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NY:LON Connect is the annual music industry 
conference co-run by the Music Business Association 
(Music Biz) and Music Ally. Due to the Covid-19 
pandemic, this year’s event was held online for the first 
time, with sessions spread across four days between 
25 and 28 January. This report is our recap of the key 
talking points from each day’s sessions, from panels 
and keynotes to music/tech startup pitches.
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In many countries, the Covid-19 pandemic abruptly 
shut down the live music industry in March 2020, and 
nearly a year later, concerts and festivals have yet to 
return at scale. During that enforced no-touring period, 
a growing number of artists – from grassroots 
musicians to the biggest stars – have explored 
livestreaming as an alternative. Our first track 
examined the future for live music on both fronts.

THE FUTURE OF LIVE 
AND LIVESTREAMING
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The track began with a keynote interview with David Zedeck, partner and global co-head of 
music at UTA, conducted by Billboard's touring and live entertainment staff writer Taylor Mims. 
Zedeck talked about the lessons from Covid-19's live music shutdown, as well as the future for 
livestreaming and live concerts.

Zedeck noted that in the early months of the pandemic, the focus for the live industry was on 
rescheduling concerts for the late summer or autumn of 2020, before it became clear that this 
was over-optimistic.

"People said alright, 20 is a wash. Let's look forward to 21. But in the interim, everyone wanted 
to keep busy," he said. "At some point, the switch flipped from not just keeping busy to: what 
are we going to do to maintain our fanbase, our careers, put new music out and put new 
projects out?"

UTA saw a variety of activity from artists, from livestreams like Post Malone's Nirvana tribute 
and Kaskade's Grand Canyon performance, through to work developing TV and film projects, 
books, gaming and brand deals.

"Our brand partnership team did over 300 deals with artists across genres, from superstars to 
developing artists, to keep them busy with brands," said Zedeck.

UTA has been watching the blizzard of activity around livestreaming with particular interest: he 
noted that "it seems that there's a new platform if not daily, at least weekly". When live concerts 
with audiences return, Zedeck sees livestreaming working alongside them.

"We'll see streaming become more of a norm for overflow. Almost like a virtual balcony – virtual 
standing room only – for shows that are sold out. That's something we're talking to artists 
about," he said.

Zedeck also thinks that these livestreams may well be geotargeted (or geofenced) so that only 
fans within a certain distance of the concert can watch.

"We'll see a great deal of streaming as ancillary to normal business, not to replace the 
business," he continued. "You'll see people using it for markets that maybe they can't get to on 
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a tour... I wouldn't say it's a complete replacement [for a physical 
show] but it acknowledges those fans in those cities that you're 
playing for. So I think it's here to stay."

Mims asked Zedeck what he thinks the prospects are for 2021's 
festival season, given the recent news that the Glastonbury Festival 
in the UK is cancelled. He offered hopeful thoughts for events in the 
autumn, and said that in the US, the live music industry will be 
watching how the big sports leagues handle the return of crowds.

"It's seated versus general admission, but you can get some sort of 
clues about what's going to be allowed by local authorities," he said. 
"We do need consumer confidence – fan confidence – as well. The 
later ones [festivals] have time on their side."

Zedeck came back to the two key things that will dictate how and 
when live music returns at scale: "It's being allowed to have the 
events, and then it's people wanting to go to the events... First and 
foremost the authorities have to approve it, and they have to give 
some protocols that we have to work around."
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That will include safety measures for artists and their teams on the road, as well as the 
professionals in each city that they'll be interacting with: from technicians and stagehands to 
security and catering assistants.

Concerts may feel strange for fans at first, depending on the measures required for social 
distancing and mask wearing. But Zedeck was optimistic: "The artists wanna go out there, so 
that energy from the fans, whether they're masked or slightly social distanced, I think the 
artists will react to it and make it work."

When the live industry first returns, Zedeck predicted that many artists will focus on touring 
their home countries rather than venturing abroad.

"Global tours are probably the last thing that comes back, because we need to figure out how 
to make the protocols work day-in, day-out, as you're in different markets," he said.

"There are huge domestic markets, and there are huge domestic stars. They might delve 
deeper into that: their itinerary, rather than doing [just] the top eight to ten cities in their 
countries, they might also do the next ten."

"Markets they wouldn't normally go to, even in their own country... until people feel 
comfortable, and we're permitted to move throughout countries and borders."

Digging into the data on livestreams

Zedeck's keynote was followed by a presentation from Helena Kosinski, VP global at MRC 
Data, focusing on the transformation of livestreaming during the pandemic. She talked about a 
"brave new world where consumers can't attend live and still have that urge to see and 
connect with their artists, and experience that live music, as best they can".

MRC Data has been tracking and segmenting the various companies involved in 
livestreaming, with Kosinski showing an intersecting diagram of ticketing firms, video 
streaming services, game platforms, promoters, tech solutions and hardware firms to illustrate 
the blur of activity.
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While exciting, this has not yet made watching livestreamed 
concerts a mainstream activity. MRC Data has been surveying 
American music fans since early in the pandemic on two metrics: 
whether they have watched one in the last two weeks, and whether 
they are likely to in the next two weeks. In March 2020, the 
percentages saying yes to those two questions were 21% and 34% 
respectively. By the first week of 2021, they were 24% and 39%.

"It's not a mainstream activity, but the interest is very much there," 
said Kosinski. She added that for people who are watching 
livestreams, the average number of concerts they have watched is 

nearly seven. Encouragingly, 59% of them have paid for livestreams 
too, as the ambition of events has grown.

"We've seen that evolution from artists in their bedroom just going 
live on YouTube or Instagram to much more professional events, 
even from smaller artists, and figuring out how to make money from 
this, as that [physical] live revenue has vanished," she said.

Other stats presented by Kosinski included: 55% of fans discover 
livestreams through social media, while 52% find out about them on 
video and/or audio streaming services. More good news: 80% of 
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virtual concert watchers say they were satisfied with the experience, and 74% say they are 
willing to pay.

"What they want to pay for is a ticket to the livestream, rather than contributing to a tip jar or 
paying for additional meet-and-greet things," she said – although those options will have a 
place in the ultimate revenue mix for livestreams. "People are also very willing to pay for 
exclusive merch. We've seen a lot of artists capitalise on this," added Kosinski, citing Billie 
Eilish's recent performance as an example of a livestream with exclusive merch for the fans 
who paid to watch.

MRC Data has also been tracking the boosts that livestreams give to an artist's streams on 
other platforms. Niall Horan's Albert Hall performance led to a 10% bump in his global, daily 
audio streams on the day the show aired; J Balvin's Halloween event in Fortnite generated a 
15% spike for his audio streams and 33% for his video streams; while Brandy and Monica's 
Verzuz battle on Instagram generated a 248% uplift for their sales and streams.

Finally, Kosinski addressed the question raised by Zedeck earlier: about what measures will 
make fans feel safe returning to physical concerts. Masks, temperature checks, outdoor 
venues, empty seats for social distancing, and limits on the number of people in bathrooms 
were popular options.

"There's certainly a willingness to attend, but people are still generally a little bit cautious," she 
said.

The future for live – and hybrid streaming/physical concerts

The final session in the live and livestreaming track was a panel discussion moderated by 
Jake Beaumont-Nesbitt, VP of education and innovation at the IMMF. He was joined by 
Guillermo Parra, director of international events at Ocesa; Dayna Frank, president of Niva; Ali 
Rivera, head of artist partnerships and live music at YouTube; and Dominique Casimir, EVP, 
repertoire and marketing, continental Europe at BMG.

Niva has been at the forefront of the drive to support independent venues in the US during the 
Covid-19 pandemic, and she talked about the silver lining of the relief efforts.
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"You had all these people that were formerly highly competitive: 
competing for bands, employees, rooms, all working together 
lobbying their representatives, and really keeping their competition 
in business," she said. "When have we seen people fighting this hard 
to keep their competitors in business?! It's really an extraordinary 
turning point in this business... and hopefully provides a framework 
for working together going forward."

However, she warned that despite the recent passing of a Covid-19 
relief bill in the US including funding for live music venues, the 
sector remains in danger.

"Up to 50% of employees have left either for other markets or taken 
other jobs. We're certainly hoping that as soon as there are shows 
and there's work to return to, folks will come back, but it's certainly 
approaching crisis level in our industry," she said.

