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Justin Stubbs is the Georgia-based
vocalist/guitarist of Father Befouled,
Encoffination, Infestment, Occulsed,
Unborn Salivate, Stench of Evil,
Vomitchapel and bunch more.
He’s also a graphic design wiz with
a serious knack for grimy old-school
cut-and-paste flyers and layouts,
which he does a lot of through his
design company, Restless Nerve.

restlessnerve.com
fatherbefouled.bandcamp.com
encoffination.bandcamp.com
infestment.bandcamp.com

Free print
s
subscription ns.
ia
for US music
line at
Subscribe on
.com
WorkhorseMag
(or just email

us)

Workhorse Magazine
www.workhorsemag.com
info@workhorsemag.com
sales@harvesterpublishing.com
Published quarterly by
Harvester Publishing LLC
PO Box 322, Hutto TX 78634
Contributors: Sebastian Gregory,
Suzy Bravo, Chris Wozniak

Bits and pieces
Remember Victory Records, the Chicago
punk/hardcore label? They were bought
just over a year ago by Concord for
around $30 million (Billboard). Concord
got everything in the deal, including
the Victory name, logo, and publishing
company. At the time, founder/CEO Tony
Brummel said the Victory team would
stay intact and carry on. Pretty good deal.
Shortly before this issue went to press,
Mitch Harris (Napalm Death, Defecation)
came out of the woodwork with a new
album from his new two-piece grind
band, Brave the Cold (Dirk Verbeuren is
on drums). The album was released on
Mission Two Entertainment, which is
where the story gets interesting.

Turns out, Mission Two is Brummel’s new
label. According to the website: “Same
job, different name, bigger mission,”
promises CEO/founder Tony Brummel.
“I started Victory Records in 1989 with
$800.00. I made a different deal and I
have not submitted like so many other
‘ independents.’ I kept the entire staff.
Let’s go!” There’s also a publishing house
for songwriters and a merch service.
Best part is that they’re “aggressively
looking for great artists of all genres”
and taking demo submissions on their
website. So far, they’ve announced
albums for Cro-Mags, Insight,
Don’t Sleep, Dead Girls Academy and
Brave the Cold, and signed a number of
songwriters to publishing deals.

⬅ Mission Two is looking for talent.
www.missiontwoentertainment.com

S I G N I N G S : Cruz del Sur (Italy) signs White Magician (classic metal, Detroit) • Gates of Hell Records (Italy) signs Blazon Rite
(trad, Philadelphia) • Metal Assault Records signs Warwind (black metal, LA), and Sea Sleeper (prog death, Portland, OR)
Metal Blade signs Pangea (prog metal, Wisconsin) • Metal On Metal Records signs Ignitor (El Paso, TX) • Napalm Records
(Germany) signs Andrew WK (party, your house) • Petrichor (Netherlands / Hammerheart Recs imprint) signs Bloodletter
(thrash, Chicago) — If your band gets signed, or your label signs someone, let us know at news@workhorsemag.com

Backline is a non-profit that helps
musicians and music-industry workers
find mental healthcare that understands
the industry. Shortly after the COVID
pandemic hit, Backline began offering
online support group sessions, moderated by licensed therapists with diverse
backgrounds to “provide a safe place
for people to come together and talk
about what it means to work in the music
industry in today’s global climate.”
This fall, they’re expanding their
schedule to include groups for industry,
womxn and family. “The music community is facing unique challenges brought
about by COVID-19’s shuttering of events,”
explains Joshua Knight, Paradigm Agent
and Chairman of the Backline Board.
“Individuals aren’t just facing financial
insecurity and loss of of work, but

peripheral challenges associated with
loss of livelihood, depression, anxiety,
relationship challenges, creative blocks,
and more.”
The Green Room
(for industry professionals)
Tuesdays @ 4:45 PM EST
ZOOM ID 845 0292 5714
Womxn in the Music Industry
Wednesdays @ 7 PM EST
ZOOM ID 854 0001 5092
Sound Support
(for music industry families)
Thursdays @ 4 PM EST
ZOOM ID 875 4062 5111
Find out more at www.backline.care

Found at the South Austin Music Rooms. Anonymous.
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Ben Rohmsdahl

Denver-based producer & engineer, owner of
Juggernaut Audio and Destruent Records.
INTERVIEW BY JASON MUXLOW

The new album from Denver’s Of Feather and Bone is pummeling stuff and
sounds terrific, thanks in part to tracking done by Ben Rohmsdahl at his
new space, Juggernaut Audio. Ben’s credits go back to his time on guitar
in Denver’s Clinging to the Trees of a Forest Fire, who put out an LP and
EP on Prosthetic Records before splitting up and spawning current
Relapse artists Primitive Man. Since leaving CTTTOAFF, Rohmsdahl
has worked front of house (FOH), managed tours, and focused on
tracking, mixing and mastering. On top of all that, he’s also started
a label, the newly formed Destruent Records.

Where was CTTTOAFF at career-wise
when you signed with Prosthetic?
Probably around year five. We previously
released an EP ourselves and an LP
on Debello, did a few DIY tours. Ethan
McCarthy and I have been friends and
played in bands since high school, and
CTTTOAFF was the natural evolution of
that. We just found a good bassist and a
good drummer along the way. Our first
tours were booked with phone calls and
digging around MySpace for places to
play. I don’t know how we found shows,
but there were actually some good ones.
Do you remember how that deal with
Prosthetic came about?
Not exactly, but I do remember signing
the contract in a green room at SXSW
after we played one of our worst sets
ever, driving straight from Denver to get
there.
When did you leave CTTTOAFF?
I don’t remember the year, but it was
after our Prosthetic release [2010/11].

Two of Ben’s recent recordings,
Of Feather and Bone’s Sulphuric
Disintegration (Profound Lore, 2020),
and Primitive Man’s Immersion
(Relapse Records, 2020). Both tracked
by Ben at Juggernaut Audio, then
mixed and mastered by Arthur Rizk.

When did you start doing FOH gigs?
Around 2011. I graduated from audio
school in the middle of the recession
in 2009, so I had no gigs for years. I did
some studio stuff aside from day jobs,
but that was it. Once I got a few gigs
around town, it was a rude awakening

Juggernaut Audio’s live room

because live sound is vastly different
than the studio. It felt like starting over
and took a long time to adjust.
Was most of your FOH work local or on
the road?
For a long time it was all local, but Dave
Sanchez (Havok) and I did a few sound
gigs together and he invited me to go on
the road. He helped me out a lot. I did
sound for Revocation, Gorguts, Otep and
Lisa Loeb as well.
Is touring as FOH with a band any
different than touring as a musician?
Different headspace, easier/harder, or
just another day?
FOH is so fucking difficult. It is, by far, the
hardest job I have ever done. As a musician, if you flub a note, people hardly
notice. But if your show sounds bad, it’s
on you, even if it’s not your fault. Bad
room, PA, tones, feedback... The crowd
just looks at you. I found myself frozen
behind the soundboard at times because
it sounded so bad. So many things are
the sound engineer’s responsibility, but
a musician just has one job (albeit a
difficult one). Maybe some guys don’t
care as much, but I am a perfectionist. I
would lose sleep on tour because I was
thinking about so much stuff, especially
as a tour manager.

What’d you learn as tour manager?
Tour management is especially difficult
and it takes the right kind of person to
deal with it. People who are very good
with logistics and can handle stress
make good TM’s. Every show has to be
advanced (load-in, production specs,
interviews, catering, VIP, etc) before you
leave home. You also have to know how
to get to the next show, and book hotels
and transportation if necessary. What’s
more, you are responsible for counting
and keeping track of the money after
every show (and sometimes merch).
Europe is especially difficult because
of all of the different travel (trains,
planes, auto), baggage/check in fees,
bus drivers, bad/expensive cell service
(unless you have T-Mobile), currency
exchange...the list goes on. The TM/FOH
gets paid well (or should) because it is
extremely difficult to do both.
Was owning a studio already the plan
when you parted with CTTTOAFF?
It was definitely a dream that I wanted to
pursue. I wasn’t happy working a shit job.
What did you learn in all the years
playing in bands that you’ve brought
to producing?
Not to microscope as much. When you’re
young, your world is smaller, so you tend
get hung up on the little things. I try to

stick to the mantra that something either
works, or it doesn’t. The audience doesn’t
care about your music theory lesson, or
your ego-driven part, they just want to
bang their heads. Be a part of the band,
save the rest for your solo album.
Now that you’re on the other side
of the glass, what do you wish you’d
known when you were being recorded?
Practice! Practice! Practice!
What do you wish more bands
understood about producing?
You don’t have to fit into the producer’s
mold. At the same time, your tone might
be garbage; listen to the producer.
How was it working with your
old bandmate when you did the
Primitive Man album?
It was wonderful to reconnect. I also
made new friends with Jon and Joe.
That mix is suffocating, but super clear.
They are a pro band with pro gear, I just
tried to capture it and keep everything
in tune. I didn’t touch any of their amps
and didn’t do much producing. That’s an
oversimplification... I have experience,
good gear, and a decent room. Also,
Arthur Rizk, who did the mix/master,
is a killer engineer.
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What venues are important to you
guys? How are they doing with COVID?
Every venue in Denver is important, from
7th Circle to Hi-Dive to the Oriental to
Red Rocks. We have some of the best
rooms in the world. The independents
are throwing socially-distanced shows,
but corporate rooms and DIY places are
pretty much shut down as far as I know.
They are all hurting, plus everyone is
bored, cause shows are a thing here.

Ghosts of Glaciers, The Greatest Burden
(2019, Translation Loss Records) – Tracked
and mixed by Ben Rohmsdahl.

Call of the Void, As It Ends — Ben ran FOH,
tracked, mixed, and mastered the band’s
final show.

What I’ve heard of the new Of Feather
and Bone sounds really ferocious. How
did you record them?
The OFAB session was great and we had
a good time, but there really wasn’t a lot
to it. They had everything ready by the
time they came in. All I did was mic it up,
keep it in tune, and drive the session.
The songs are extremely dense with riffs,
so we grinded for sure, but OFAB brought
the magic. I hardly did any producing.
They are pros.

hopefully. Our first release, Shepherd’s
First Hand is out in November (for fans of
Torche, Deftones, Mastodon).

Do you remember what amps either of
those bands were using?
OFAB guitar was a Mockingbird through
a 5150 and Marshall cabs. Bass was a
Mockingbird through an Orange solid
state and an Atlas 8x10. Primitive Man
guitar was a Dunable through two full
stacks and four different heads. I don’t
remember all of it, but definitely some
Orange cabs. We used different heads for
the right and left guitars. I was skeptical
of the idea at first, but it works really
well. The bass was a Dunable through
an Orange tube head and another that
I forget, Atlas 8x10 and a 2x15.

Why start a label right now? You’re
the second studio owner I know who’s
starting one.
I really like working with heavier music,
and I form a really deep connection with
the music I record. I see it as a waste to
record something that the label and/
band does nothing with (which happens
with smaller bands). It really bums me
out, regardless of money.
What’s going on in Denver? Seems like
the scene there has really grown in the
last few years.
Denver has always had a healthy music
scene: lots of venues, good promoters,
and places to practice. You are seeing
the culmination of people growing up
in, and developing, the scene. Yes, there
are transplants, but a lot of the musicians grew up here, or have been here a
long time.

