For the Creative Music Management project, I elected to partner with Desiree Banugo and Jonathan Farmer to work with Chloe Rona. Chloe’s talent is evident and we have been delighted to watch her development and elevating confidence as an artist, performer, and individual over the past five months that we have worked with her. Our selection recognised Chloe’s compelling creative vision and brand identity, as well as her work ethic and determined attitude. In my five years of working directly with artists in label and management capacities, I have seldom encountered an artist as driven, and I believe that Chloe has a chance to break through in a crowded marketplace and succeed.

Visionary artist development does not happen overnight, and requires years of strategic positioning, brand-building and consistency. As a result, rather than adopting a short-term focus we have approached this project with a long-term perspective, seeking to construct the infrastructure and strategy necessary for Chloe’s career development ahead of the single release.

As part of our work with Chloe, we met with her face-to-face typically once a week and communicated daily via messaging apps. Our initial meetings sought to address in-depth and formalise strategies for key focus areas such as releasing music and branding. We advised Chloe to commit to consistently releasing singles every few months to expand her repertoire and garner momentum, while encouraging her to view visual content as an extension of her music and brand and as an equally important medium for storytelling and creative expression.

Chloe presented us with a selection of demos in January, from which “High” stood out due to its addictive chorus and strength in a live setting, which we witnessed during a showcase in December. One of the issues we faced we finding a producer to actualise Chloe’s creative vision, and we encouraged Chloe to experiment with sessions working with numerous producers to see if she could discover a good fit. Eventually, Chloe elected to work with Joe Bailey, who demonstrated his dynamic sound and shaped the song away from its acoustic roots towards a fresh electro-pop sound. Unfortunately however, numerous edits of the mixes that Joe has delivered have been required and subject to extended waiting periods, delaying our planned project for almost two months. 

Production delays are an unwanted yet unavoidable occurrence in the entertainment industry, but rushing the completion of a creative work and compromising on quality is short-sighted. The importance of a more expeditious process for future recordings is however clear, and finding a go-to producer will remain a key priority for Chloe. Accordingly, Chloe is working to assemble her wider team of key creative collaborators, with a videographer who has filmed a video for “High” and live musicians now in place. We have also assisted Chloe with her successful application to AWAL, the leading invite-only distribution and artist services platform owned by Kobalt which we believe is the best home for empowered independent artists.

As part of preparations for the single release, we discussed social media strategy in-depth with Chloe, looking to enhance engagement and increased follower counts while drawing attention to Chloe’s music and driving activity on streaming platforms. We further intend to utilise social platforms with our advertising budget to push listeners toward streaming platforms and encourage them to follow and save Chloe’s music. Furthermore, we intend to contact playlist curators on streaming platforms and encourage them to playlist Chloe’s music. Likewise, in lieu of being able to afford an extensive PR campaign, we will be selective and identify key influencers to target, who either have familiarity with Chloe or with her genre and style.

While the release of “High” has been delayed, I believe that it has been a valuable developmental period for Chloe that has positioned her to capitalise on her potential. Given the limited budget that will only enable a restricted campaign, expectations for the commercial performance of “High” should be tempered. We do expect however to gain some momentum on streaming platforms and Instagram, which Chloe intends sustain by releasing a single less than 10 weeks later, while simultaneously working to expand her live performance portfolio. 



----------------------------------------------------------------------------------------------------------------

After leaving EMI in October 2007, in lieu of pursuing a label deal, Radiohead opted to self-release their new album In Rainbows as a pay-what-you-want digital download on their website (Gibson, 2007). While the notion of an artist doing so is entirely unremarkable ten years after the fact, the move was met by industry with shock and awe at the time and acted as a fateful precursor to the further disruptive digital music models. 
The new digital world has presented unique opportunities and challenges in equal measure for multiple stakeholders. First and foremost, music creation has been democratised by the rise of digital recording technologies and apps, where previously artists were reliant on recording studios and producers; a considerable expense for artists without label funding. Today, many of the most resourceful artists only require a MacBook with recording software and can create anywhere, as humorously demonstrated by a hip-hop artist who recorded an entire album inside an Apple Store over a period of four months (Beaumont-Thomas, 2015). Digital Audio Workstations (DAWs) such as Pro Tools and Ableton contain plug-ins, virtual instruments, and samples enabling artists to access a diverse array of sounds, while start-ups such as Landr offer mastering for under $10 by devising AI technologies. 
No part of the music business has faced more disruption and democratisation than distribution. Once tightly guarded and riddled with production and shipping expenses, the domino effects of file-sharing led to the unbundling of the album with the iTunes Store in 2003, and eventually to modern streaming platforms where 99% of all recorded music ever made is accessible on-demand for consumers. The rise of platforms such as Soundcloud and digital distributors such as Tunecore provided independent artists with a simple and affordable route to market, shattering yet another of the old music industry’s barriers to entry. As streaming platforms such as Spotify and Apple Music have grown and scaled to 176m subscribers worldwide (IFPI, 2018), there are signs of a long tail of digital music emerging, as independent artist revenues totalled $472m in 2017 (MIDiA, 2018). 
Curiously, Spotify acquired fellow Swedish start-up Soundtrap - an online recording studio that enables creators to collaborate remotely in real-time - in late 2017 for a reported figure in excess of $30m (Turula, 2017); suggesting that music creation and distribution could be set to become even simpler. 
The accompanying emergence of the label services model, which enables artists to access individually tailored services traditionally provided by labels, has further empowered artists by providing a genuinely viable alternative route to market while allowing artists to retain copyright ownership. The model has been embraced across the industry, even by all three major labels who operate sizable imprints tasked with servicing the independent label community; 20.2% of independent label revenue in 2016 was distributed through major label pockets (Worldwide Independent Network, 2016).