The level of government support for the live industry varies 
considerably around the world. Parra noted that in Mexico "the 
music and entertainment industry hasn't gotten anything from the 
government... they're suffering big time. There's going to be a lot of 
losses in terms of jobs and people transferring to other industries".
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The panel talked about bright spots, such as Niva and YouTube's partnership on the Save Our 
Stages Fest (#SOSFest) in 2020, which livestreamed artists performing from independent 
venues across the US. Rivera said that YouTube did not just see it as a one-off event, but 
rather a chance to help those venues do more with livestreaming in the future.

"Part of Save Our Stages was wiring over 20 venues across the US with livestreaming 
technology, so the idea is really to allow them to livestream into the future, to be self-sufficient 
and have another revenue stream," she said. "We tried to get the venues set up at a very basic 
level... hopefully inspiring other venues to get set up for long-term success [with 
livestreaming]."

Parra agreed with Zedeck's earlier comments about the potential for livestreaming to sit 
alongside physical concerts when the later return.

"I am pretty sure that when the live music comes back, you will have a sold out show, and you 
will have the option to do a streaming of that show so that people around the city could not 
miss that artist," he said. "Artists are going to be closer to their fans, and it's going to be an 
extra income for everybody, so I think it's here to stay."

Casimir talked about developments in Germany, where the live industry is the sixth biggest 
economic sector, and where music industry bodies and companies have pulled together to 
make the case for support.

"Recently they have turned smaller clubs into [Covid-19] test centres, and bigger venues into 
vaccination centres," she said, noting that this is good because those venues are paid rent 
while they are in use for this.

Frank said that Niva's success in the US has partly been about finding the right language to 
use with policymakers.

"In the American political system, the word 'arts' seems to be really divisive, so when we went 
out with our proposal we never actually used the words 'art' or 'artists'. We used 'workforce', 
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'employees'," she said. "We really explained how we were economic generators: that was the 
phrase that we used."

The panel also talked about some of the licensing issues around pivoting to livestreams during 
the pandemic. Parra said that labels were supportive of Ocesa's online events, apart from one 
major label.

"They wanted huge royalties for their artists to appear on streamings, so we didn't work with 
them: we worked with the other big companies," he said. "Everybody was very cooperative: 
only that big one didn't want to lower their rates. Actually, they increased their rates."

Casimir said that compromise has been the spirit in Germany. "The music business has faced 
so many different challenges and disruptions from a technical point of view, I think we're all 
pretty used to try to approach new developments in the markets as best we can," she said. 
"It's in the interest of an artist that music gets spread, but it's in the interest of an artist as well 
that there are licences behind it."

The panel looked forward to the return of physical concerts, with Parra suggesting that "the 
business will start with local acts, because I don't think international acts will be ready to go 
from one region of the world to another".

Casimir agreed. "Local artists will tour locally first under certain regulations to get it going, and 
if there will be global touring is highly depending on how we all deal with the pandemic in the 
coming months."

Rivera hopes that artists will use livestreaming when they return for their first concerts to 
audiences, so that fans around the world can "experience that moment with them". Frank 
chimed in. "The combination of having an audience and also having a livestream? That's what 
I think the industry will really find magical."
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Paid streaming’s growth has revived the music 
industry, but this revival is not without its controversies 
still: from publishing royalty rates in the US to artist 
protests about streaming payouts and label deals in 
the UK – a movement that has sparked a parliamentary 
inquiry. NY:LON Connect’s second track focused on 
streaming in 2021, including new opportunities and its 
impact on music release cycles.

GLOBAL STREAMING 
STRATEGIES
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The track began with a keynote interview with Oana Ruxandra, 
Warner Music Group's chief digital officer and EVP, business 
development, conducted by Music Ally's Stuart Dredge.

Her key point was that the horizons of what we consider to be 
'streaming' are widening well beyond the traditional $9.99-a-month 
audio services, even as the latter's growth has held up well during 
the Covid-19 pandemic.

"The importance of traditional all-you-can-eat streaming is really not 
decreased. What we've seen is people are taking up new forms of 

engagement, while also continuing to be on these all-you-can-eat 
traditional platforms," said Ruxandra. "That's what we're really 
excited about. It's not that they're cannibalistic to each other: they're 
incremental to each other... The idea of cannibalism is kinda based 
on risk assessment as opposed to opportunity assessment, and 
that's not really where our interest lies."

Ruxandra also warned the music industry not to fall into the trap of 
thinking that audio streaming is the endgame for music formats: that 
there are not more innovations to come, and to be explored.
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"Really, if we think the world has stopped evolving, and that music and the way in which music 
consumption happens has stopped evolving today, then that's pretty much the height of 
irrationality," she said. "It's kinda the height of narcissism as well. The world is going to 
continue to change, and there's going to keep on being new opportunities."

Taking those opportunities will often involve dealing with music/tech startups, and on the day 
of Ruxandra's keynote WMG announced its involvement in a new initiative on that front: Adaptr.

Launched with B2B music firm Feed Media Group, it's a pre-licensed library of 
tracks, publishing rights included, for startups to use in their products. They pay a monthly 
subscription for this, until their service gets popular enough to require direct licensing.

"It's been a labour of love for a year and a half," said Ruxandra. "The goal of Adaptr is to create 
an efficient and cost-effective tool, driven by an API, that enables early-stage startups to tap 
into music: use music to experiment, to build, without having to go through a lengthy 
negotiation process... without having to infringe, without having to use royalty-free music."

She stressed that the goal is for "all labels to be involved... all publishers to be involved: this is 
about really bringing the ecosystem for music up as a whole, as opposed to something 
specific for Warner". 

Ruxandra was candid when it came to the motivation behind launching Adaptr, too.

"It's hard to enter the music ecosystem today. The definition of competition is an ecosystem 
that enables new entrants, that enables new entrants to build and to grow. And that's not 
necessarily what music is today," she said. "We want to make sure that we're encouraging 
competition."

In return, WMG gets not just revenue from the startups' subscriptions, but access to their data: 
an understanding of how their products are being used, and how that fits into wider tech 
trends.
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"We have spent a really long time making sure that this works," she said. "This is an iterative 
process. It's not perfect today, but the goal of it is to help, and the goal of it is to put music at 
your fingertips."

What about those wider tech trends? Ruxandra talked about the accelerative effect of the 
Covid-19 pandemic: how change that would have come over three to five years has happened 
in a rush, as a result of lockdowns and changing behaviours.

"Covid has massively accelerated the digitisation of everything," as she put it. "The dominant 
trends for me feel to be live; they're interactive; they're definitely social; they enable creators to 
create and to drive experiences; they're fairly visual as well; and they're moving quickly."

During the keynote, Ruxandra expanded on three trends: social, fitness tech and gaming. 
However, she noted that the boundaries are distinctly blurred between these sectors: for 
example, the most interesting digital fitness services are both gamified and social.

"Social is going to sit across everything. It's really the lynchpin of the new digital order. 
Everything, from what we can tell, will be social and interactive," she said, noting that social 
apps are energetically building communities, entertainment and commerce features.

"What we think of as traditional 'social' is expanding," said Ruxandra. Licensing deals for 
music are part of this process, as WMG's deals with the likes of Snap, TikTok and 
Facebook/Instagram have showed.

"We've had quite a bit of success in this space, but it's really the tip of the iceberg. This is an 
emerging category for music, and for the monetisation and the creation of value for music," 
she said.

That's an important point. Social apps have been powerful promotional tools for musicians for 
a long time now, but the latest crop of licensing deals adds direct revenues to that mix.

"It's up to us to ensure that that monetisation and that value creation is there. Certainly 
discovery is there, marketing is there, but the monetisation needs to be focused on to ensure 
that there is real value for artists," she said.
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Peloton has been a big lockdown hit, but 
Ruxandra sees plenty more fitness-tech 
startups springing up in its wake

"Promotion and monetisation are two 
sides of the same coin these days. 
Ensuring that our artists get fairly 
compensated or the value that they're 
building for multi-billion-dollar platforms 
is a big part of the job that we do."

"Thankfully, these platforms are stepping 
up to the table and doing what they 
should be doing to create value, and to 
continue to allow our artists to create the 
content that engages their audience."

Fitness technology got its own track at 
NY:LON Connect this year, and 
Ruxandra is excited about the potential 
that this sector brings to music: noting 
that the global fitness industry's 

revenues have been estimated as more 
than $23bn in 2020.