Why all the discordant grind and sludge
bands? Was there a punk/crust scene
back in the day, or a band that kicked
that off? Cephalic Carnage seems likely.
Still a healthy punk scene here for sure,
I think more Catheter than Cephalic
Carnage, though. Cephalic is bigger,
no doubt, but more avante-garde than
anything. Both bands definitely influenced CTTTOAFF. The DIY kids here love
discordance and sludge and musicians
want to see a pit. Personally, early
Deathspell Omega is one of my favorite
bands. I like to make the frowny face.
Odd question, but should touring bands
coming to Denver give themselves a
day to settle into the elevation, or is
it not that big of a deal? Seems like a
singer might have a rough time of it.
Depends on your fitness level. Bigger
bands will rent oxygen tanks, but we are
on such a little island, no one has time
to stay. It’s at least an 8 hour drive to
the next city. Maybe don’t run around
as much? 

juggernautaudio.net
destruentrecords.bandcamp.com
ctttoaff.bandcamp.com

What can you tell us about your label?
The goal of Destruent Records is to
develop and showcase talent, not
just press records. I want to produce
everything that is on the label,
because I want to be known for fidelity.
Destruent Records will probably always
consist of heavier bands, but I don’t
want to be stuck doing one sub-genre,
so every band will have a different flavor

Ben’s new label, Destruent Records
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Destruent’s first release, First Hand EP
from Denver’s Shepherd, produced by
Ben at Juggernaut Audio

Podcast
Interviews 101
Chris Beck is the creator and host of the Doom Tomb Podcast, which has over 140
episodes to its credit. He asked if he could write a piece for us about guesting on a
podcast and we were happy to oblige. The end result is chock full of good info you
can put to immediate, practical use. ~JM, Editor
GUEST EDITORIAL BY CHRIS BECK
Music has always been a part of me. For the better part of three years, I have been the host of
The Doom Tomb Podcast. The podcast model is simple: We talk with our guests about the scene,
bands, and other aspects. Sure, we talk about food, mythical creatures, and horror stories of
the road, but the music is the driving force. To quote Andrew Wood, “Words and music, my only
tools. Communication.” It’s a conversation.
For the first two years, the majority of interviews were done on location. In the back of
arenas, in dive bars, in arcades and alleyways. We sat on sidewalks, picnic tables, and bar
booths to have a chat. Usually, it was late. Sometimes, I’d wait until the show was over and
the band would change their mind. Those are the breaks. More than enough times, we’d get
interrupted by security that they were closing, or an overly intoxicated individual asking a
question. The last time I did that was in February 2020. Since the pandemic, the overwhelming
majority of interviews I do are over the phone. Life has changed.

“Why should I do this?”
Touring is not happening now, but you
still have the chance to connect with
your audience and access a broader
audience. Listeners get to know the band
and your process for creating the music.
It’s like a radio show; they get to know
the characters, and become invested in
what happens next. That, in turn, garners
attention for your project. Several bands
have expressed how adding podcast
appearances to their marketing campaign increased listenership and sales.
It’s also a timestamp of this moment in
your career.

“How do I get on the podcast?”
The answer is straightforward: Ask.
I often reach out to bands and various
people in the scene, especially when
new material is about to be released,
but if I haven’t reached out to you, by all
means, hit me up and we will bang out
an episode.
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Preparation

Sound Quality

On my end, I will research the band and
listen to music. Based on the research,
questions will be created. Usually, they
are the same questions you would ask a
friend or meeting someone for the first
time. For some listeners, it is a first-time
introduction, like a business card or a
band bio. Discussing the release and
everything else will be worth about an
hour of a conversation. Random items
will also be asked. I used to obsess over
the minutiae of creating a perfect Q&A.
Now, I let it flow.

Much like the music, the sound of a
podcast is important, and a few key steps
will improve the quality of the podcast
significantly:

On the band’s side, decide if there is a
primary spokesperson. If one person
wrote the entire album, they should be
present. It can work without them, but
several questions will get lost. It’s fantastic when the whole band is available.
Sometimes it lessens the nerves, and
as a group, there’s always gold in there
somewhere.

• If you are calling in from a computer,
use a microphone, preferably through
an interface
• Check to ensure your microphone is
working and turned up to a suitable
level
• Know how to adjust your levels, in case
you need to when you call in
• Wear headphones to cancel out any
chance of echo during the call
• If the discussion is over the phone,
make sure the space you are in has a
strong signal

Surroundings
The fewer distractions there are, the
better the interview will be. In the past,
interference would come from from
bands tuning up, people under the
influence, people shouting right next
to us, and even pinball games. Now,
it’s kids and dogs. And dogs. And dogs.
If you have a vocal dog, keep them out
of earshot. People love dogs, but they
would rather hear you.
Put your phone on silent or DND, as well.

The Interview
Okay, so the mics are set, and the
extraneous sound is at a minimum. Now
what? It’s time for the interview. The
glorious time when sophisticates spin
a splendiferous yarn recalling triumphs,
trials, and tribulations. Oh yeah, and
music too.
What about topics? First, you already
have a laydown topic, the music. For
some people, it’s their first time hearing
you. They are just learning about your
band. How did you get started? How
did your band get its name? You know
the questions. You’ve answered them
several times. After that, we can go

wherever you want. Band news? Stories?
A current passion? Listeners want to
hear it. Gear, the writing process, where
you were when the riff or the lyric came
to you, and so many other things can
be discussed. What you might think is
ancillary, a listener like me would love to
hear. Take the listener inside the circle.
Above all, have fun with it.

come with expectations and new situations. Sure, you get those great moments.
A hearty laugh, a reflective discussion on
music, or even the question burdening
the podcast since the beginning, should
pineapple be on pizza? We should strive
for progress, not perfection.

Nerves

The interview is now done. It’s edited
and out to the public. Now, we have to
promote it. Like any other project, you
must boost it. It’s a symbiotic relationship, and a few posts on social media can
do wonders.

Talking about a project can be a daunting
task for some people. For a while,
I thought, “What’s the big deal? You play
in front of people all the time.” Then
it happened. I was promoting a show
and got onstage, a stage I have seen
hundreds of bands perform on. Entirely
in my element, yet outside. In that flash
of an instant, I stumbled. The experience
was humbling. You want it all to go well.
Well, it doesn’t always happen. That
is entirely okay. It is the same thing
doing an interview. It has to be difficult
meeting an interviewer and then a few
minutes later have a conversation as
though you are best friends. It can be
even more uncomfortable when it is
done over the phone. You cannot always
see the person. You make a joke that
falls flat. You stammer and stumble over
your words. No one is perfect. Nerves

Post-Interview

The Future
When we can go back to live events, this
is still a great way to reach the masses.
It’s a less sweaty / trapped in a van for
weeks on end / baby wipe shower / free
drink ticket way, but great nonetheless.
The podcast is a medium of information.
Use it and see the results! 

You can listen, learn more and get in
touch with Chris at the DTP website,
www.doomtombpodcast.com

LAST 10 EPISODES
141. Wolves of Winter

136. Eye of Doom

140. Crystal Spiders

135. Chronic Lethargy

139. Afghan Haze

134. Mandrax

138. Falcon Haptics

133. Tenebra

137. Charley No Face

132. Fostermother
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⬆ Art print, Sacerdotisa de la Serpiente
➡ L-R: Commissioned illustration for Lon Chaney, gig posters for King’s X, Doyle/Ghoultown, Motorhead/Saxon, and A Perfect Circle.

Flynn Préjean
Houston artist & illustrator
INTERVIEW BY SEBASTIAN GREGORY

Flynn Préjean is a fascinating guy. Not only is he a superb artist, he’s also a
dedicated fan of heavy music. I’ve known him since 1995 when he graciously
invited me to help with the writing (along with Greg Petitt) of the first issue
of the independent comic book Texasylum for his imprint BadMoon Studios.
Our paths diverged at that point, but I have followed Flynn’s incredible
career ever since. The man has done more gig posters than I can count and
had a fascinating collaboration with the band Ghoultown. I can’t begin to
explain how cool it was to walk into Tower Records, browse through the bins,
and run across artwork on a CD that wasn’t just a style I recognized, but
I actually knew the artist! But he can tell you about it better than I can...
Fill me in on some of the biographical
details, if you don’t mind. In particular,
I’m curious to know when you realized
that creating art wasn’t just something
you were really good at but could also be
something you did as a career. Did you
get a degree in fine art, and if so, how
did it help you?
I realized at a very young age that art is
what I wanted to do. I used to create these
fictional worlds and characters in my head
and art was the only method I had at the
time to bring them into the real world,

so to speak. I would read comics, watch
shows like UltraMan and the old Godzilla
movies, and that just seemed to fuel the
fire. I just never got tired of it. It brings
me the exact same level of joy that it did
when I was 3 or 4. I’ve always known that
this was for me.
I did get a BFA from Sam Houston State
University. I was concerned, honestly,
about how outside direction may alter
my natural style, but went anyway. I have
to say that it was the right choice. I was

exposed to so many diverse artistic styles
and techniques that I doubt I would have
encountered otherwise. Exposure to
divergent styles and schools of thought
is not only advantageous, it’s paramount.
It’s inspiring.
I know you did the cover art for the
Ghoultown albums, but wasn’t there a
comic book you did with them as well?
How did you start working with the
band?
I only did one cover for them, but have
done a lot of their tour posters. My
discovery of Ghoultown was a happy
accident. I was hanging out at one of
my favorite haunts in Houston called
Emo’s. It was a great place that usually
attracted great live music. I was outside
on the patio near the door, and every
time someone walked in, I could hear
this band that sounded like punk rock
combined with Spaghetti Western theme
music, complete with a mariachi-style
trumpet. They call it “HellBilly” music.
After a while, it just seemed more and
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more compelling, so I went in to watch
the rest of the show, and I was hooked
immediately. They were throwing
something down that no one else was
doing. They are entirely unique in my
opinion. I hung out and talked with
Lyle [Blackburn, ex-Solitude Aeturnus]
after the show and we started collaborating on some stuff. We put out
a Ghoultown mini-series that Lyle had
written, and it was cool, but we didn’t
get to complete the series, unfortunately.
Your gig posters are just insanely
cool, and you’ve done work for some
world famous bands (A Perfect Circle,
Motörhead, Misfits, Danzig, and many
others). Is it important to you to work
with bands that you like? I mean, I
assume a job is a job, but is it more
enjoyable when you’re doing a gig
poster for a band that you’re a fan of?
Yeah, the fanboy aspect of it does kick
in when you’re working for a band you
really like - I’m not gonna lie. That being
said, it is true that I tend to gravitate

towards bands I’m a fan of. The creative
juices start flowing immediately. When
you are incredibly familiar with the band,
it’s so much easier to conjure imagery
that fits the music perfectly. When the
opportunity came about to do a piece
for Motörhead, I actively lobbied for
it; I pursued it aggressively. That was a
bucket-lister for me and I meant to get it.
If I’m not super familiar with a band,
I have to do my homework: I look at what
other artwork they have used, listen to
their music and pay attention to the
lyrics, so I can get a real feel for what
they’re about. And once I start to “feel”
it, I can move forward confident that I’m
gonna nail it.
Musicians can get very wrapped up in
the details of making music… rehearsal,
travel, playing shows, caring for gear,
etc.; but promotion is very important
as well. When you’re working with a
band (management company, label)
how much leeway are you given as an

artist? Do they want something unique,
or something that fits their established
aesthetic?
Bands and their management really run
the gamut in this regard. Some bands
want to see things every step of the way
and want to art direct the piece. I understand that, as they want to control (or at
least approve) what you are going to do.
On one hand, it’s pretty much a given
they will like a piece they felt directly
involved with, but if it goes too far in
that direction, you can fall into a “too
many cooks in the kitchen” type scenario.
This can result in a lot of stand-alone,
good ideas that don’t really seem to fit
together. There’s a lack of cohesion that
can work against a unified vision. I try to
mitigate that when it becomes cumbersome; I whip out the Dale Carnegie 101.
You can make anyone agree to almost
anything, if you make them think it was
their idea - ha!

