cambridge-
based promotions company. Simon has
promoted in East Anglia for twenty-four
years, putting on artists such as The 1975,
Dinosaur Jr., Mac DeMarco, Black Country,
New Road, The Unthanks, Hot 8 Brass Band,
Michael Kiwanuka and more.

Tom Baker started Eat Your Own Ears in
2001. The initial concept involved showcasing
new signings and established artists from
independent labels such as Rough Trade,
Domino Records, Mute, Warp, Rephlex and
many more.

Harkirit Boparai has been promoting events

in York, Leeds and occasionally across wider
Yorkshire for around ten years, mostly in
niche leftfield genres like jazz, afrobeat, psych,
disco and techno under the brand Ouroboros.

Niamh Bramley is a promoter based in York
and a grantee of the Early Career Promoter
Fund, who mainly promotes gigs in York and
Leeds, with a particular focus on folk and
Americana.

Rich Cheetham is Head of Production at
Communion ONE. Before the merger with
Communion Presents, Rich worked for FKP
Scorpio UK as Head of Production.

Ade Dovey is the Programming and Business
Development Manager at Ghostwriter
Consultancy & Events Ltd, which collectively
operates several venues in the UK, including
Bristol, Liverpool, Glasgow, Brighton, Leeds
and more.

Tony Ereira is the founder of Come Play
With Me, an award-winning non-profit

that supports people from marginalised
communities into sustainable careers within
music. He is also co-lead of West Yorkshire
Music Network, Director of Clue Records

Ltd and the only UK-based member of the
European independent cultural network,
Reset!

Rob Gibbs runs Progressive Artists, a
boutique live agency booking hundreds of
events worldwide and representing cool,
forward-thinking and interesting artists
such as BC Camplight, Lanterns on the Lake,
Jeffrey Lewis, Flamingods, Kathryn Joseph
and Girl Ray.

Dominique Gibson is the Training Manager at
Attitude is Everything, a charity that connects
disabled people with live events, and leads
their national training programme.

Polly Miles has been running Acid Box for
over thirteen years - mainly psych with other
niche genres in Brighton.

Anna Moulson is the boss lady of Melting
Vinyl, promoting over fifty gigs a year, in
Brighton & Kent, ranging from small, intimate
shows to larger mid-table events. She also
lectures on the event management course at
BIMM in Brighton, and she works alongside
the board members of the Association of
Independent Promoters (AIP) to support its
150+ members..

Paul Richards started Scared To Dance in 2009
as a club night. A few years later, it expanded
into live gig promotion and, more recently,
film nights in partnership with Picturehouse
Cinemas and a podcast.

Nick Simcock is a live music professional
based in the North of England, heading

the booking and delivery teams at Oporto,
a 125-capacity bar and venue in Leeds,

and Future Yard CIC, a community music
venue and independent training provider in
Merseyside.
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FOOTNOTES

1 Arider refers to the catering and technical needs of the artists. Page 6

2 ‘Buyouts' refers to the per-head payment to artists for a meal, and ‘cash settlements’ are the final
cash payments made to the artists. Page 57

3 The 'rep’is the liaison between the venue and the touring party, representing the promotions
company on the day of the event. Page 57

4 'Rainbow map’ (2024), 20 February. Available at: https://rainbowmap.ilga-europe.org/ (Accessed:
November 6, 2025). Page 58

5 Arisk assessment is a document of a series of health and safety considerations and preventative
measures to avoid a hazard turning into a risk at an event. Page 64

6 Aticketing deal allows you to align for a period with a ticketing company that fits the genre of music
you are promoting and that your customers also use. This exchange benefits the ticketing company
as they usually offer you in return a signing fee (a percentage of the booking fee levied to the ticket
buyer) or a marketing opportunity (highlighting your events through their e-bulletins and social media
from time to time) to advertise them on your publicity (website/graphics and print) and ensure up to
50% of your ticket allocation for events are sold through them. Page 64
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