Here, too, Covid-19 and its lockdowns 
have accelerated existing trends, as 
more people signed up to fitness apps, 
bought Pelotons and/or started tracking 
their activity.

"You have the big players in market that 
you would expect, and I have my Apple 
Watch and I track my oxygen levels and 
my steps on it, and then I have my 
Peloton... but then there are a ton of new 
companies coming with just really 
amazing, really creative ideas," she said.

"It's hard to tell who's going to win today, 
because it's still going to take a couple 
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of years to flesh out. But one of the reasons why we launched Adaptr is because a lot of these 
startups are looking [for music] in the health space, in the fitness space, and we want to 
ensure they can work and create with our music."

Likewise gaming. WMG recently invested in games platform Roblox – a company that the 
label's chief innovation officer, recorded music, Scott Cohen was telling the industry to explore 
a year ago at NY:LON Connect 2020 – and has been exploring the full gamut of opportunities 
with other games.

Ruxandra is a keen gamer – "I spend most of my nights, if not my weekends, yelling at people 
I don't even know across countries!" – and thinks the potential for music partnerships is huge.

"Gaming is large, its community is diverse, it's global, it's highly engaged. We expect all of 
these trends to accelerate... Critical to understanding of this area is there's an enormous 
market size and sustained engagement, and there is unmatched replayability with games 
versus anything else besides music. And there is a real long tail of monetisation," she said.

"Games have evergreen potential: developers create new stories on top of those evergreen 
storylines, and then characters and events can have their own narratives and have their own 
IP. So gaming very much aligns with the music industry in a lot of those different ways... there 
is a really powerful connection there."

Game developers have been licensing music for their soundtracks for many years now, but 
Ruxandra noted that the bigger brands of the current gaming era "have survived without music 
at scale" – in terms of licensed music, rather than original compositions and/or royalty-free 
tracks.

"That's one of the things that I think will start changing as the area becomes more and more 
competitive. Music creates an enormous amount of value. We're seeing more and more 
platforms jump into the mix in terms of music," she said. "We're going to see boundless, 
exponential growth over the next year, year and a half, two years, when it comes to music and 
gaming being aligned."
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Ruxandra also praised the creative aspect to gaming platforms and 
metaverses: where artists and labels can create virtual spaces 
around their own brands, rather than simply license in their music.

"The way in which we interact with these platforms is not distribution. 
We're focused on engaging audiences natively on these platforms, 
creating content that betters their experiences by being, again, 
arms open. Working, being nuanced, being creative. It's not just 
'Hey! Here's our music, go take it and run!' It is about a 
partnership,” she said. That notion of work to be done was how 

Ruxandra closed the keynote too, as she looked ahead to the 
opportunities and challenges of 2021.

"What I think is very obvious is that the industry is very far from 
perfect. There's an enormous amount of work to do to bridge 
divides, and we're committed to that betterment," she said. "I'm in 
this industry to help effect change. There are an enormous number 
of great things, but there are also some things that need to be 
worked on. We're trying at Warner to ensure we're working on them, 
with humility, every day, every week, every month: step by step to 
reach the future."
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The prospects for regional DSPs

Ruxandra's keynote was followed by a mini panel discussion moderated by MQA CEO Mike 
Jbara, focusing on the growth opportunities for regional DSPs. His panelists were Martha 
Huro, MD, East Africa and GM for Transsnet Music Ltd and Boomplay; and Pål Bråtelund, VP 
music at Roon Labs and initiative lead for sustainability project at vilvit.io.

Huro explained how African streaming service Boomplay has been growing, with an early 
reminder to the western music industry that "the African continent is not one country! We have 
54 countries, and all these regions are different in what they consume, and what they curate in 
terms of music!"

Boomplay has been steadily expanding by opening local offices across Africa, to sign up local 
music and understand the tastes of listeners. Other DSPs are doing the same, but Huro said 
none of them are Boomplay's biggest rival.

"Our biggest competition is piracy, actually. It's not other DSPs. Most of the continent, they 
[listeners] get their music for free, so [they think] 'why should I buy music when I can get it for 
free from illegal sites?'"

Boomplay has worked hard to make its service mirror the way many African people hear music 
in clubs, as DJ mixes, by adding features like crossfade, equalizer and playlists.

"70% of our total streams come from the African content," she said. "That also gives us the idea 
of making sure we get most of the African content on the app before we move over to 
international content." However, non-African music is still a key part of Boomplay's catalogue, 
she stressed.

Roon Labs isn't a DSP as such: it's software that people can use to manage their music 
listening at home, including their own collections, and music from subscription services like 
Tidal and Qobuz. It has worked with 120-130 hardware partners on its 'Roon Ready' 
technology too. "Think of it as a very, very advanced Spotify Connect," he said.
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Bråtelund is also a key figure in the Vilvit.io project, which is hoping 
to cut the costs and the environmental impact of streaming by 
creating a 'global repository of recorded music' for DSPs to draw on.

"There is a lot of talk about the energy footprint in streaming, and 
that is a good thing," he said. "What if, instead of pushing around a 
lot of audio files, what if we just sent around metadata? And if the 
files were located in fewer places, and consolidated places, that 
would ease the energy footprint of the entire music industry."

'Vilvit' is the Norwegian word for 'vault', and Bråtelund said that there 
would need to be several such repositories – "at least on every 
continent". But once created, he thinks such a system would lower 
the barrier for innovation from new companies in streaming.

"You don't spend your next six to 12 months ingesting files, and 
being one more company that hosts one to two petabytes of music 
on Amazon or another cloud hosting service," he said. "I have this 
naive idea that this can lower the threshold of innovation in the 
music industry!"
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The conversation turned back to Boomplay and Africa, with Huro talking about the way the 
music industry there is not as organised as in the west.

"What we call labels in the African music industry is not equivalent to what you call a label in 
the west. It's not as organised as that," she said, explaining why Boomplay uses the term 
'content providers' instead.

"CPs are very many. Artists themselves: someone who has one room they make music in? 
That's a label. That's what they consider a label!" she said. For that reason, Boomplay enables 
musicians to sign up and upload their music directly to its platform.

However, Boomplay has also worked with collecting societies in various African countries to 
reach out to artists, ensuring that – in Huro's words – "we are not ending up signing every Tom, 
Dick and Harry in terms of content providers".

Boomplay now has more than 45m tracks on its service, and is working hard to curate playlists 
to help its users find their way to the gems. The demand is such that she hopes it will stimulate 
more investment into African music.

"Financial backing is a big issue. For you to create music you need to have finances. We've 
seen that gap is quite huge," she said. "We've seen people trying to invest... but we also need 
more people to invest in the music industry."

Remixing release cycles amid Covid-19

The final session in the global streaming strategies track was another panel, focusing on 
'remixing release cycles to reflect the modern music business'. Music Ally's Patrick Ross 
moderated, with the panel comprising Amaechi Uzoigwe, manager of Run The Jewels; Isabel 
Quinteros Annous, senior manager, music partnerships and artist relations at TikTok; Ernesto 
Sanchez, Mexico and LatAm editor at Deezer; and Sam Hill, senior director, global digital 
marketing at BMG.

The panel started by talking about the pace at which hits can spring up on platforms like 
TikTok, from Olivia Rodrigo's 'Drivers License' to 2021's sea shanties craze. Hill added that 
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one of the side effects of the Covid-19 pandemic has been the 
willingness of artists to experiment on new platforms like TikTok. 
Other trends are at work here too though.

"The amount that the demographic for those platforms has widened 
out over the last year has meant there's more opportunities," he said.

"TikTok was an incredible laboratory," agreed Uzoigwe. "It's not for 
everyone, and it's something of a lottery if you get it right... it's 
something that takes a real commitment to do right, in my opinion."

"When Covid lifts we'll see how much we go back to and how much 
of the new stuff we stick with, but it has been an incredible 
opportunity to experiment," he continued. "It's been liberating. It's 
been empowering. Of course, it's unfortunate how it came about... 
but hopefully we'll have learned so much and developed these new 
skills around how to engage with this new ecosystem."

Uzoigwe added that before Covid-19 struck, he thought the music 
industry "was lagging in how it was approaching visuals", but that 
lockdown creativity has helped it to catch up.
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"Young people, they listen with their eyes as much as their ears. If you're not speaking to that 
algorithm, you're not going to get very far."