The other side of the spectrum is when
a band doesn’t want to be bogged
down in the minutia of the process and
says: “We’ve seen your art. We love it.
Surprise us.” A blank canvas with no
predetermined rules is a great way to
work, and usually produces the most
inspired pieces.
Gig posters have such an amazing
history, and are a fascinating way
to get a glimpse not only into the
time period they were produced, but
because they were sometimes done
by local artists, into the style of a
particular area as well. Do you have any
favorites from the previous decades, or
any current artists you like?
You may not like this, but I’m going to
totally cop-out on this question. I sat and
thought about it for thirty minutes and
got no-closer to a decent answer. There’s
just way too much to unpack here, so
forgive me, but I’m not going to try. I love
all of it, and more to the point, love being
right in the middle of an incredible, grass
roots-type art movement.
Tell me about the Flatstock convention,
for those of us who might never have
heard of it before.
Flatstock is a gig-poster show that
usually happens in conjunction with a
music festival. The biggest is at SXSW, but
they have also cropped up at Reeperbahn
in Hamburg, Primavera in Barcelona,
Pitchfork in Chicago and several other
cities. Gig-poster artists come from
all over the world to display and sell
their prints. We’re talking about a lot of

artists here; sometimes up to 100. There
is so much stuff to look at. It can take
hours. You will always find something
you can’t live without. Dealers, traders
and resellers are not allowed - you buy
directly from the artist(s). So, if one crops
up in your town, or at your favorite music
festival, come see us, buy some cool art
and hang out and drink with us.
You and I grew up in the Time Before
Cell Phones… even before the Internet.
I remember seeing gig posters as a kid,
even if it was just something made by
the band, Xeroxed at a local copy shop
and stapled to a telephone pole. But
these days I mostly see them online.
Has the constantly evolving technology
affected your thought process or
artistic vision in any way?
Yes, and no. I always complete the piece
in my head first, so I’m not thinking how
I’ll produce it yet, just what I intend to
produce - then I start thinking “how.”
Vdesign for print, and I will use the latest
and greatest technology available if it’s

a time-saver (and it usually is). Anything
that will let me eliminate a step is aces
with me, so I definitely keep my design
software skills honed and won’t shy away
from investing in a piece of equipment
that has the potential to pay for itself
relatively quickly. Modern processes
are designed and utilized for the sake
of expediency and one would be crazy
not to take advantage. The digital age
of art is here and will never go away, so
let’s just embrace it already. But, I have
to admit, the tactile sensation of pen on
paper is something I’ll never fully abandon.
The last word is yours. What’s the
best way for a band to get in touch?
Check out my work at my website,
badmoonstudios.com, and if it’s
something you dig, feel free to email me.
I’ll be happy to talk about your project! 

badmoonstudios.com
flynn@badmoonstudios.com
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THE UNWRITTEN
FUTURE OF LIVE MUSIC
BY SUZY BRAVO

Music is not a luxury, it is a necessity. Scientific
researchers discovered that listening to and playing
music increases the body’s production of the
antibody immunoglobulin A and cells that attack
invading viruses and boost the immune system’s
effectiveness. Musicologists proved that vibrational
qualities from music reduce the levels of major
stress hormone, cortisol. It’s shown positive results
when used in therapy sessions for those who suffer
from neurological and psychological diseases such
as Parkinson’s, Alzheimer’s, schizophrenia, and
autism. Music restores lost speech, reduces side
effects of cancer therapy for patients, assist with
physical therapy and rehabilitation, aids in pain
relief and trauma, and improves the quality of life
for people with dementia. Furthermore, music has
the power to bring communities together and helps
us reconnect with the fundamental spirit of our
individual being.

Lost
Claw, 16, and Abject Terror on The
L-R: Noisy Neighbors, Wino, Eagle

s (YouTube)

Well’s Rock For Rent livestream serie

For many of us musicians and music
lovers, it gives us a way and reason to
live. Music is fundamental good medicine
and good medicine is exactly what the
world needs right now, especially to
alleviate the challenges of social isolation, grief, anxiety, and financial hardship
during the COVID-19 pandemic.
For centuries, music brought people
together through times of strife, fear, war,
and plague. For example, in the summer
of 1576, the Plague of Saint Charles
devastated the Italian north. Thousands
of people sang and played music from
their balconies and windows to empty
cobblestone streets as a collective act of
social and musical defiance.
In spring 2020, society revealed that the
song remains the same. We’ve witnessed
the same strict quarantine coping
mechanisms at the beginning of this
global pandemic from YouTube videos to

Facebook video posts of people united
through song, such as singers, DJ’s, and
guitar players performing from their
balconies and windows. If the viewer
didn’t shed a tear when watching the
video of the dark empty streets of Italy
as hundreds of quarantined Italians
in Siena, Tuscany leaned out of their
windows singing in a united effort to lift
each other’s spirits up, then the viewer
might as well check their pulse because
they may already be dead.
In Austin, Texas, “music capital of
the world”, music venues such as
The Lost Well struggle to keep its doors
open and owner/operators Tasha and
Marcello Murphy struggle to pay rent
as the lockdown continues and shows
in Texas remain indefinitely cancelled.
Amidst the pandemic, city wide protests,
political unrest, and social upheaval,
The Lost Well owners and bar staff have
had to learn to adapt to its current

situation to survive these trying times.
To the Murphy’s, The Lost Well is not just
a business, nor is it just a music venue;
The Lost Well is a family and a neighborhood bar that is deeply connected to its
patrons, bands, bar staff, DJs, and to its
Austin community.
The Lost Well’s Facebook group called
Rock For Rent: Live Not at The Lost Well
state in their About section, “With
Inspiration from Killian Ivy, motivation
from Julia Ruth, affirmation from John
Petri and Sabbath Crow we decided to do
a rock for rent livestream at Come And
Track It studio in north Austin. You can
pay the bands, the bar, or pretend you’re
on the guest list. All precautions will be
taken for the health and safety of the
bands. Drink up and Rock Out.”
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⬆ Destroyer of Light (Argonauta Records) at Rock For Rent #25 in August 2020.

Since Come and Track It’s production of the first livestream debut of
Rock For Rent on April 3, 2020 which
featured a full set performance of Austin
band, Sabbath Crow to the present
(October 2020), the livestream’s production format has been fine-tuned.
Overcoming early technical difficulties,
the audio quality and video production
have improved to now include stage
lighting and multiple angle camera
shots. Some bands have brought their
movie sound clips, fog machines, custom
lighting, and tech teams to further up
the production value. The addition of an
intro song (written for the show by Austin
band, Ungrieved) and visual graphics
make the livestream feel more like a
regular weekly TV show reminiscent late
‘80’s music TV shows like Night Flight,
or MTV’s 120 Minutes with live band
performance segments and show VJs.
Rock For Rent’s VJs include Kristen
from Sabbath Crow, Julia Ruth, and
Marcello Murphy. They introduce bands,
thank sponsors and supporters of

Improved audio, multiple angle camera shots,
and stage lighting make the livestream feel
more like a regular weekly TV show...
the cause, give information on where
audience members can Venmo or PayPal
money to support the bands, the bar,
and/or the production team, and provide
information on purchasing merch from
The Lost Well and featured music artists.
The merch is screenprinted by local businesses, Elgin Screen Printing (operated
by Kristen and Jay from Sabbath Crow)
and Pallbearer Press. The livestream
now even has its own corporate sponsor,
Jack Daniels. Like radio shows and
podcasts when the radio DJ or podcaster
talks about the show’s corporate sponsors and their product, Marcello raises
up a bottle of Jack, toasts the internet
‘audient void,’ and takes a swig from the
bottle.
“Come and Track It is a hobby that
grew on me over the past 4 ½ years,”
explained John Petri, owner and operator

of Come and Track It and also the
drummer of Ungrieved explain. “I’ve
expanded, built a live room, and was able
to move into a decent size control room.”
Petri discusses the motivation behind
Rock For Rent, “When the bars shut down
in March, it took a couple of weeks, but
Julia Ruth motivated me to livestream
bands from my studio.” Petri joked, “We
sometimes call this ‘The North Well.’” The
bands perform in a live performance
room with a banner hung on the back
wall of the stage that displays the logo
“The Lost Well,” mimicking the actual east
Austin bar’s stage appearance.
“I tried it out but didn’t know it would
work,” Petri reflected. “The first
livestream was a nightmare. We streamed
it on Facebook Live with a webcam, but
the audio was destroyed. I had one week
to get it figured out in time for the next

band. Diego Garza told me, ‘You gotta
get OBS!’ Then Nathan Daughdrill from
Neightmedia jumped in with camera
stuff and it went from one to now two
people producing the shows.” OBS (Open
Broadcaster Software) is a free, open
source software suite for livestreaming
and recording.
After a DIY campaign by Rock For
Rent organizers and bar staff, over
1,000 YouTube viewers subscribed to
The Lost Well YouTube channel in less
than a month. Rock For Rent is now able
to livestream shows directly on The Lost
Well’s YouTube channel. Subscribers can
view previous Rock For Rent livestreams
as well as pre-COVID-19 recorded venue
performances at The Lost Well.
Petri discussed the production process,
“It takes three hours to get a camera set
up and get the band dialed in. Some
bands bring their own lighting. For
videography, we have to make sure
all the venue info is entered in. We
soundcheck, the band gets used to the
room, we make sure we can hear the
vocals, the bands play a couple of songs
so that I can work on the mix.” He added,
“I work to get a good quality sound. I want
it to be something that I can be proud of.
Something that I can be proud to put my
name on.”
Petri can’t anticipate what he will do
beyond COVID-19 or when it is no longer
a threat to the live music industry, but he
does anticipate continuing with recording
bands at Come and Track It. He is
finishing a track with Amaru, a full-length
with Ninth Circle, is working with Brüka,
and continues to write and rehearse with
his own metal band, Ungrieved. However,
with regards to continuing the livestream
sessions after bands can perform live
in venues again, Petri is unsure whether
or not he may continue livestreaming in
one form or another. In the meantime,
Petri is still looking for ways to improve
standards of the current livestream.
“There is so much competition. Everyone
is streaming now. Bands are changing
the way to stream. Some bands are
starting to charge people to watch their
livestreams, such as Obituary. They are
charging per stream. I have to figure out
ways to keep up with the competition.”

Harnessing social media attention and
competing with the popularity and
accessibility of livestream performances
in an ever-changing media format
has not been easy. And, there’s a new
challenge: losing their Saturday night
audience to restaurants and food-selling
bars that have reopened in Austin. Petri
said, “People are not staying home any
more. They’re going out”. As the numbers
of livestream viewers drop, so do the
monetary donations that they were
channeling in for the venue, the bands,
and the production team.
Bands that have performed at Rock
For Rent include: Wino, Duel, Sabbath
Crow, Forebode, The Beaumonts, Chili
Cold Blood, Jesus Christ Superfly,
The Hickoids, Dining With Dogs, All
Monsters Attack!, Ungrieved, Doom
Siren, We Are The Asteroid, Bridge
Farmers, Abject Terror, Noisy Neighbors,
Destroyer of Light, Eagle Claw, Sex Cult,
HISS, Ninth Circle, 16, Amplified Heat,
and more.

L-R: John Petri, Wino, and Marcello.

As of writing this article, the future of live
music in Texas remains unwritten, yet
the Rock For Rent calendar dates keep
getting booked. 

Rock For Rent livestreams on The Lost
Well’s YouTube channel at 8pm every
Saturday night: https://bit.ly/3kkKYTo

THE LOST WELL
thelostwell.com
thenorthwell@gmail.com
sectioneightbooking@gmail.com
A/V PRODUCTION
facebook.com/comeandtrackit
comeandtrackit@gmail.com
facebook.com/neightmedia
neightmedia@gmail.com

Marcello Murphy (co-owner/operator of
The Lost Well) and Kristin (Sabbath Crow,
Elgin Screenprinting) MC a show with
sponsor Jack Daniels.