Amid the optimism, it is important to note that the internet has not made every facet of artist development easier. Marketing is significantly more complex and difficult, owing to a decentralised media landscape. In the music industry of yesterday, a successful marketing campaign was predicated on attaining MTV video playlisting, TV appearances on now-defunct shows such as Top Of The Tops, and features in influential magazines such as NME or Rolling Stone. Today, there are tens of thousands of outlets but their influence is diminished, with few able to single-handedly elevate an artist’s career. Furthermore, artists’ organic reach on social media platforms is incredibly low, rendering them largely ineffective for consistent communication at scale with fans.

Indie-rock band Arcade Fire’s 2017 album Infinite Content alluded to a further challenge facing artists in the digital age - the glut of content online and the subsequent effects on consumer behaviour, which has seen shortened attention spans and expectations of instant gratification. Last year, 150,000 albums were released (Shah, 2018), with Spotify adding 20,000 new songs per day to its service (Collum, 2018). Competition on the internet spans far beyond competing with other artists in a transactional economy; today each song completes in an attention economy full of other entertainment options for consumers’ time and engagement.  

The proliferation of playlisting on streaming platforms and increased lean-back listening is causing an additional issue for artists; anonymity and identity loss among the noise. Where consumers previously were forced to purchase a CD or digital download and would therefore know the name and identity of an artist, a large amount of music consumption today on streaming platforms leaves an artist anonymised, blending into genre or mood playlists with consumers unaware of who the artist is. While listeners may be consuming one particular song, there is no engagement, fan relationship or monetisation beyond this action. As streaming continues to reach more casual mainstream consumers and the burgeoning smart speaker market creates a new consumption medium optimised for lean-back listening, this problem will only be exacerbated further.  

Ultimately, success in the digital age is dependent on sustained engagement, with top-heavy album cycles morphing into prolonged consistent content cycles, eschewing short-term focus for a long-term always-on approach to marketing and fan engagement. Questions have been asked about the future of the album itself; is it practical to release large bodies of work in an industry dominated by singles and playlists, and with consumer attention spans at an all-time low? In 2016, reports emerged (Meadow, 2016) that heavily-streamed dance star Calvin Harris would no longer be releasing albums, stating that “albums are time-consuming and limit artists to cycles rather than having a persistent presence in the charts”. Ultimately, optimal strategies vary by artist, and recent commercially prosperous albums with running times exceeding an hour from streaming superstars Drake and The Weeknd have benefited from giving listeners more to stream (Leight, 2018), while also producing global hit singles and culturally resonating music videos. 
[bookmark: _GoBack]In any case, sustained visibility in the streaming age, particularly for new artists or artists that appeal to younger audiences, requires consistently releasing music. Perhaps the best example of an artist that has capitalised on the distribution and attention paradigms of the new digital ecosystem is American rapper Russ, who built a sizable and devoted online following as an independent artist by releasing one single per week on Soundcloud for two years and closely engaging with his audience. The artist taught himself how to write, record and produce music in his home; eradicating the financial dependence on labels for funding that artists traditionally had to contend with. After releasing 87 singles over the course of two years with hundreds of millions of plays (Havens, 2016), the rapper signed a partnership with Columbia Records, eschewing a traditional deal in favour of a 50/50 profit sharing agreement and retained master ownership; an unthinkable scenario in the industry of yesteryear. 

For artists that exercise resourcefulness and are able to consistently produce compelling music and visual content while engaging with listeners via dominant media platforms, the prospects and opportunities of today’s digital ecosystem are brighter – and more scalable - than ever.
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