From a streaming service's perspective, Sanchez agreed that Covid-19 has spurred plenty of 
experimentation from artists and labels.

"A lot of people are getting out of their comfort zone and trying different genres. We see the 
typical pop stars in Latin America are crossing genres and doing versions of the same song in 
different genres... reggaeton, trap... Every month they are changing the same song with 
different genres, or doing a lot of featurings."

Sanchez also talked about Mexican star Christian Nodal as an example of new strategies in 
action. In April 2020 he released a seven-track EP called 'Ayayay!', then as those tracks 
became popular, he put out a 130-track deluxe edition in September to coincide with Mexico's 
Independence Day. Then, in November he added one more song for a 'Super Deluxe' edition.

"That song, a duet, became the most successful song on Deezer in December and January," 
said Sanchez. "The bonus tracks used to be just B-sides or the leftovers of the album. Now, 
and there are more examples, people are waiting to release their best song until the end."

Hill talked about another campaign from a high-profile artist, Kylie Minogue, whose burst of 
lockdown creativity ended up as her 'Disco' album, with a marketing campaign that couldn't 
hit on the usual touchpoints for a pop album. Promo trips hopping between countries were out, 
and Zoom video interviews were in, for example.

"Then you can play around with the content. Are you going to do something with a TV show in 
the US? What are you going to send? Quality content doesn't mean 'hi-fi content'. Quality 
content just means stuff that people enjoy."

"It's forced you to really understand your audience," added Uzoigwe. "That's been a real 
interesting challenge for a lot of people. For example, it's forced you to do without the usual 
things that you take for granted: touring, in-stores, radio... all these things that hand you 
audience. They put the audience right in front of you. These things were all of a sudden ripped 
away from us... so we were forced to try new things and win audience."
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Something else emphasised during the pandemic is the global nature of the modern music 
market, with audiences tuning in for livestreams from across the world, and marketing 
campaigns spreading globally too.

"To me, everything is international," said Quinteros. "You can't really have 'I'm going to try to 
release in the US this hour and then release in New Zealand in a different hour. Trying to 
separate territories now just seems counterproductive."

Uzoigwe agreed, although he noted that reaching a global audience does not mean artists 
can't try to target specific markets strategically, for example with local collaborations and 
partnerships.

Run The Jewels, for example, led with culture, art galleries and apparel partnerships when 
they made their move in Latin America, while Sanchez noted that they had been embraced in 
Mexico due to a collaboration with local rapper Santa Fe Klan.

"Gone are the days when you can lead with arrogance and assume that because you're 
coming from America, people should listen to it," counselled Uzoigwe. "You've got to earn their 
ears and eyes, wherever they may be."

As the panel drew to a close, the speakers offered some of their hopes for the future. Sanchez 
is keen for artists and labels to bring DSPs like Deezer in on the secret when planning surprise 
album drops.

"Suddenly Bad Bunny drops three albums out of nowhere and you have to run for assets, and 
you don't have time to plan with the label!" he said. "I understand the surprise factor, but we 
can do it privately with the record label. 'Okay, let's plan something around it...'"

Uzoigwe hoped that collaborations tapping into the internationality of music would continue, 
as well as artists redoubling their efforts to super-serve their fanbases.

"That value exchange between the artist and the fans is critical. Don't take the money that 
people are spending on you for granted, ever. And give them value," he said. "It's not always a 
transaction, a sale. It could be free stuff, for the people who are there for you every single day."
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In 2020, a movement called #TheShowMustBePaused 
made the global music industry sit up and think, talk 
and promise action about a lack of diversity, equity and 
inclusion within the business. The biggest companies 
in our world created funds and made ambitious 
promises, but what has the progress been since? The 
first track on the second day of NY:LON Connect 
discussed what’s been done, and what’s still to do.

DIVERSITY, EQUITY 
AND INCLUSION
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The track began with a keynote interview with Binta Brown, founder and CEO of omalily 
projects and co-founder and co-chairman of the Black Music Action Coalition; and Paulette 
Long OBE, deputy chair of UK Music's diversity taskforce. Music Biz president Portia Sabin 
was the moderator.

Brown talked about her desire to see change at the highest levels of the music industry. "It 
matters who's running these companies. it matters who's making the decisions as to what is 
being put out and what isn't put out," she said.

"It matters as to what contracts are being negotiated... and the ethics that are brought into the 
business... As a black woman I have a viewpoint and a perspective that, particularly in a 
multi-racial country like the United States, is valuable."

The keynoters talked about where the music industry is now in regards to diversity, equity and 
inclusion, in the wake of last year's #TheShowMustBePaused movement – which continues – 
and public discussions of racism and inequality within the business.

"I'm hoping it's not just a knee jerk reaction to what's going on. I’m looking for legacy changes, 
with everything I’m involved in at the moment, if I can’t see the legacy – a breaking down of 
the systemic issues within organisations and their culture – then I really don’t want to be part of 
it," said Long.

She added that 2020 was an important moment for conversations about race, both within the 
music industry and outside of it.

"I realised how many things I held down for so many years, I  just managed it and lived with it. 
I didn't have the appropriate words for it," said Long. "I didn't know about terms like 
microaggressions, white fragility and gaslighting which are now being used, I'm just pleased 
to have terms that I can use for the things that have been happening for years, people would 
just look at you and say that's your issue."

"This is a moment in time when we can bring about actual change, but it’s been a long time in 
coming," she added, relating to the efforts being made in the UK since 2009 around a music 
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industry diversity charter. Back then the key industry organisations 
were enthusiastic about signing it, but rather less energised to 
actually implement it.

"I want to hold everybody to task. When I go out, I speak as openly 
and honestly as I can. This is a moment when we have to find all our 
brothers and sisters of all creeds and colours to get on board and 
make sure we smash this thing."

Brown said she couldn't agree more, describing the current moment 
as one where "permanent change" can be seized.

"I don't want this cycle of making a little bit of progress and then 
swinging way back in the opposite direction," she said, adding that 
change is not just about diversity and inclusion, but about 
"participating in the value that's being created: being equitised in 
what we're creating and what we're building".

She came back to Long's point about the open discussion about 
negative responses when Black people talk about racism and 
inequality, and how that has given the confidence to push back.
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"We act like Black people aren't entitled to anything: that we shouldn't be equitised or be able 
to earn in the ways our white peers are able to earn," she said. "We're not crazy! We haven't 
done anything wrong. The only thing wrong we've done is allow ourselves to think we're crazy, 
because of what other people were saying about our approach and our vigilance in fighting 
and advocating for the civil rights, civil liberties and equality of Black people."

Long remembered earlier in her career admiring the progress that had been made within the 
US music industry – "I'd see Black executives that would come across [the Atlantic] from 
BMG… and think wow, you have Black executives!" – compared to the UK. However, she 
warned that some of the gains were wiped out by the emergence of Napster and file sharing.

"The industry started to pull back. From my viewpoint the first people who got cut were the 
Black artists from major labels... if there were any black executives, soon enough they weren't 
there any more," she said. "We were the first ones to be ‘lobbed off’, and I think there hasn't 
been ample recovery since then. Unless we do something different, if another scenario, 
another Napster type change comes along, we are again going to be in a precarious position."

Brown agreed, and talked about the wider picture in the US of consolidation – of the radio 
industry, of tech platforms and streaming – and its impact on the opportunities for Black artists 
and executives. She also offered a nuanced perspective on recent moves to rebalance the 
situation.

"We deserve to have a place at the table. And, by the way, not just working on Black music: 
R&B and hip-hop. A lot of us have the ability to market rock'n'roll, country music. To make 
rock'n'roll and country music and the other genres that exist!" she said.

Brown also warned the music industry to avoid simply giving Black executives vanity titles 
without the compensation, discretion, autonomy, authority and opportunities that white 
executives are given. "It's giving somebody a title, but at the same time giving them the pay 
that goes with that title. Giving them the authority, giving them the discretion, giving them the 
seat at the table that goes with that title."

28



Long agreed, and hailed UMG's recent launch of 0207 Def Jam as a 
frontline label in the UK, run by Alex and Alec Boateng. "It's brilliant 
to see young Black executives there. I want to be sure we learn from 
any mistakes made in the States," she said. "What can we do to 
make sure that it's a label that's here to stay, and here to make a 
difference?"