SCREENPRINTERS
elginscreenprinting.com
pallbearerpress.com
OBS (OPEN BROADCASTER SOFTWARE)
obsproject.com
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Andrew McGirr,
Allana Sturm

The partnership behind Buffalo’s Ferus Din
INTERVIEW BY SEBASTIAN GREGORY

From the creative cauldron of Western New York’s fertile underground metal
culture comes the triumphant cacophony of Ferus Din, a ferocious folk-black
metal band that is the brainchild of Andrew McGirr and Allana Sturm.
The debut album The Great Dying is out now on Tridroid Records. I’m kind
of old school (well, maybe just old), so when I hear “blackened folk metal,”
I expect something that sounds like it was recorded under a gibbous moon
in the middle of the woods with a boombox and a hand-held microphone.
Joe Leising (Rotten Metal Recording), besides contributing guitars and bass
for the album, did a fantastic job on the recording, mixing and mastering.
The mix on The Great Dying has great separation: Allana’s flute and vocals,
Andrew’s vocals and crushing guitar work, clearly audible bass, and the
pulverizing drums of CW Dunbar.
I never thought I’d be conducting an interview in the midst of an
ongoing global pandemic, but given the lyrical content of the songs on
The Great Dying, it feels somehow wholly appropriate.
First and foremost, how’s it going?
Allana, you said you were in Germany…
how is it over there?
Allana Sturm: Yes, I’m here for a bit
longer. Festival season in Germany was of
course completely sabotaged by the virus
but the country has been so regulated
and cooperative with the quarantine and
infection precautions that things are
beginning to normalize.
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Are you allowed to travel back to
the US?
AS: Because I’m a US citizen, I am
permitted to fly back into the country,
and fortunately New York state has been
doing a great job so far controlling it.
Since playing live is banned at the
moment in the US, how are you guys
holding up?
Andrew McGirr: The challenge for me is
sanity, since every day seems to reveal
unprecedented and yet unsurprising
levels of stupidity from White House

“leadership” and the throngs that suck
down those conspiracies as through a
straw. You say live shows are banned in
the States, and indeed they should be,
and yet they happen. It’s that kind of
behavior that’s going to keep us from
actually enjoying shows again in any
short order. The key to surviving that
dissonance right now is to turn it off
and count your blessings: got a job?
Unemployment money? A supportive
significant other? Adorable pets?
Recognize them and be thankful.
That’s what I do, at least.
From what I can tell, you’ve both
been involved in other metal projects
(Throne of Wilderness, Hubris and
many others) in the Buffalo, New York
area prior to Ferus Din. What was
the impetus behind putting together
Ferus Din?
AS: One morning I woke up and Andy was
sitting at his laptop with a crazed look,
not having slept yet, and said “I wrote
a thing”.
That song was?
AM: Haha, “As Yet Untitled.” Expect
that song on the second full-length. It
represented a way I thought we could
connect as a couple, which still brings
us together as good friends. Neither

Throne of Wilderness nor Hubris
provided the outlet for a specific kind of
creativity I felt brewing for us: a hybrid
black-folk metal rather like Enslaved,
Taake, Moonsorrow. However, as we
developed melody-building, counterpoint, and song structure, it was clear
that this was more classical than folk,
and as such, the impetus became striving
for excellence so to let Ferus Din be what
it would be and to discover how our
different members express themselves
in it. That’s why the songwriting varies so
greatly and yet is cohesive.
Allana, you are such a dynamo on stage!
How hard is it to control your breath
when switching back and forth from
extreme vocals to playing the flute?
AS: First of all, thank you for asking.
Nobody ever thinks of the woodwind
player’s struggle. It’s definitely a test in
breath control and takes some strategizing for each song. Where I’m going to
be able to breathe, when I can take the
mic and walk around… because I don’t
like to just stand there. So, as lame as it
sounds I have to choreograph a bit!
One of the very first things I noticed
about The Great Dying was how good
it sounds. Was it a conscious decision
to lean away from the lo-fi/primitive

sound quality that some people might
associate with black metal?
AM: Since we built this group in a classical writing style, the parts contain intricate counterpointing melodies that need
clarity; if the mix was too lo-fi and fuzzy,
the depth of those layered relationships
and therefore the big picture would be
lost. We were lucky to have a guitarist
who was also our recording engineer.
Joe Leising (Pig Rectum/Enthauptung)
came at this difficult task from his
recording tech expertise and also from
his techdeath/slam background, and
I’m glad we were open to this approach.
At one point during our extensive mixing
process, I remember him saying, “I finally
will achieve my goal of making a record
sound like a Decapitated album.” It was
an odd approach for a black metal
project, but it’s crushing, and everyone
notices. So yes, that was a conscious
decision, and every move was chosen
slowly and thoughtfully.

the beginning of “Armus” a thousand
times while Joe tried everything he
could before settling on guitar tone.
CW Dunbar’s (Hubris/Pig Rectum)
drum tone building also took most of a
recording day.

Was there anything done in the
studio that you guys found worked
particularly well for getting your
sound?
AM: Guitar tone (and tone in general)
building was a strenuous process, taking
the better part of a recording day.
I remember playing that chuggy line at

Buffalo has historically been such a
great breeding ground for extreme
metal. What is it about the area that
makes it so fertile?
AM: Western New York is a region of
hardship. For half the year, the sky
brings neither warmth nor light, so
many residents suffer from seasonal
affectiveness disorder. Buffalo’s
shambling economy is clearly symbolized
by its monuments: a wasted waterfront
populated by dilapidated monoliths
of failed industrial past. The poverty
is pervasive, but it also takes sides;
Buffalo remains one of the most racially
segregated cities in the nation. So to live
in WNY takes grit and solidarity. We came
together in our different groups to form
a scene that allowed us to express some
of this immense darkness and weight,
to transform it into something cathartic,
uplifting, even positive. If you want more
insight on the history, I recommend Brian
Pattison’s Glorious Times.

The vocals are super intense,
especially on the epic “Armus, Exile.”
Was it a pretty straightforward process
to achieve that level of passion?
AM: The passion is already embedded
in the music, and the lyrical content
reflects that energy. Your example
“Armus, Exile” is about the psychological
despair of parts in our mind that have
been damaged and abandoned, told
through the narrative of Armus, the
being who kills Tasha Yar in Star Trek: The
Next Generation. The passion generates
itself, and performing that passion was
rehearsed thoroughly before recording.
The same applies to the whole album,
and really everything we do musically.

I really enjoyed reading the lyrics
on The Great Dying, especially the
references to mythology and science.
What influences, literary or otherwise,
do you bring to the table when you’re
working on an idea for a song?
AS: Many of the more scientific aspects
were coming from me. I’ve had a longtime obsession with earth sciences and
astronomy. I’ve always reflected on the
Ferus Din, The Great Dying (Tridroid Records, 2018)
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power of natural processes and events
of catastrophe in awe. This, coupled with
a hearty love for fantasy and sci-fi has
given me an imaginative plane on which I
visualize these themes.
AM: As a literature scholar, I was inspired
by the challenge of writing about these
natural processes that inspired Allana,
so together we tried to find ways to write
about science poetically, to show that the
universe is figurative and narrativistic in
itself. Often it is downright epic, as in the

riffs, atonal passages, even some bits
that wouldn’t have been out of place in
power metal. How did you develop such
a wide range of techniques?
AM: I appreciate that praise and the
question very much. I am a classicallytrained violinist with a music theory
education; I know how to build melodies
and develop them, and I know how to
find voices that support those melodies
without overshadowing them, but that
are still good melodies themselves.
I’ve found that black metal is an open

folk has been a bit of a struggle because
people have their genre definitions, and I
don’t think we really actually fit anyone’s.
AM: I agree with Allana that it’s not the
point here, and in the first place, the
social media age makes mainstream
relevance irrelevant. Interconnected
audiences form circles of influence, and
getting to know people is the best way
to start playing for those circles. Hubris
played a couple shows with Mary Spiro,
so when we started Ferus Din, she

I’ve found that black metal is an open template as long
as you’re not a gatekeeper neckbeard, so I’ve tried
to incorporate multiple influences across genres and
to continue learning along the way.
title track. “The Great Dying” is about the
cataclysmic end of an entire era of life
on Earth; it is a staggering tragedy worthy
of epic style; the real challenge was to
write an epic so brief, with no human
characters, only personified celestial
bodies, flora, and fauna from the Permian
era. So the inspirations here ranged from
natural science to Star Trek to epic poetry
of ancient civilizations.
Allana, what drew you to the flute?
I’m no expert, but I hear something
more orchestral in your playing than
the somewhat odd/unique way Ian
Anderson plays (sorry for the Tull
reference, I know that’s a bit obvious,
it’s just that I’m a lifelong fan).
AS: I started out messing around with
Irish whistles and folky stuff a while
back then eventually picked up classical
flute because it has a larger chromatic
range, and it’s just a lovely instrument.
Ian Anderson’s style is so unique; it’s
kind of a blues/folk/classical blend,
whereas I’m definitely more folk/classical. I believe my style is very much
developing still on the instrument and in
its application in Ferus Din, so I think we
can expect some evolution in the wind
parts of future work.
Andrew, I absolutely love the guitar
work on “The Great Dying”. There
seems to be a little bit of everything
there: buzzsaw style tremolo picking,
of course, but also very tasty melodic
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template as long as you’re not a
gatekeeper neckbeard, so I’ve tried to
incorporate multiple influences across
genres and to continue learning along
the way. I took guitar lessons from
Mike Willard (Weapon-Ex), a really good
prog player in Buffalo around the time
I wrote this album with Allana, and I tried
to apply what I learned from him in real
time in the writing process. Keep in mind,
too, that many of the most technicallydemanding passages were performed
by Joe Leising, who grew up learning
Necrophagist solos for fun and who can
play anything you put in front of him.
Black metal (or extreme metal in
general) never did break into the
mainstream, though it has sometimes
flirted with notoriety for all the wrong
reasons. As a band that plays such
uncompromising music, how hard
is it to keep momentum going when
faced with mainstream indifference?
Or is that, in a strange way, an asset…
underground music should thrive in the
underground?
AS: As far as mainstream recognition
goes, I don’t personally know many
musicians that actually care about that.
It’s about making art and channeling
energy, in whatever sense that might be.
It’s more important to me that the art
has the opportunity to be appreciated by
the undoubtedly obscure cross-section
of minds that might. Of course being
deemed both black metal and blackened

already knew my name, and Allana’s.
Keeping in touch and sharing our music
with people who actually care got us a
spot on Shadow Woods Metal Fest when
we were still a fairly new band. So now,
instead of the goal being marketing the
music to millions by a commercial mogul,
the whole mission is to find people for
whom this music is meaningful, special,
important, and to build artistic communities that feel that way.
How can our readers get their hands on
The Great Dying?
AS: Our Bandcamp has digipaks available
and Tridroid has these awesome new
cassettes!
That last word here is yours… let us
know what you’re up to and what might
be coming next from Ferus Din.
AS: I’d personally love to see us get
another full length recorded and
celebrate it with a tour next year. We are
sitting on tons of material and we’ve all
been writing in quarantine, so there’s no
excuse!
AM: Hubris is still active as well, and each
member of this band has other projects
for readers to explore. There are some
solo projects brewing as we speak, and
readers can expect announcements soon.
Much music to come. 

ferusdin.bandcamp.com
ferusdin@gmail.com

WORKHORSE • November 2020

23

Daniel
Stanton

Dee Snider’s manager on
life in the fast lane and
the devil’s time.
INTERVIEW BY JASON MUXLOW

Daniel Stanton is the brains
behind Coallier Entertainment,
a New York-based full-service artist
management company whose whose
client list has included over the years
Dee Snider, Adrenaline Mob, Loudness,
Foreigner, Dee Snider, Bonnie Tyler,
Lizzy Borden, Joey Belladonna,
Sebastian Bach, Jeff Scott Soto,
Steven Adler, KILLCODE, Adam and
the Metal Hawks...the list goes on and
on. Danny’s got a million stories to
tell going all the way back to hanging
out with Kiss in the ‘70s (check out his
Three Sides of the Story interview on
YouTube), but more importantly for us,
he’s got a ton of experience duking it
out in big league rock ‘n’ roll.

What was your path into artist
management?
I used to be in several bands myself.
I had a record deal at the age of 17 with
a band called Takashi, played shows with
Metallica, Twisted Sister, Ace Frehly and
others. From there I was in various other
groups. Ninja, WIld August and more. I’m
also a member of the Screen Actors Guild
and did a Dr Pepper commercial (which
was also Macaulay Culkin’s very first TV
appearance, I’m told), appearances on
Law & Order, background movie stuff
and more. I was able to see the industry
from within, get a taste of the “truth,”
the money, lack of money, etc. Eventually
I decided to go behind the scenes and
form a company that handled artists and
also protected them from the pitfalls of
the industry. Coallier Entertainment was
born and my first signing was Dee Snider
of Twisted Sister.
How do you help your clients?
Every client is different. For example,
we handle just about everything for Dee.
Between three people on his management team, we handle all of his touring,
record deals, publicity, TV appearances,
flights, scheduling, and if you know Dee,
there is a lot more.
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What’s a typical day in your life like?
Lately it feels like February 12th, 1993.
That’s the day the movie “Groundhog Day”
came out featuring Bill Murray. Every day
just repeated itself. Same feeling now
for a lot of us dealing with this global
pandemic.
But, like most peoples’ schedules in the
entertainment industry, I can tell you
it’s far from “typical”. There is no such
thing as 9-5, 5 days a week. My day gets
started about 6:00am. We’re based out of
New York and by then it’s already noon in
Europe, where a lot of our business dealings take place. We need to work within
several time zones. There are always
contracts to be drawn, negotiations to be
made, tour dates to be booked, rescheduling dates due to the pandemic, working
on new record releases, and so much
more. Even now, it’s nearly midnight here
in New York and here I sit knocking out
this interview. After this, I’ll send out
about 20 more emails, maybe get 4-5
hours sleep, then wake up to responses
from those emails sent and begin my day
all over again. Yes, I’m a work-a-holic.
Do you get involved with what’s going
on inside the group?
You mean, babysitting for adults? Yeah, it
happens from time to time. Your artists
become your family. You help them when

and where they need it. You guide them
and try to help them avoid the pitfalls
and demons that are out there, for sure.
I’ve bailed people out of jail, settled
arguments and differences, mended
relationships and more. Did I mention
babysitting for adults? And trust me, this
too gets old, fast! So you try to work with
artists that carry less baggage and have
less drama.
What do you look for in a band you’re
considering?
There is a certain “It Factor” when you
see a band, they either have “It” or they
don’t. It’s a rock star quality that you
know this artist is going to make it with
or without you, one way or another.
Those are the artists I want to be a
part of. It also doesn’t have to be genre
specific. It could be rock, metal, country,
pop... If they have what it takes, then
watch them closely and try to strike a
deal. You need to remember, there are
only two types of music, good music and
bad music. Always go for the good!
What turns you off from a band?
Bands that don’t have their own identity.
They need to be original. When an artist
is too influenced by another artist, or
just copies what’s out there and trending,
they may as well just be a cover band or
a tribute band.

What red flags are you wary of ?
Drugs, being late, time wasters, other
priorities... That list can go on forever.
NEXT!
How does a band know if they’re ready
for outside management?
It’s always important to be represented. You always want your band to
be perceived at a certain level, on a
pedestal if you will. If a band member
is the one making the calls, responding
to the emails, or the direct voice to the
industry, they may not appear to be as
big as they are or should be. If you’re too
approachable and accessible, there’s no
mystique or value. A manager, management or agent handling an artist gives
them more clout.
How does a band find a manager?
More often than not, the manager finds
the band. But a band can showcase,
reach out to management companies or
agencies, send links, etc. For example,
the band KILLCODE reached out to us. We
watched them for nearly 6 months before
taking them on. We needed to watch their
growth, see how they held up. Now they
tour all over the world and have returned
to Europe and more several times over.
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How should a band expect to pay or
compensate a manager?
Every deal is different. Colonel Tom
Parker, Elvis’ manager, took 50% of
everything! But the standard is between
10-20% of the deal made for the band,
i.e.: touring, record deals, sometimes
merch; a lot of times, points on a record.
Artists: Get a lawyer!
What should a band pay attention to
when talking to a potential manager?
The deal itself. The percentage/terms
they may need give up. What the
manager will actually do to earn their
keep. Does the manager represent
himself well? The manager’s credibility
and ability are equally important.
Any advice for self-managing bands?
Focus on your songwriting, your goal
and your social media. Stay away from
negative people, non-believers and band
members who ride your coattails. Don’t
worry about tomorrow, worry about
today.
Do you see common stumbling blocks
for young bands?
Many artists bail out too soon, quit, get
discouraged. People say “Rock is Dead.”
No, it’s not! You just need to know where
to find it, how to work it, and how to let
others hear it. Determination and the
willingness to suffer along the way is the
only way to prevail. It’s not easy. If it was,
even more people would be doing it.
What’s expected of a band when they
grow from local/regional to national/
international?
There is a ton expected, and always
expect the unexpected. Your life takes on
endless hours of work, touring, recording,
interviews, travel, and more. Many bands
break up, implode, fail. Maybe it’s the
excess, drugs, money, a wannabe rockstar
lifestyle. Many relationships fail, break
up, divorce.... But there are bands that
survive, and if you stay focused, breathe,
work hard, and know when to say no,
your success can be the ultimate reward
you were seeking.
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At what point should they start taking
publishing seriously?
From day one. Publishing is your future.
The less you give away the more potential income you have coming in. Hold on
to your rights.
Any general advice for bands on
publishing?
Try to retain as much as you can without
giving it away or selling your soul for
it. Get a lawyer. Don’t jump into a deal.
Negotiate. That’s why the key for all
bands today is to stay viral. We are in
a social media-driven world. I’ve taken
meetings wtih record companies that
won’t discuss anything unless the
members are under 23 years old and
have at least 1 million hits on all of their
social media platforms. This is why I also
tell artists that the record deal may not
be as important as your publicist or
publicity team. You need to promote and
stay viral. If you are already in demand
and have a following, this may help sway
a record company more and the ball will
be more in your court.
What’s happening with booking right
now?
The entertainment business is unfortunately in a horrible situation. Most, if not
all, tour dates from 2020 will be a copy
and paste to 2021, maybe even 2022.
There will be a ton of new schedules,
and new rules because of COVID-19 and
social distancing. COVID-19 won’t just
disappear on January 1st, 2021. It’s not
like it knows a calendar date. Like it
or not, we are all in for the long haul. I
truly don’t believe things will get back or
close to the normal we know for several
years. My biggest concern is really for
the crew guys, techs, stage hands, sound
engineers, lighting engineers, agents,
managers, dancers, singers, up-andcoming musicians, etc. The fight and
struggle to survive is real.
What should bands be doing right now
when they can’t play shows?
Multi-task, parlay their success, stay
viral (there is that V-word again). Try
to maintain a business game plan and
always look for a new strategy. Some
examples: Live concert streaming, release
or re-release material, sign up for Cameo
to interact with your fans. There are ways
for artists to bring in income. I recently

signed several major artists to a company
in Malta called Metal Reels (www.metalreels.com), an online casino company
that makes online slot machine games
for artists. Twisted Sister is one of them,
and several more soon to be announced.
This is new revenue and great timing for
artists who are currently off the road.
Any advice on productivity and keeping
things on track?
Make a schedule, take all of your
overwhelming challenges and spread
them out. Put one or two in a box per
day; don’t look at all of them at once.
Tackle them one day at a time.
I once spoke with a very famous artist
who told me he couldn’t function
without a schedule. His entire life was
always attached to an itinerary: When
to wake up, when to eat, what time to
be at sound check, what time to be on
stage, what time they should sleep in
order to do it over and over again. The
artist was told what days they would be
off, what days they would be working,
when they would or wouldn’t be home
for the holidays. Imagine that? Your
life, your surroundings, your everything
dictated by a schedule and then one day,
it stops. Maybe someone died, maybe
the band broke up, maybe COVID-19 hit.
Now what do you do? You panic, stare at
the walls in your house when you were
used to the hotel walls, or your bunk on
the tour bus. You watch too much TV,
or worse, too many news channels. You
overeat because you don’t know when
to eat. Your sleeping pattern is off, you
hyperventilate… It’s a living nightmare.
Stop! Think. Refocus. This person needed
to actually make a schedule in order
to survive life off the road. Mondays
would be run errands to the post office,
the bank, the supermarkets. Tuesdays
would be paperwork, bills, contracts,
etc. Wednesdays would be follow up
calls. Thursday, cook three meals. Friday,
eat out. Saturday, clean the house and
do yard work. Sunday off, go out, play
golf, visit friends. The moral here is
to always keep busy. Downtime is the
devil’s time. 

coallierentertainment.com
deesnider.com
killcode.net

Extreme Radio in a Digital Age
Hearing that song on the radio can still be a
magical, transformative experience.
BY SEBASTIAN GREGORY

As a kid in the early 1970’s I lived in San Francisco. My parents were music fans
in general but they didn’t have an extensive collection of albums. When we
listened to music it was on a cheaply produced Panasonic radio made from
molded black plastic with a built in tape deck and that one crappy speaker was
not exactly high fidelity.
One night my mother turned on the radio and dialed up one of San Francisco’s
rock stations. I was barely paying attention when a song began to play, a guitar
riff so heavy and hypnotic that it sent shivers through my body...

“My heart is black, and my lips are cold… Cities on flame…with rock and roll”
I was six years old, and Blue Öyster Cult had just made a fan for life.
If you’re of a certain generation, this is
probably a familiar story. The band you
heard on the radio might have been
different but it was that limited exposure
via the air waves that set you on the left
hand path.
In 1994, Bobby Rayfield (currently the
program director at TrendKill Radio)
was driving home at two in the morning.
“I tuned in to WUTC, who had a terrific
late night jazz platform. A couple of
students had taken over the station for
the evening. One of the hosts played the
opening track ‘Lost’ from the Neurosis
album Enemy of the Sun. At that moment,
I knew I was not alone. Someone around
me was also connected to the music
I loved. It is still to this day the only time
I have ever heard Neurosis played on an
AM/FM radio broadcast.”
Look, we get it. “Radio? That ancient
technology from a long forgotten age
when men wore stylish hats and fought
the rising tide of fascisim?” Well… yes.
Even in the Era of Information Overload
there are good reasons to consider using
the airwaves and internet radio — its
modern analogue — to expose your
music to the masses.
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Radio was initially used as a communication tool for commercial ship traffic; but
by the 1920’s it had become a source of
news, information, and entertainment.
Radio turned the living room into a stage,
a concert hall, a sports arena or a dance
floor. It made long car rides tolerable
and spread music to every corner of
the world.
While the artists who grace the top of
the charts churn out facile music with
broad appeal, metal, punk and hardcore
aims for a smaller target. One of the hard
truths about being a creator or even a
fan of extreme music is the relatively
small size of the audience. And that’s an
issue when it comes to advertising, which
is the engine that drives commercial
radio. “The majority of radio stations
are trying to please the sponsors and
the mass listeners,” explained Bobby
Rayfield of Trendkill Radio. “They want to
pay the bills. Everything else occurs as
a result of that first step. With so many
rules and regulations regarding content
and language toward airwaves, they may
be afraid that something might cross a
line that could get them in some type of
trouble or dropped by a sponsor.”

“Popular” music is an important distinction. The main source of revenue for
commercial radio stations has always
been advertisers. The more listeners a
station can claim, the more attractive
they become to potential advertisers.
And as much as we love them, all the
heavy and extreme genres and subgenres
combined have never wielded the same
pure purchasing power of pop music.
In practical terms, that meant underground music was limited to college
radio stations funded by the university
and run by students, listener sponsored
radio where the programming wasn’t
dictated by potential sponsors, and the
murky world of localized pirate radio. The
closest it got to being popular was in the
1980s when a watered down, glossy and
glammed up version of metal swaggered
into pop culture, eventually leading
us to Seattle and the alt-rock/grunge
scene. The industry’s brief fascination
with dark, heavy radio rock may have
allowed a band like Morbid Angel to get
signed to a major label, that didn’t mean
Where the Slime Live would ever play on
the same station that played Smells Like
Teen Spirit.