"One of the things we need to make sure we're focusing on, when 
you have a sub-label or an imprint that is performing and is 
generating real value, is to make sure that it's not treated as just an 

imprint or a side thing, but that it has the ability to be elevated to the 
same level as the other labels within the label group," added Brown.

She also called for continued efforts to make sure there are "more 
Black folks, and more Black women" at board level within the music 
industry, as well as giving proper corporate clout to the diversity and 
inclusion executives at the big companies, so "it's not treated as this 
side thing, this box that needs to be checked".
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The session ended with both Brown and Long making a powerful case for the positive impact 
of the music industry becoming a more diverse, inclusive and equitable business, rather than 
this being seen as a threat.

Brown addressed the challenge of “a presumption of scarcity” where some white executives in 
the industry may feel threatened by calls for diversity, equity and inclusion because they think 
it will mean they are pushed out.

“We need to switch to a presumption of abundance, where there is space at the table and the 
pie can grow,” said Brown. “A lot of people are still operating from a space of fear and 
scarcity. ‘If those people are getting that opportunity, it means I am not getting those things’.”

(After the event, Brown expanded on this to Music Ally: “There are certainly many white 
executives who are allies and who do not feel threatened. We work with them every single day 
as true partners and we love these folks because they are at the front lines with us in pushing 
for a fairer industry.”)

During the panel, Long mirrored that view. “It’s such a nonsense thought process to think I’m 
here to replace you. If you allow me to do what I do, then your organisation can grow and 
there’s more space for others,” she said, before Brown continued.

“I don’t want to replace you! I know I’m talented, I know that when we’re there, there’s more 
opportunity for more people. We should not be seen as a threat or something that’s going to 
be taken away, but as something that’s going to enhance the value of the enterprise.”

“The idea that there is not enough space for everyone who is talented is the reason our 
business is not as big as it could be… if we got rid of some of the things that make us think we 
have to see things in a smaller way to protect our turf, maybe it could be a larger industry with 
more people participating in the value. Imagine that!”

Diversity, equity and inclusion in the music industry

Brown and Long's keynote was followed by a panel session moderated by Yasmin Lajoie, 
music manager and intersectionality chair at shesaid.so. The panel included Priyanka 
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Khimani, chapter chair of WIM India and partner at Anand & Anand 
& Khimani; Katrina Lopes, president and owner at KL Management; 
and Robin Millar CBE, chairman of Blue Raincoat and Chrysalis 
Music Group, president of Scope UK and music producer.

The session began with a discussion of two terms: equality and 
equity, and the difference between them. "Equality means treating 
everybody the same. Equity means respecting and realising that 
people have differences, and making the necessary 
acknowledgments and actions to give those people an even 
chance," was how Millar defined them.

Khimani described them as two steps in a process, noting that in 
India "we're still trying to establish the most basic definitions of 
diversity: if I can even establish equality, for me the second step 
would be to talk about equity. We still have unfortunately a long, long 
way to go as far as that is concerned."

Lopes moved on to talk about the definitions of diversity and 
inclusion. "In film, diversity might be having a diverse cast, but let's 
say you have some Black folks as cast members, but you don't have 
a makeup artist and a stylist who is familiar with Black hair. That 
would not be inclusive," she said.
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"Or if you had a concert or a show and decided you wanted to focus on having more trans and 
non-binary artists on stage, but didn't take that step to have gender-neutral bathrooms. That 
would not be inclusive."

Lajoie offered another take on the difference. "Diversity is being invited to the party, and 
inclusion is being asked to dance! People leap to be more diverse, but they don't think of the 
implications, or the ways they can be more inclusive."

The panel moved on to how companies in the music industry (and beyond) can move forward 
with diversity, equity and inclusion. Khimani warned that it is a long-term process rather than 
an easy quick win.

"It's certainly not overnight. Any of these efforts to be more diverse, more inclusive, goes deep 
down to culture. And whether in a workplace or industry, setting a culture takes a period of 
time. It takes a concentrated effort," she said.

Khimani's own law firm is a good example: the ratio of women to men attorneys is 9:1, but that 
has been a lengthy process of cultural change.

"One part of it would be for me to recruit female attorneys, but there is a whole other part: is 
the workplace environment conducive for them to remain in the workforce?" she said, citing 
young mothers as an example.

Millar took up the theme. "To me, inclusion means respecting and pre-empting and thinking 
about your workplace, your business, so that you are automatically going to value and you are 
going to attract the right people," he said.

"It can be as simple as providing a place for people to pray; providing a way for them to work 
with children; providing them with accessibility. Bringing people onto the panel when you're 
about to meet people to appoint them who look like they do, so they feel 'I could flourish here: 
I'll bring my best'."

Millar said this is why, although quotas can be a useful way to measure progress in making a 
company more diverse, what's really important is the effort put in.
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"It's about how widely you advertise, how clear you make it that your workplace is welcoming 
for everybody. And that you are not going to wait to be asked to make those adaptations: that 
you already do. And when people can bring their best to work, by and large you'll find that the 
diversity of your workforce will increase, and the power of your business, and the success of 
your business, will increase."

The conversation returned to the importance of language, and its ability to marginalise people. 
"I would love people to just think: drop the tag. Drop the adjective," said Millar. "Just drop the 
'Black female executive', 'blind record producer', 'disabled comedian'. Just drop it. I'm just a 
record producer! I don't want to be a blind record producer, I just want to be a record 
producer... Stop tagging people!"

The panel also talked about the task of on-stage diversity, and particularly whether festivals 
are at fault for putting on lineups stuffed with white men performing. Lopes suggested that 
audiences are much more open to diverse bills than many festival organisers think.

"Bridgerton on Netflix has been quite diverse: it has had people of colour in it despite being a 
Regency drama, and it's done really well," pointed out Lajoie. "It's exceeded expectations. 
People are ready for it [diversity] – they don't resist it when it's presented to them."

Millar agreed. "If your business, or your festival, or your movie or your TV series actually 
reflects the audience that's out there – the real audience... it's going to do better! Because 
you'll be more in touch with the wider audience. You'll make better decisions about your 
business, your festival, and it will feel more welcoming to a much wider variety of people.”

"If you're only used to having white men at your festival, you'll be amazed. [By having a more 
diverse lineup] you'll sell more tickets. This is the really important thing, isn't it, that we need to 
stress to people. These are good decisions. These aren't 'do-good' decisions, they're good 
decisions."
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Hipgnosis, Round Hill Music and other companies 
have been splashing huge sums on catalogues of 
songs, but is the market overheated – or simply a sign 
of the enduring value of those works? The fourth track 
of NY:LON Connect 2021 explored what’s next for 
music publishing, including the future for royalty 
collections, and how publishers are taking advantage 
of some of the new digital tools at their disposal.

THE FUTURE OF 
PUBLISHING
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The track's keynote interview saw Josh Gruss, CEO of Round Hill Music, interviewed by Cliff 
Fluet, partner and head of media and entertainment at Lewis Silkin. Alongside Hipgnosis 
Songs Fund, Round Hill is one of the most active investors in music rights at the moment, and 
recently went public on the London Stock Exchange to further its ambitions.

Gruss originally started Round Hill to blend his experiences as a musician and in the 
pharmaceutical industry. "I said to myself: if investors are interested in pharmaceutical 
royalties, then how about music royalties?" he said. "I scanned the space, saw there was no 
pureplay fund dedicated to music royalties, and I thought: aha!"

This was in 2010, when the music industry's streaming-fuelled revival had yet to kick in, which 
Gruss admitted didn't make the process of raising money for Round Hill's initial fund that easy.

"We had hundreds of meetings with extremely sophisticated investors, and none of them had 
really come across the space," he remembered. "It really told me that this was an 
undiscovered, very inefficient marketplace, if none of these sophisticated investors knew 
anything about music royalties."

Gruss noted that this is a wider issue around music publishing: its intricacies aren't 
understood by many people – including even experienced executives in the recordings 
business, in his view – and that was true in 2010 too.

"Most people had this preconception that music was extremely risky, and didn't understand 
that there was an aspect within the music business, which is music publishing, which actually 
isn't so risky. It's quite low-risk, not a lot of volatility, just a very steady cashflow aspect to it. 
That's what drew me in to the business, because my risk tolerance is pretty low!"

Fast forward to 2020, and music rights were hot, with catalogues changing hands for hefty 
amounts of money. Gruss feels like the current excitement around the space has stepped up a 
gear in the last six months – a far cry from Round Hill's early days, when its main competition 
for acquiring catalogues was BMG and Kobalt's first music fund.

Gruss broke down the current "perfect storm" of interest, noting that low interest rates have 
brought down the cost of capital for investors; a potential change of tax regime in the US has 
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had an impact; and less positively, that the Covid-19 pandemic has 
given songwriter-artists a reason to consider selling their 
catalogues.

"In their artist lives, they're normally on tour and bringing in lots of 
gross revenue from being on tour. That might not be there right now, 
and they're plugging that hole by selling their catalogue, or a portion 
of their catalogue," he said, before adding a fourth factor.

"Once you see Bob Dylan sell his catalogue, that means it's okay for 
everybody else!" said Gruss. "There was a stigma around selling 

those rights for certain artists, and maybe some of that stigma goes 
away." Or as Fluet quipped: "Dylan goes electric and everyone else 
follows!"

Gruss talked about Round Hill's recent IPO, explaining that the 
company's first fund had a 10-year lifespan: "there are very 
traditional private equity structures to these funds. Within 10 years 
we need to buy those assets and ultimately create liquidity for the 
investors".
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Going public was a way for Round Hill to do that rather than sell the catalogues – Kobalt's 
recent decision to sell its first fund's portfolio to Hipgnosis being an example of the latter – and 
thus continue administrating and managing the songs.

"Why sell those if you really believe in those going forward?" was how Gruss put it, before 
explaining Round Hill's decision to go public on the London Stock Exchange as partly 
motivated by the fact that Hipgnosis had already done so, and thus handled the "heavy lifting" 
of educating investors there about the music rights business.

Round Hill has focused mainly on older catalogue music thus far: 95% of its assets fall into 
that category, and within that it is weighted towards rock music, which Gruss sees as so far 
having weathered the test of time better in the streaming world.

"In streaming, people in the rock categories are still listening to music from the 60s, 70s and 
80s, whereas in the pop categories, R&B and hip-hop, it's still 90% music from the past 10 
years or so," he said.

However, Round Hill isn't ignoring those genres and newer works. "Once you establish a 
strong foundation of catalogue, that kinda gives you the licence to play that more risky area of 
going for the hits," said Gruss. That's the other 5% of Round Hill's activity, including its own 
label and publishing deals with current songwriters.

This plays in to the company's pitch to musicians: that it's more than just an investor. "We're 
not just an entity with a cheque book that is assigned to go out and buy rights, and leave all 
the work, and publishing work, to someone else to do," he said.

"We do our own administration and we have a suite of services. It becomes a partnership... I'd 
say we're custodians, but we also want to have proper incentive, proper alignment. If a 
songwriter or an artist on the master side sells us a portion of their rights, then we're both 
rowing in the same direction."

Owning catalogues gives companies like Round Hill and Hipgnosis a stake in the industry 
debates around how songwriters and songs are valued in the streaming ecosystem. In its 
submission to the UK's parliamentary inquiry into streaming economics, Hipgnosis criticised 
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the current division of royalties between songs and recordings. 
Gruss expressed similar sentiments at NY:LON Connect, in terms of 
what the split should be.

"I think it should be around 50/50. You don't have a recording without 
the song. You also don't have a concert without the song. Someone 
has to write the song, and that's probably the hardest part of the 
business. Or not the business: the process," he said. "I'm a 
musician, and writing songs is really tough! I admire every 
songwriter who works day in, day out to do it. So I don't see any 
reason why the song should be valued any less than the recording."

Gruss went on to admit that the recent decision in the US not to 
reshape the 'consent decrees' governing publishing royalties for 
digital services is a block to this parity happening for now.

"As long as that's in place, you are going to see the composition 
valued inferiorly, if that's a word, to the recording."

Another issue where Round Hill and Hipgnosis are in harmony is 
their concerns about where the balance of power lies within the 
major label groups between recordings and publishing.
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“All the majors do have a record segment and a publishing segment, and their record 
segment is a lot larger from a revenue perspective than the publishing segment, and in 
general the record labels own bigger shares of the recordings than they do of the songs,” he 
said.

“I would say that one needs to look a little bit sceptically at the independent view from the 
publishing side that the majors have… in the past there have been times where issues come 
up, publishing-wise, and things are done around that that maybe aren’t completely beneficial 
to, let’s say, an independent publisher. Because at the end of the day, the majors are thinking 
with their record hats on.”

Gruss finished by addressing the burning questions surrounding the feeding frenzy over 
publishing rights: are companies overpaying, and is it a bubble destined to burst? In 
response, he pointed to a recent report by David Dunn of Shot Tower Capital, which attempted 
to crunch the numbers and find answers.

"Given the future growth expectations of these rights... even at an industry norm of, let's say, 
20x multiple on a publishing asset, that is actually less expensive than it was 10 years ago," 
claimed Gruss.

"Although 10 years ago you might have paid a lower multiple, you had flat to one-to-two per 
cent growth, whereas today the growth expectations for publishing are around six, seven, 
eight per cent. In his [Dunn's] perspective, and in my perspective too, it's fairly valued at 20x. 
As soon as you go over that level, then it's a different story."

Gruss noted that while expectations for growth in recordings are higher than for publishing – 
nearer 10% – the multiples paid for master catalogues are lower than those paid for publishing 
catalogues.

"That makes sense for me. Recordings is a lot more narrow of an income stream. There's a lot 
more volatility. One might say they're riskier assets, and shouldn't be worth as much as 
publishing," suggested Gruss.

40



The future of royalties and publishing

After Gruss's keynote, a panel considered the future of royalties, 
under the moderation of CrossBorderWorks owner Vickie Nauman. 
Offering their views were Molly Neuman, president of Songtrust; Indi 
Chawla, head of international relations at the Mechanical Licensing 
Collective (MLC); Tang Heng Yang, CEO of Fairphonic; and Richard 
Conlon, founding partner of Catch Point Rights Partners.

Conlon continued some of the themes of the keynote, talking about 
"a new phase of the business where we see more of a cross 

pollination between the investment community and the music 
community" including "a very good investment case" for music 
rights. However, both Conlon and Neuman stressed the importance 
of investment not just in rights, but in the 'pipes' of the music 
industry: the systems through which royalties are calculated, 
collected and paid through to musicians and rightsholders. Or as 
Neuman put it, processes that are "cohesive, detailed, correct and 
precise".

Chawla talked about the work that the MLC is doing with the aim of 
showing that "rights management can be affordable and accessible 
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to all rightsholders", adding that the organisation should not just be seen as a US thing. 
"There's a lot of underrepresented countries that actually are due royalties in the United 
States."

One of the obvious-but-important points about the publishing market is that 'rightsholders' are 
not just companies: they are also individual songwriters who administer their own works rather 
than sign to a publisher.

Neuman said it's been key to help these independent songwriters to understand how 
publishing works, and where there are royalties to be claimed.

"This class of creators who have not been the most served by the industry," as she put it. "Have 
them to connect to the opportunity and to the royalties that they are likely earning. That's been 
something we work a lot on, all the time."

Yang addressed the wider challenge at hand for the industry, which he saw as "driving a more 
streamlined mechanism without disrupting the infrastructure that the industry has built: there 
are always merits in what the industry has put its efforts into". However, he also suggested that 
new opportunities, like user-generated content platforms and games, will need "more flexible 
licensing approaches" than simple blanket licences.

As in so many conference sessions about publishing and royalties, the conversation boiled 
down to the importance of good data. "It makes music more investable... and it also makes it 
more fair for folks who are not majors," said Conlon. "When you have more data, you do better 
distributions." His point being that if independent songwriters' share of streams / usage is 
measured accurately, they will likely be paid more royalties. "This downtrodden indie class is 
starting to say: 'Oh my gosh! I do have 2% of that...'"

One of the keys to those songwriters getting paid is making sure their data is accurate from 
the start of the creation process. That's something that Neuman admitted can be 
"counterintuitive to what many people think about when they're thinking about creativity... who 
is responsible for what percentage, and how is that documented and how are we 
implementing it?"
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Yang agreed. "It's really important for us to connect the current [publishing/royalties] 
infrastructure to what is intuitive for the different creators," he said. "It's about solving a 
problem at scale."

"You need metadata to get paid, so that's what we all need to strive for," said Chawla later, as 
the conversation drilled down to the desirability of having fewer, more comprehensive 
databases not just of songs, but matching those songs to recordings.