Outside of student run college stations,
specific shows on listener sponsored
stations (one of my personal favorites is
the long running Sweet Nightmares show
on Houston’s KPFT 90.1), or independent
stations — some legit, some pirate — the
chances of getting extreme music on
terrestrial radio remain as small as they
ever have been, even with a major label
or PR department willing to try. There
just isn’t the market share to support it.
But don’t despair! Those niche stations
and shows are the key to your exposure
on the old FM/AM dial. Find the ones
in your area first, then expand to other
markets. Get familiar with the kind of
music they play, use all that social media
prowess you’ve developed to establish
contact with the DJs and program
directors. Invite them to your live shows
and get to know them. If that sounds like
hustling, it is. Work it from every angle.

Launch the Satellites!
In 2001, satellite radio entered the
fray and it does, in fact, cater a bit
more toward extreme music. There is
only one major player at the moment
(Sirius and XM merged in 2008 to avoid
bankruptcy), and it covers the US and
Canada. Sirius XM is subscription based
and mostly listened to in the car, though
it has both an internet presence and also
has receivers that can be used in the
home. It’s almost entirely commercial
free (depends on the channel). Plus the
DJ’s can cuss and they generally play
unedited versions of songs.
For hard rock or heavy metal, you get
Ozzy’s Boneyard, Octane, Liquid Metal,
and Hair Nation. For punk rockers out
there you’ve got Faction Punk or Marky
Ramone’s Punk Rock Blitzkrieg.
To get on the air with Sirius XM, the same
basic principles that were applied for
FM/AM are in play here as well. Use that
social media savvy to get to know the DJs
and the program directors who are the
gatekeepers of stations. And be patient,
because this is a bigger operation than
a college radio station; they’re getting
inundated with requests. At this level,
it might make sense to invest in a
public relations (PR) firm that already
has a good working relationship with
the program directors. And be patient:

according to Jessica Allossery, writing on
Soundfly.com, “I tried for 5 years to get
on SiriusXM radio, and got turned down
many times before I actually succeeded…
you must also be confident in knowing
that there is a station out there waiting
for your song to show up on its doorstep,
even if you’re a DIY musician without a
manager.”

The Internet Reshaped the
Radio Landscape
The internet, as we know it today, had
similar humble beginnings to the radio.
Initially developed for military usage,
there was potential for it to be used for
entertainment as well as communication.
And though it took several decades of
development before home computers
were streaming multiple forms of
content, by the 1990s the potential of a
world-wide web of data sharing was well
on its way to being fully realized.
From the earliest days of streaming and
file sharing, it was clear that heavy metal,
punk and hardcore, and every conceivable sub-genre had found a place to exist
that wasn’t dependent on advertising
models or share of listenership to attract
sponsors.
Today, the internet is inundated with
websites promoting, reviewing, streaming
and geeking out about extreme music,
both above and below the underground.
There’s also the wide range of internet
radio, from terrestrial radio simulcasts to
streaming stations under the umbrella
of a bigger internet platform like Live365,
Internet-radio, or AccuRadio, to fully
independent internet radio stations
like Trendkill Radio, Rebel Radio, or
GimmeRadio.

Independent Internet Radio
GimmeRadio is a good example
of how much a website can offer.
Log in to gimmeradio.com (it’s free,
no subscription fees) and start listening
to the streaming music; then enter the
chat room and it’s like bellying up to
an international, virtual version of a
lively bar at a metal club (except you
don’t have to shout to be heard).

“Our listeners are pals with the staff,
DJs and each other at this point,” said
Brian Turner, the Program/Music Director
from GimmeRadio. “We’re also discovering music from our listeners (they have
hosted Listener Guest DJ spots, too, from
everywhere around the world, even Iran)
and the whole blueprint of Gimme always
included having the listeners as much in
the spotlight as what’s on the air.”
Listen to GimmeRadio for any amount
of time and you’ll probably hear some
things you know and love and be
introduced to some music you may well
never have heard before… which mirrors
the experience I had listening to the
radio back in the early 1970s, but on a
more personal level. And if you like what
you hear, you can keep track of new
music by adding it to a wishlist built into
the website; no more waiting around for
the DJ to announce what you just heard!
I asked Brian why GimmeRadio decided
to forego the traditional playlist and
allowed the DJs to curate their own music.
“I think an elementary thing of what
Gimme does is bridging the moat
between artists and fans,” he said.
“Our listeners are deep, thoughtful, music
fans who can sense BS and companies
who try to be cool and cater to them but
don’t have their souls invested in music.
Listeners want a station that’s open wide
with choices and has hosts and staff
who loves music as much as they do.
Musicians who have appeared on Gimme
with shows, from kids making black
metal in their Scottish basement right up
to Dave Mustaine, all share this common
trait: they love music. They love playing
and talking about the music they’re
into, schooling listeners like you’re just
hanging in their record parlor.”

The Less Well-Defined
Part of the Internet
Somewhere between actual internet
radio stations and the ubiquity of
YouTube there exists a variety of different
outlets that could, potentially, be used by
an enterprising extreme musician.
There are a number of music sites like
Live365 that host a wide variety of
“stations” under a broader umbrella, and
this includes many stations that play
metal, punk, hardcore, or straight up

experimental noise. Besides the obvious
avenue of contacting the programmer/
DJs of these stations, you can start
your own station as well and use that
as a platform to promote your own
material, play artists you either know
personally, were inspired by, or just
want to give a leg up. Live365 takes
royalties seriously and works with all the
relevant licensing companies (ASCAP, BMI,
SoundExchange, etc.) so the artists you
play will be compensated.

Podcasts
While not exactly radio, podcasting in
an interesting corner of the internet
landscape. Most people think of
podcasts as being used for news or
information, but they can also be used
to promote your music. Guesting on
podcast is a no-brainer marketing move,
but creating a podcast for your band and
using a hosting service like Buzzsprout
or Blubrry (there are many others to
choose from) can get your program
listed in podcast directories across many
platforms. This may not seem as likely
a choice, but it does offer an intriguing
way to promote your music, especially
if you consider using it as a platform
to communicate with your fanbase by
sharing stories, tales from the road, or
insight into your writing process.

The Very Commercial Side of
the Internet
We would be remiss if we didn’t mention
those well known websites that are
backed by the tech and media conglomerates: YouTube, Spotify, Pandora,
iHeart Music, and all the rest.
YouTube is perhaps the most intriguing
of the more mainstream sites for
extreme musicians. It’s easy to upload
your own music and then direct people
to the channel, but the promotion is all
up to you. It cuts both ways: there are
1.9 billion people who access YouTube,
but the competition is fierce and you’re
fighting for a sliver of attention from
users who are inundated with content
that is slick, well produced, and targeted
to sate their individual viewing appetites.
Uploading a song or video to YouTube
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is easy enough, and if you want to
delve into the tips and tricks, there is
the YouTube provided Creator Academy
which starts off at a very rudimentary
level but does cover some of the finer
points like “Channel Optimization” and
“Money and Business”.
Devin Townsend, interviewed by
Ultimate Guitar’s Justin Beckner in
October 2020 (https://bit.ly/34mUFLP),
was asked how he felt about YouTube
being used as an avenue for gaining
exposure. “I can’t imagine another way
to do it right now,” Townsend replied.
“The way I got into it doesn’t really exist
anymore...I think you just have to use the
technology that is available.” But he went
on to point out that there is a downside
to putting your material out on a social
media platform that invites interaction
with the viewer. “It’s a hugely toxic
environment and it has become a game
for a lot of people to see if they can get
under your skin.”
The attraction to YouTube over something
like Spotify, for instance, is that you don’t
have to go through an artist distributor,
label distributor, or delivery platform to
get your music on the internet. On the
other hand, if you do pay for a distributor
service or delivery platform, they handle
the business side of collecting any
royalties that might be owed to you. It
bears pointing out (though it’s well
understood at this point) that only artists
with billions of streams are seriously
profiting from a streaming service, which
pays out percents of a penny per stream.
The same math that keeps terrestrialcommercial radio from playing extreme
music is at work here: the biggest metal
bands you’ve ever heard of get (roughly)
a fifth of the streams of the top pop
artists, and therefore less of the overall
market share.

Playlists
If anything on the web has replaced
real time streaming radio, it’s curated
playlists on the streaming services.
Listeners don’t get the charm of a local
DJ but they can see the songs, play
through, shuffle or pick and choose.
In the hands of a good curator with
a recognizable name and frequently

updated, a playlist can scratch the itch
for new music, and endorse the listeners
taste with the bonafides of the curator.
Not surprisingly, a certain streaming
service has found ways to use playlists to
avoid paying artists (read Rolling Stone’s
2019 article on Spotify’s fake artists), and
a host of dubious services offering to get
you placed have popped up, but if you do
manage to get placed on a playlist with
an audience, you might see a bump in
your plays, engagement and sales.

Wrap Up
We’ve really only scratched the surface of
what is available to the entrepreneurial
musician on the internet. It remains one
of the few media outlets that is still open
enough to allow for experimentation and
innovation. Perhaps a young listener in a
kitchen in San Francisco won’t ever again
hear a song on a beat up Panasonic
FM/AM radio and become a metal fan;
but just maybe one of the songs you
create will be heard on GimmeRadio or
a YouTube channel by a young person
with open ears who will carry on the next
generation of extreme music. 

Things to check out:
INTERNET RADIO STATIONS
GimmeRadio.com
TrendkillRadio.com
AccuRadio.com
INTERNET RADIO STATION DIRECTORIES
Shoutcast directory
Live365 directory
TuneIn Radio directory
TERRESTRIAL RADIO
Rebel Radio (92.5 FM Antioch, IL)
Sweet Nightmares (90.1 FM Houston, TX)
iHeart simulcast directory
OTHER THINGS MENTIONED OR SOURCED
Soundfly.com article on Sirius XM play
UltimateGuitar.com interview
YouTube Creator Academy
GET PAID FOR RADIO PLAY
ASCAP.com
BMI.com
SoundExchange.com

GIMMERADIO,
TRENDKILL, &
ACCURADIO:
How to submit to 3
different platforms

Into the rabbit hole of internet radio tech

Gimme Radio

At the very bottom of the stack is streaming software. These are software packages that live on a server and transmit audio to the world in a real time stream.
ShoutCast Server is the big one, with both free and paid versions. It’s cousin,
IceCast comes in second, followed by a bunch of smaller players. Buy a server,
install one of these packages, pay whatever license is required (ShoutCast is $9.90/
mo for the Premium package), and start talking into a microphone. Anyone in the
world who has the IP address can tap into the stream and listen to you ramble.
The upside: it’s infinitely easier to start one of these than terrestrial radio. The
downside: it’s still fairly difficult, it requires dedicated hardware and maintenance,
and you can’t legally play music you didn’t release yourself without getting
involved with licensing.

Brian Turner, Program Director:
“Generally it’s an open field. We
will air hugely known bands as
well as completely unknown. [The]
only criteria is that the band has
something original to say, and is
coming from a pure place, as faithful
to or as outside the lines of what’s
traditional in the past and present
of metal. We especially consider
bands from small or independent
labels, and work with the usual
performance rights organizations
to handle compensation. If you’re
interested in submitting a song,
use the music@gimmeradio.com
address. We encourage all to send
links or files. I check them out and if
we like it we’ll add it to the rotation,
perhaps forward to specific DJs who
may like to play it.”

Trendkill Radio

Bobby Rayfield, Program Director:
“Artists can go to TrendKillRadio.com
and click the contact tab. At the
bottom of the page [where it says
Drop Us A Line], they can directly
message us with their promo
materials such as Bandcamp links
and download codes. We listen to
everything that comes our way.
We have hosts from all over the
world who put together blocks of
music every week. No algorithms.
It’s human participation directed
toward our stations listeners
and supporters.”

AccuRadio

From their website:
“We can consider commercially
published music from artists who
are registered with SoundExchange.
Our Terms and Conditions have more
information about these policies. To
submit music to us, please contact
us at artist-contact@accuradio.com”

BY JASON MUXLOW
Kicking around the germ of this article with Sebastian led me down a rabbit hole
that seems worth sharing. None of it really seems actionable for musicians, but it
was definitely interesting. This is definitely not intended to convince anyone to go
start a radio station. If anything, it should deter the idea.

To address the hardware problem, there are companies that stream radio the same
way SquareSpace or a web hosting company serves your site. Generally inexpensive ($5/mo seems common), they handle all the hardware, software, and internet
uptime, and may offer rudimentary station management tools. Not surprisingly,
ShoutCast (the company) offers this service, as a well as a directory of stations
using it. But many of these services require stations to stream from their computer,
requiring a solid internet connection to the server, hard drives full of music, and
tools for managing playlists, schedules, ads, bumpers, etc. And stations can still
only legally broadcast talk until they get the proper licenses so the songwriters get
paid.
The next tier up is something like Radio.co, a professional broadcasting platform.
They do everything the servers companies do, but station managers and DJs work
with a robust suite of broadcasting tools hosted on Radio.co’s servers, and they
offer storage. DJs log in, build their playlist, record segues, schedule ad breaks,
and let it run. It’s really impressive, especially for the cost ($20/mo and up), but
stations still have to acquire their own licenses to play music legally. Radio.co’s
philosophy is that licensing is too unique per station to offer as a blanket, and
stations should DIY that bit so they only pay for what they need.
If licensing music sounds like too much work (and it’s neither cheap nor trivial),
Live365 offers everything Radio.co does, plus a big blanket license for all the
music, as well as targeted monetization options to help pay the bills, and placement in a stations directory that powers their app for end users. It’s the costliest
service I ran across ($60/mo and up), but it’s still surprisingly affordable considering how easy they’ve made it to start up.
In the old days, launching a radio station had huge barriers to entry, was full of
legal caveats, and offered extremely limited reach. Today, anyone can start broadcasting whatever they want to anyone on the internet in less than a day, probably
before lunch. It’s an intoxicating proposition to any music fan, but once started, a
station needs to be programmed 24 hours a day, 7 days a week, 365 days a year.
Always on, always running, always demanding your attention and fresh content.
Music licensing is no small matter, and the station has to be marketed heavily,
because there’s no point if no one’s listening. And all that requires money, which
means selling ads or subscriptions. Internet radio directories are littered with the
corpses of dead stations, proving how difficult they are to maintain. My hat is off to
anyone who can keep one of these running for more than a couple months, much
less years on end. 
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Hanzsek, recording an impromptu session with friends.

Chris
Hanzsek

Seattle mastering
engineer who also
recorded the birth
of grunge.
BY CHRIS WOZNIAK

Never underestimate the value of an
experienced mastering engineer. That
person ultimately determines how
your song or album sounds...forever.
Chris Hanzsek has that critical
experience, with a jaw-dropping list
of credits to back it up, including
recording the first EPs from Accüsed,
Green River, and Melvins, plus the
release of the seminal 1986 Deep Six
compilation — featuring Soundgarden,
Melvins, Green River, Malfunkshun,
Skin Yard, and The U-Men — on
the label he co-owned at the time,
C/Z Records. He also co-owned
Reciprocal Recording, where
he recorded all of those bands
and a slew of punk throughout
the mid-to-late ‘80s. I caught up
with Chris upon his return to the
Pacific Northwest, after a late summer
bike ride around the Rockies.
For a more complete history of Hanzsek’s
work during this time, check out the great
Northwest Passage article series on
RevolutionComeAndGone.com, starting
with this one: https://bit.ly/2HolOVP
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Tell us a bit about yourself and what
you do.
Ah, good question. I don’t get asked
about myself much, so I don’t have
a ready made answer. I guess I’d call
myself the inquisitive type. I like to
explore, gather information. I’m intuitive
rather than overly disciplined. I value
compassion. I enjoy a good challenge. I
hike, I climb (well used to, anyway), I ride
bicycles. I just finished up a 1,000 mile
segment of the Great Divide Mountain
Bike Route. 70,000 feet of gain? I even
impressed myself on this one. I even
built my own wheels. Next year, I’ll finish
up middle of Wyoming to Mexico.
What do I do? I’m still working as a mastering engineer. Except for the occasional
mixing project, that’s pretty much been
my bread and butter since 2005 when
I closed my studio in Seattle. Two years
ago I went to school to learn bicycle
mechanics and picked up a part-time
job in Seattle. Low pay, but I needed a
diversion from the music biz…
You’ve been credited as a recording
engineer, producer, and mastering
engineer. Which one came first?
I’ll have to say recording engineer. The
twinkle in my eye happened in 1980
when I was handed the keys to WDFM’s
(Penn State) production studio, where
I got hands on with the studio for

the first time. By 1981, I was cutting
demos for the room-mates bands in
Somerville, MA [Chris moved crosscountry to Seattle in ‘83 -Ed.]. In January
1984, I (along with Tina Casale) opened
up Reciprocal Recording. Ten bucks an
hour. Train noises from the adjacent
switching yard only added to the charm.
What past work/credits are you most
proud of ?
That’s a tough one. When I became
a “soundman” in ‘81 or ‘82, back in
Cambridge, MA, there was a band that
took me under wing...The D# Quintet, or
something along that line. It was modern
jazz. David Sharpe was the drummer,
composer. A dude named Bill Frisell was
the guitarist [Frisell is kind of a big deal

Hanzsek’s rediscovered 1985 electronic
album (Orbeatalize reissue, 2017).

Hanzsek’s early production work in Seattle for Green River (1985), Melvins (1986), and Subvert (1988).
in jazz -Ed.]. I did a few recordings, and
did the live sound support/recordings as
well. Good times. Leaving those guys was
hard when I decided to move to Seattle.
I guess I’m proud also of the work I’ve
done for people that needed me to do
a good job even if there wasn’t much
money involved. “I’ve made a career out
of making almost enough money,” is
pretty much my business philosophy.
Seattle punk bands of the ‘80’s – The
Accüsed, Bam Bam, Cannibal, Green
River, Jesters of Chaos, Subvert, Catalyst,
Big Top, DSML, Morphius, The Rejectors,
Suffocated, Glitterpuss, The Refuzors.
Flop was a hoot to work with in ‘96
because we had a whole month to track
an album. Rusty (Flop’s frontman) is a
creative fellow and good to work with
in the studio. I should also mention I’ve
done a ton of work for bands in Brazil,
Chile, Argentina, Australia, and Europe.

preferred to have that “big opportunity”
after I’d practiced my craft for another
year or two, but that’s not how it happened. I was a rookie and a naïve one
at that.
That gorilla featured Green River,
Melvins, and Soundgarden, among
others. Can you share any interesting
stories or anecdotes?
The sessions were really quick. It’s a
blur now. In hindsight, I really had no
idea what I was stepping into. I was
unprepared for the power struggles and

Which ones have garnered the
most attention?
The Deep Six comp was a 10,000 lb
gorilla. Did not see that coming, but
had to learn to live with it. I would have

Accüsed, Martha Splatterhead (1984).

The Deep Six comp (C/Z Records, 1986).

politics that followed. Tina Casale and
I were partners going into the project
and we didn’t quite stay partners all
the way through. The new record label,
C/Z Records, was on the skids before
the first release hit the shelves. We (I)
became unpopular in certain circles. It
had a lasting impact.
A few months after Deep Six, I was
in Ironwood again to record CZ02;
The Melvins, “6 songs” or whatever.
I decided to go live to 2-track. No big
tape, no mixing, just wham — hit record,

splice the tape, and done. I think we
tracked about 10 songs total. I got home
and listened. I heard an odd “boink”
coming from the bass rig. I asked the
band if we could meet for another
session and re-do everything. They
agreed. Helping me out at the session
were my wife-to-be Gina, Gerry from
The Rejectors, and Krist Novaselic.
After a few months the local record
reviewer reviewed it and called it
“weak, thin, and lame.”
Are you also a musician?
Yes, but I’m in remission. I’ve spent
a decade or two making recordings
(typically electronic and somewhat
improvised) but haven’t done much
in the past 10 or 15. In 2017, I was
contacted by Orbeatize Records asking
me if they could release an album that
I recorded in 1985. Apparently a cassette
copy had made its way to Europe and
met up with a label specializing in ‘80’s
electronic music. Too good to be true,
but true anyway!
What was your first mastering credit?
Hmm. Not sure... I think some of my first
mastering jobs were for C/Z Records.
Coffin Break CD? Teriyaki Asthma comp?
I think I was attempting to master stuff
the week after Pro Tools was released in
late ‘91. It was very much bleeding edge
back then. Tourniquets for everyone!
When did you realize you wanted to
focus primarily on mastering?
Yes, the DAW flipped that switch for me.
I saw that the mastering process could
get to my hands, and I saw a local market,
and I enjoyed that “finishing” part of the
process.
Is mastering more fun than producing?
Never really been totally comfortable
with that word. It’s like a big flashy hat
to me. I’m not a natural peacock. Plain
t-shirt and jeans kind of guy. Also I don’t
like traffic, crowds, airplanes.
Do you have a dedicated
mastering studio?
About half of the lower level of my home
is my mastering studio. Enough space
for a few people to relax and get work
done. It’s an awfully quiet little dead end
subdivision road that is quite peaceful.
Got squirrels, birds, maybe even a
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⬆ Two recent mastering projects for Maklak (heavy, produced by Jack Endino) and
The Lautremonts (ethereal shoegaze).

fish or two, if we get around to buying
one. The herons come around and eat
them so there’s always room for more.
Actually, the “special” part of my room
(for me) is my familiarity with my two
monitor systems. I have a set of 3-way
Focal SM-9’s and also a pair of 2-way
Genelecs. I’ve done hundreds of projects
using these two pairs, and I’ve developed
a good relationship.
What kind of bands do you like to
work with?
Oh, I’m very happy to work with anyone
who can communicate, is respectful...you
know, holds up their end of the bargain.
Talent is secondary to being a decent
person. Everyone is “in development”
at some level or another, so I focus on
being as patient as I can be.
That said, I don’t find it easy to work with
everyone. There are different types of
people and some think and do things
differently. Sometimes it’s all eye-to-eye,
but other times it’s a ton of work to find
the book, let alone get on the same page.
Some refer to mastering as a “dark
art” — a process that can’t be taught or
explained. What’s your take on that?
Yeah, I totally poo-poo the “dark art”
stuff. It’s all known and mostly very
common sense things that happen in the
process. It looks all mysterious, but it’s
really math, physics, biology, psychology.
Mastering is essentially optimization.
Typically that might involve the use of
equalizers, compressors, limiters, tape
emulators, stereo enhancers... Whatever
is deemed necessary to achieve the
desired result.

I’m not asking you to share your trade
secrets, but is there something about
your process that you feel is most
critical? Most crucial to success?
This sounds too simple, but at this point
it’s all about consistency in my workflow
(I know the tools and have a patterned
set of procedures), staying attentive
(willing to hear things “fresh” and
actually listen to input), and remaining
disciplined (resisting the urge to cut
corners).
As a mastering engineer, do you have
any advice for musicians preparing
to record an album and ultimately
bringing their work to you for
mastering?
A couple of things that might help:
1. Send me (or another mastering
engineer) a track ahead of time and
ask if the mix works well, or if it could
use a tweak in some regard. I think
most would be happy to listen and
give a quick review.
2. Consider bracketing mixes if there’s a
critical level that might go one way or
the other. “Vocal UP mix”, “Bass Down
1 dB”. That sort of thing. Then you
can pick later and hope you caught
the right choices. Stems (multiple
summable pairs) are also an option
but that gets a bit more complex.
The main thing is to focus on getting the
best mix possible. Try to keep a lively
dynamic. Use compression where it’s
needed, but don’t hammer on the entire
mix with 2-channel compression or
limiting. The track will ultimately sound
much better if it isn’t repeatedly touched
by processing.