"Less databases is obviously a good thing, if we can get rightsholders and licensees working 
together collaboratively to come up with better solutions," she said. The MLC is trying to prove 
this in the US. "I hope we can see more of those kinds of initiatives."

Yang's parting shot was that if there's a need to ensure young songwriters can work within 
these systems and processes now, it will only increase in the future.

"There's an element here of anticipating what is to come. As the barrier to content production 
gets lower, we can expect everyone to become a creator, in a sense. Anyone who can get 
access to a computer and a microphone," he said.

"We are looking at a different pool of creators... Even young people learn about how publishing 
works at a younger age. But how about the new creators coming into this... Definitely 
collaboration is needed on this aspect, to clear the path for both existing and future people 
that are creators, and to have them capitalise on the real opportunities in this space."

Case studies on publishers embracing streaming

The publishing track concluded with three presentations on how publishers are embracing 
streaming more proactively, starting with Jules Parker, head of songwriter and publishing 
relations at Spotify, running through some of the streaming service's tools for the publishing 
industry: publisher profiles; publishing analytics; the songwriters hub that launched in 
November 2020; and songwriter-focused promotional Instagram campaigns like The Writer's 
Pad and Songwriter Saturdays.
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Spotify is keen for more publishers to apply for verified profiles and 
to start creating playlists showcasing recordings based on their 
songwriters' works.

"You can also use these for sync," he said. "Something we'd advise 
is to mirror the playlists that you have on your internal platforms, 
where supervisors can download the songs. Have those mirrored on 
Spotify: that's an easy way for people to listen to those playlists."

Parker also said that Spotify's publishing analytics are now being 
used by around 185 publishers. "It gives you next-day global 

streaming numbers. The idea is to provide you with actionable data, 
instead of having to wait x number of months to see the information 
that might come back from a collecting society."

Parker talked about the actions that this data might support, 
including A&R – for example, using the figures to decide where to 
look for co-writes – and sync. "We really think you can use the 
information to support a sync pitch: to get the pitch in the first place, 
or potentially to increase the value," he said.
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"You can dig into the demographics of individual versions of songs. You can look at what the 
differences were between a late-night piano version or a house version [of a song], and is that 
better for a particular brand or a particular agency?  You have the evidence you can use to get 
that sync."

Parker also suggested that publishers can make use of Spotify's feature for exporting and 
downloading a list of ISRCs associated with their catalogue. "It helps to identify new versions 
of your songs and provide that information back to a collecting society."

He moved on to Spotify's growing number of songwriter pages, which he described as "the 
first iteration of songwriter identity tools" on the streaming service, including playlists 
organising their songs by stream count, and click-through credits to reach these destinations.

The next speaker was Lettice Summerscale, VP of marketing, digital and catalogue 
promotions, UK, at Sony/ATV. Her focus was on a publisher's role in promoting and digitally 
marketing its catalogue: "from a song released yesterday to a song released decades ago: the 
big hits, the B-sides, the cover versions..."

"Increasingly, online activity and ultimately streams can be driven from multiple places. Social 
media, UGC content, TikTok videos, a sync use, or someone of influence putting a track in a 
playlist," added Summerscale, adding that when a publisher sees a spike for an older track, 
it's often worth trying to capitalise on it for the rest of that songwriter's catalogue.

As an example, she cited 'Make It With You' by the band Bread, originally recorded in 1970, 
but licensed by Sony/ATV for a TV ad by British building society Nationwide 46 years later. The 
sync led to a spike in people tagging the track using Shazam, "and that in turn led to a 
significant upswing in streams and playlist adds". Spotify's 'This Is Bread' playlist now has 
more than 62,000 followers.

"Unlike with physical music, new fans can discover songs quickly and without commitment up 
front. They can try before they buy, and get to know a writer's catalogue gradually," said 
Summerscale.
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She also talked about the challenge of identifying which songs (and recordings of those 
songs) fulfil one of what she sees as the three main purposes of streaming playlists: reflecting 
a mood; accompanying an activity; or designed for a certain moment in time – Christmas 
playlists being one obvious example of the latter.

"We try to select songs from our catalogues that serve one of these purposes well," said 
Summerscale, of Sony/ATV's promotional efforts.

When a track lands with the streaming audience, it can be significant. 70s band Delegation's 
song 'Oh Honey' was uploaded to YouTube by a fan, and the video became popular. "It now 
has nearly 44 million plays, generated strong social chatter, and has translated into a gradual 
rise of playlist adds and streams across the channels," she said. "It was arguably not one of 
the band's most popular songs, but it is now the top track of Delegation on Spotify."

Summerscale's takeaway was that publishers – just like labels – need to be "nimble" when it 
comes to streaming: reacting to online activity that they don't start, but also being pro-active 
and identifying versions of songs that might work well in the digital world.

The publisher is also working with its songwriters to explore making new versions of their 
songs. "Remix, acoustic cut, cover by a new artist, piano version," she said. "Broaden the 
track's options on the services. I am encouraging our catalogue writers to look at their songs 
and think about how to create different moods, and widen the playlisting options."

The final quickfire speaker was Melanie McClain, publishing A&R at Secretly Group, 
interviewed by Music Biz’s director of strategic partnerships and programming Nick Maiale. 
Before her current role, McClain had worked as a music programmer at YouTube Music – an 
experience that she has brought with her into the publishing world.

"It really taught me to look at the longevity of an artist. You're looking at the situation that a 
song that is three years old may be great for a mood playlist, it may be great for that party 
playlist you want to play on a Friday night," she said. "That may mean, okay, when it comes to 
signing artists it doesn't have to be new songs. It could be an emerging artist who made the 
song yesterday, or five years ago!"
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McClain was also enthusiastic about songwriters and publishers 
making more of their own playlists to showcase their work. Partly to 
build their audience, but also to show their talents to potential 
collaborators.

"If you are great at making the best breakup songs, your playlist may 
consist of a lot of great breakup songs. Artists realise who are some 
cool writers around the world who are doing that, and the next step 
is often collaborating with these people," she said. "Playlisting has 
been a great tool for making that happen."

McClain closed with a warning: that although more analytics are 
available to songwriters and publishers now from streaming than 
ever before, they should not be the be-all and end-all of how those 
writers are judged.

"When it comes to publishing, when it comes to getting syncs, we 
have to not just look at these numbers, and when it comes to 
collaborations, we have to look not just at numbers, but at the global 
impact that people have."
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Surprise! The global music industry is exactly that: 
global. New worldwide stars are increasingly coming 
from markets beyond the traditional US/UK axis of 
talent development. At NY:LON Connect this year, we 
focused on three countries in particular: Germany, 
Indonesia and Brazil. For each, we enlisted local 
experts to talk about the trends there, as well as the 
opportunities for artists at home and abroad.

INTERNATIONAL 
FOCUS
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The track was introduced by Chaz Jenkins, chief commercial officer 
at Chartmetric, offering his take on the increasingly global nature of 
the streaming market.

"Music used to be a really local industry with rigid borders around 
each market," he said, adding that the historic dominance of artists 
from the US and UK was "almost self-perpetuating, fuelling 
investment in new talent".

Not any more. Well, the US and UK still create plenty of stars, but 
globally popular artists can also now emerge from a host of other 
places: Latin America, South Korea, Africa and more.

"In the future, the gross national population of a country will exert an 
even greater influence on defining who the global stars are 
tomorrow," he said. "The value of listeners in a country can no longer 
be measured simply in purchasing power, but in the influence they 
exert outwards on the global marketplace."
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Jenkins said that recent breakout stars like J Balvin, Bad Bunny and BTS are examples of this 
new dynamic in action. "They're breaking bigger, they're breaking faster, and they're breaking 
globally. It's not really a result of genre, it's a result of audiences," he said.

"Influence doesn't know borders, and crucially the algorithms that amplify the trends... they're 
pretty agnostic to location as well. They tend to only restrict content to one place when it's 
stuck there already."

Focus on Germany

The introduction segued in to a keynote interview with Patrick Mushatsi-Kareba, CEO of Sony 
Music GSA, conducted by Music Ally's Joe Sparrow, to talk about the evolution of the German 
music market. He was keen to scotch one misconception about the country early on: that 
physical sales are still its dominant revenue stream.

"Three quarters of the music is being consumed digitally," he said, accompanied by a slide 
with figures for the first half of 2020 showing that digital was 74.2% of the market, and physical 
25.8%.