What have been the biggest process
differentiators for you between the
analog and digital eras?
The biggest challenge in this era is
knowing when to say when. So many
options, so many choices. Where to
begin, where to end? It used to be, you
recorded until the tracks were all full
up on the tape, then you put down the
tambourine and called it done. Then you
mixed it and called it done again. These
days you might wait a week and tell me
replacement mix #8 is uploading and
could I please output master version 11
with the same upper end on all the tunes
as I had in version 2 and please do the
same for the vinyl version. I try my best
but it’s hard to manage a complex master
that requires more than a week or two
of detailed work without getting a little
worn out.
Are there any assumed or unwritten
rules that a mastering engineer
typically has for the recording/studio/
mixing engineer?
I think we all mostly do a pretty good job
of everyone letting the next guy do his

thing. There are some producer types
who will closely monitor the work and
expect you’ll follow their blueprint, but
that comes with the territory. Mastering
is ultimately not creative work. It defines
an artistic intention with well-placed
aesthetics and technical precision. You
don’t get to innovate; you strive to go
unnoticed.
It doesn’t hurt to sit on the mixes for
a few days before mastering. It also
doesn’t hurt to use a different engineer
than the mix engineer. Tired ears don’t
work as well as fresh ones. Don’t “master
real quick” at the end of a long session.
Give the mastering process a day or so to
complete. If you can listen in the morning
with fresh ears, that’s a great help.
Simplicity is a good thing. Less is more.
What should bands be wary of when
selecting a mastering engineer?
Better mastering engineers tend to do
that type of work routinely rather than
occasionally. That helps keep them
consistent and focused and confident
in decision making.

Last question: What made the Seattle
scene so special in ‘80s-’90s? We can
speculate all day but you saw it grow.
I think there is validity to the “nothing
else to do for 6-to-8 months” theory.
I think also we might have been the last
present under the Christmas Tree of
Rock, so to speak. This area was isolated
enough to allow for a distinct set of
flavors to emerge and it didn’t hurt that
we had a very livable city, low cost of
living, and a ton of bands coming out of
the woodwork. Early on it was all about
having fun. Once the labels showed up
there was suddenly more interest in
being “marketable.” I think the ultimate
trophy for the Seattle rock guy (and gal)
was to have fun and make a little money.
Not as easy as it looks. 

hanzsekaudio.com
hanzsekav@comcast.net

Ominous believes all musicians deserve
a pedalboard that reflects their unique
style and taste. That’s why all Ominous
pedalboards are one-of-a-kind, just like
the musicians who use them.
Reverb.com/shop/ominous
ominouspedalboards@gmail.com
Instagram: @ominous.pedalboards
Custom builds average $40-$150.

The twisted, tangled
wiring of music publishing

A non-legal primer on the pieces and players of music publishing,
the pitfalls of greed, and how to to avoid a lot of pain.
BY JASON MUXLOW (WHO IS NOT A LAWYER)

A decade back, my band got a small
deal and we hired entertainment
lawyer (and King Missile vocalist)
John Hall from Heraty Law to explain
the contracts to us. The first was
the record contract, the second
was a publishing contract. Those
conversations and emails with John
were my introduction to music
publishing, and while we never
sold enough for any of it to matter,
I’ve always appreciated having
some understanding of that side
of the business.

First, some terms

© Copyrights for songs

• Songwriters create songs, which are
musical compositions consisting of
melody, chords, and typically lyrics

When a song is written — not recorded,
or even written down — it is automatically protected by a musical © copyright,
and the songwriters own it. If there are
multiple songwriters, ownership is split
by whatever percentages they agree
upon (this is very important and there’s
more about it at the end).

• Songs are protected by © copyright
from the moment the song is created
(no action needed), and copyrights are
owned by the songwriter(s) by default
• Publishers control how a song can be
used, and collect certain money for the
songwriter(s)
• Recording artists create sound
recordings of songs; this is what gets
pressed and sold

When a musical © copyright is created,
a legal entity called a publisher is
automatically assigned to administer the
copyright. By default, that publisher is
the songwriter(s).

Disclaimer 1: I am not a lawyer, and this
isn’t even fact-checked by one, so take it
all with a grain of salt. And if your band is
ever offered a traditional record contract,
hire a lawyer. They exist for a reason.

• Sound recordings are protected by a
℗ phonographic copyright, which is
owned by whoever paid for the master
recording (typically a record label but
more and more, the band themselves)

A song’s © copyright is owned by
two parties: The Songwriter and The
Publisher, who are by default the same
person. It is theirs to give away.

Disclaimer 2: This stuff will never apply
to 99% of us, so don’t sweat it too much.
Just learn enough to be aware what’s
happening if your band gets traction.

• Both © & ℗ copyrights are assets that
can bought and sold

Why that matters to bands

Lastly, if this piece comes across as sour
grapes, it isn’t. Our label was really good
and fair to us!

1. There is a legal distinction between
the songwriter and the recording artist,
even if they are the same person.

What that means

2. Songs and sound recordings are two
different things, are protected by two
different copyrights (© & ℗), and earn
their own revenues.
3. Publishing is only concerned with
songs and their © copyright; artist
royalties are a whole other thing.
4. Everything gets more complicated
when multiple people (a.k.a., a band)
write a song together.
5. Everything gets really complicated
when money and ego are involved.
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Artist-friendly labels and publishers
(or one negotiating with a larger artist)
might offer a co-publishing deal which
only takes a percentage of the publisher’s share and passes the rest on to
the songwriters. A rare few labels take no
stake in publishing at all.
But some deals require the artist to
also sign a separate contract with the
label’s publishing house. The publishing
contract will offer a songwriting advance
(separate from the recording advance
offered in the record contract) in
exchange for the publisher’s share of the
copyright for any songs recorded during
the contract’s term.

“We had these managers very early on...before we had a record deal.
They said, ‘Who writes the songs?’ And I said, ‘Well, I do.’ And they
said, ‘Well, that’s gonna be a problem...’”
~ From Billy Corgan on the Realities of Being a Rockstar - Joe Rogan (YouTube)

Why that matters to labels

How this stuff can mess up a band

When certain royalties are paid out, they
are split into a Writer’s Share (50%) and
a Publisher’s Share (50%).

That’s all interesting. This is where it
gets ugly. Take a few minutes and watch
this incredible YouTube clip where
Billy Corgan explains to Joe Rogan what
happened to the Smashing Pumpkins:
https://bit.ly/34lyMwb (skip to 5:05).

When a fan buys a song, the label
pays an artist royalty to the artist and
a “mechanical royalty” to the song’s
publisher, who then pays the songwriters
their 50% writers’ share and keeps
the 50% publisher’s share. In the deal
described earlier, whoever owns the label
and the publishing house just kept a
little extra slice of the pie for themselves.
It’s not evil, and honestly for most bands,
it amounts to tens of dollars, if that.
But if a band starts selling records,
getting played on the radio, has a tab
book published, gets a song in a movie...
it might matter quite a bit.
The good news it that this is all negotiable, and a band with leverage doesn’t
have to sign something like that. They
might, if they have a good relationship
with the label/publisher, but that’s what
this is all about:
• Published by Walpurgis Night Music
• Published by In One Ear And Out
Your Mother
• Published by You Make Me Sick
I Make Music
• Published by Noyes
Those are the publishing companies used
by the Soundgarden guys around the
time of Badmotorfinger. The big players
will set up their own publishing companies to capture the publisher’s share of
those mechanical royalty payments.

Corgan describes with amazing candor
how he decided early on to keep all the
songwriting royalties. He was advised
against it, he was told it would be a
problem, and he did it anyway. And it
wrecked the band, which he acknowledges and explains in detail. It all goes
back to publishing.
Remember that “mechanical royalty”
that gets paid out when a song sells?
It’s compensation to the songwriters,
and it’s currently worth 9.1¢ per song
sold (it varies with song length). Sale of
a CD with 10 songs would earn about $1
for the artist and 91¢ for the songwriters,
minus whatever they negotiated away to
the publisher (for easy math, let’s say the
songwriters get 50¢). Applied to the scenario Billy describes, every Pumpkins CD
sale would earn the bandmembers 25¢
each, and Billy would get an extra 50¢.
And if he negotiated a better publishing
deal than I laid out, he would get more
than that. Multiply that by tens of millions of CDs sold...yikes.
And it gets worse with radio play. In the
US, only songwriters & publishers get
paid when a song is played on the radio.
All those Smashing Pumpkins radio plays
likely brought in money for Corgan, little
or none for the rest of the band.

How to make it all not matter
(this is the opinion part)
If a band takes Corgan’s managers’
advice and agrees to split songwriting
royalties equally — no matter who wrote
what — it avoids a lot of problems.
For most bands who never sell enough
for publishing to matter, it’s a non-issue.
For the few that do, all the members rise
equally. And in most bands, an even split
is actually pretty fair, because there’s
no royalty for the drummer who books
all the shows, or the bassist who does
all the social media, or the guitarist with
the van, or the singer who takes care
of merch, or any of the hundred other
thankless jobs in a band.
And honestly, who wants to argue over
who wrote what in anticipation of some
royalty that they’ll probably never see?
How would you even remember? All for
one, one for all, write some jams.
That said, once you’ve agreed to split
it equally, do remember that your
copyrights and publishing are yours
until you decided to give them away.
If someone asks you to give them up,
know what you’re getting in return.
Ya never know! 

I’m not a lawyer, I just find this stuff
interesting. If you do as well, or you have
questions about music business, let me
know, and we’ll rustle up a lawyer to
answer them: jason@workhorsemag.com
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The Last Page
T

his is a fun issue. We have our first
guest editorial from Chris Beck of
the Doom Tomb podcast, and we
have our first piece from my bandmate
and rock’n’roll veteran, Suzy Bravo. Last
week, our band (Witchcryer) played the
Rock For Rent livestream show she wrote
about and it was a terrific experience.
I highly recommend trying the livestream
thing if you’re looking for something to
do in lieu of shows. It’s a fun format and
just may outlive the pandemic.
My favorite part of this issue is Chris Beck
unwittingly quoting Andrew Wood just a
few pages away from our interview with
Chris Hanzsek, who recorded Andrew’s
pre-Mother Love Bone band, Malfunkshun
back in ‘86. Andrew was gone four years
after that session, but we’re still quoting
his lyrics 30 years later. Music matters,
musicians matter.

This will be our last issue of the year.
Our next one will arrive in January, after
the holidays. 2020 has been a fucking
rollercoaster and the end of the year can
be difficult, so if you find yourself feeling
down, rest assured that you’re not alone.
The ad below is from a non-profit group
that exists solely to connect musicians
and crew with help that understands the
lifestyle and its particular challenges. If
things get dire, there are help lines, crisis
centers, local support... If you’re hurting,
use it. That’s why it’s there. We all need
a hand once in a while and we need you.

me to do some tech work, but mostly just
put food money in my pocket (I was a
terrible tech), and gave me a lot of good
advice. I still play the wah he hooked me
up with, and there’s a Hammond organ in
the corner behind me because I got the
call, “Hey, you still have that van, right?”
He was a kind and giving person and I
dropped the ball on our friendship. Now
it’s too late. That’s a hard lesson to learn,
so let your friends know that they matter
because they’re the best thing you’ll ever
get out of all this.
We’ll be back in January and have a lot to
do between now and then. Stay safe, stay
sane, watch out for black ice.

On the other hand, if you’re doing well,
take a minute to check up on your
people, especially the ones you haven’t
talked to in a while. I found out recently
that an old friend I’d lost touch with had
passed away from COVID-19. He was a
keyboardist back in Chicago who hired

Jason Muxlow,
Publisher, guitarist, cat enthusiast
jason@workhorsemag.com

MENTAL HEALTH & WELLNESS
SUPPORT FOR THE MUSIC INDUSTRY
AND THEIR FAMILIES

Backline is a platform for music industry professionals and their families to learn, ask questions,

and find clinical support to navigate mental health challenges.

Life in this industry can be incredibly isolating and difficult; Backline provides a safe, private, and

immediate place to go for help.
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