"The digital revolution... may be a little late, but it has taken over. Streaming has taken over [as] 
the main consumption channel," said Mushatsi-Kareba.

Another of his key points was about the strength of German artists in their domestic market, 
and not just from the traditionally local genres like schlager. Hip-hop / rap accounts for 19.7% 
of the market, and "the biggest part of this chunk is actually German-speaking rap," he said.

"There has been a renaissance of German-speaking music, which has started, I would say, at 
the same time as the process of digitalisation has started."

Mushatsi-Kareba also talked about how labels are exploring taking traditional genres, like 
schlager, into the digital world. He cited the example of young artist Vanessa Mai, who has a 
following of 1.1 million people on TikTok, as well as more than 110,000 followers on Spotify.
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"Before, her core genre, which used to be schlager, was considered 
completely incompatible with the channels we're looking at right 
now: what we are doing in streaming, in TikTok," he said. "That was 
considered a no-go area for the genre." 

The conversation came back to German hip-hop – 'Deutschrap' –
 and the dynamics driving its success. The fact that the artists are 
young and very digital-savvy is one obvious reason, but an initial 
lack of interest from the industry also helped them.

"Truth be told, most of the labels neglected those artists in the early 
days," he said. "When we look at the artists and subgenres that are 
successful now, we look almost 100% at artists who were forced to 
pave their way on their own. The majority of them were ignored by 
big industry players: they carved their way by themselves by using 
social media, and all the digital channels."

The Deutschrap artists were also the first musicians to steer their 
fans to streaming services, he noted. "That turned out to be a 
massive advantage." And now the German labels have truly woken 
up to the trend, and are actively signing artists.
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Germany may now be a three-quarters digital music market, but physical is still a significant 
chunk of it, while traditional platforms like radio and TV are still important for music discovery 
too.

Mushatsi-Kareba compared the German market to a house, and the emergence of Napster 
and filesharing in the late 1990s to an earthquake. "In other countries, it fell down completely 
and then needed to be rebuilt. In Germany, the house was shaking, shaking, shaking, but 
there was a long process," he said.

His point: German labels and artists can still make money from physical sales, and companies 
in the market have retained those skills, alongside their digital knowledge.

"It is something that makes our market unique and interesting: we are forced to provide all the 
services servicing all channels," he said. So, streaming-native artists can still find opportunities 
selling physical music or doing radio and TV, while artists in genres perceived to be more 
traditional, like schlager, can still make a splash in the digital/social world.

Panel

The keynote was followed by a panel session to dig deeper into the German market. 
Moderated by Sparrow, it included Birgit Heuzeroth, general manager of Beggars Group in 
Germany; Natascha Augustin, senior creative director at Warner Chappell Music; and Stephan 
Thanscheidt, CEO of FKP Scorpio.

Here, too, the explosion of rap was a hot topic, with Augustin noting that the genre had 
accounted for 29% of the tracks in the year-end singles chart in 2018, and 52% in 2019.

"More than half of the yearly singles charts were rap tracks, and out of these 52% were 47 
local rap tracks, so this is a huge trend we see here," he said.

Thanscheidt said there has been a wider trend of German artists growing their audiences 
locally: not just rappers, but artists operating in pop, indie and other genres. He added that 
this can be seen in the lineups of the big German festivals – when they're happening – and the 
percentage of local acts booked.
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It's the rappers who are surging most though: "You can play bigger 
arenas two nights in a row with domestic rap artists, where the big 
international artists... don't have that kind of following here. We also 
see this in the streaming numbers," he said.

Heuzeroth noted that the German artists are also doing well 
because "they fully understand how to use social media and play 
around with the new chart rules" – the latter being that the chart is 
based on turnover (revenues) rather than consumption, which 
means releases bundled with merch or physical copies have an 
advantage.

"We also see that the physical market is going down and streaming 
is up, but streaming is still really good for us. There is no reason to 
be sad," she added, before pointing out that one key change in 
Germany has been the slide from relevance – for music at least – of 
some of the big retailers there.

Augustin explained how the Deutschrap stars still manage to 
stimulate excitement around their physical releases. "If a new 
release is out by a German rapper, the rapper posts it on Instagram, 
and everyone runs and buys it, and posts their receipt on their own 
Insta page," she said. "There's a lot of engagement going on!"
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Thanscheidt added that Deutschrap has an almost outlaw appeal for many young people in 
Germany. "This is the first real edition of German street or gangsta rap. Its very explicit lyrics. 
Sometimes it's really tough!" he said. "This is something the German market never really had: 
this explicit street style... For this younger generation we have at the moment, it's maybe like 
punk for me when I was younger. It's their style to shock their parents... with German lyrics!"

Heuzeroth agreed both with the punk parallel, and the way Deutschrap artists "take pride in 
selling their music... saying 'go to Amazon and buy it and then show it off!'"

She also talked about the advice she gives to international artists hoping to build a following in 
Germany, revolving around their approach to gigging there.

"Germany is not [just] Berlin, and they shouldn't just think of doing one gig in Berlin, or getting 
one radio festival in Berlin," she said. "Germany is many markets in itself, because of the whole 
federal system of the country. There is music that works better in the south, there is music that 
works better in the north... you have to invest in time and money and come back to the market. 
Not just play once, but come back."

The xx are one example of a Beggars Group band who followed this approach, starting with 
tiny shows but returning every year to play bigger and bigger venues – and ultimately arenas. 
As they put that work in, they also arrived on the radar of radio stations who'd previously seen 
them as "too indie or too small" for airplay.

"It's worth it in the end. The German fans, once you have them, they are pretty loyal and they 
stick with you," said Heuzeroth. "So it's worth spending the time."

The panel came back to the topic of the German charts and their unusual methodology, which 
Heuzeroth said can be a difficulty when working with international artists.

"I have to convince an American or English management to play the same game as people do 
over here: bundling it with a t-shirt or coming up with an extra special bonus disc format in 
order to create a bigger turnover, which might not work for all the artists," she said.
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Heuzeroth also warned international artists that if they want to chart in Germany with music 
sold through their own D2C web-stores, they must make sure they are registered properly, and 
thus chart-eligible. "If not, you lose a lot of sales, and you're not visible."

The panel ended on a slightly downbeat note, when Thanscheidt predicted that the live music 
market in Germany will not be "back to normal" until 2023, although there will be tours and 
festivals happening in 2022 with domestic artists. "This is the second time I hear this in a call: 
about going back to normal in 2023, not 2022," added Heuzeroth.

Indonesia, CD sales and... KFC

That was the end of the focus on Germany, with NY:LON Connect's attention shifting to 
Indonesia, and an interview by Music Ally CEO Paul Brindley with famed music producer 
Steve Lillywhite, who is now CEO of Jagonya Music & Sport, tasked with selling music in an 
unusual way: through the Indonesian branches of KFC.

Lillywhite originally moved to Indonesia for a year, and loved it so much he stayed. "It's a 
wonderful mix of 90% Muslim, about 8% Christian, a few Hindus and Buddhists, and one 
atheist, which is me! And everyone gets along..."

KFC in Indonesia is very different from its incarnations elsewhere in the world: it's a chain of 
high-end restaurants with built-in coffee shops, playgrounds for children and stages for bands 
to play. For some time now, it has also been selling CDs to people as add-ons to their chicken 
meals.

"I got the job of running the company that sells the CDs. I took over from someone: we were 
selling 400,000 CDs a month, but now I've grown it," said Lillywhite. "The Christmas before 
Covid we did a million. A million CDs a month: all local talent."

He explained the business model. Every month, Jagonya has around 10 CDs available, with 
each of them remaining in rotation for around six months. The albums are compilations of 
Indonesian artists' music, carefully chosen for wide-ranging appeal.
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"Something for the kids, something for the mums, something for the 
teenage girls," said Lillywhite. "Our biggest seller last year... sold 
750,000. I run the biggest record store in the world! It's quite 
amazing. And with only 10 records..."

Lillywhite spoke with enthusiasm about some of the music that is 
emerging from Indonesia, including the 'dangdut' genre, driven by 
beats that, in his eyes, have as much potential to break globally as 
the reggaeton sound from Latin America. "It will break out of 
Indonesia. It's not nodding music, it's sideways music!" he said.

Among Indonesia's other advantages: a huge population of 
tech-savvy under-25s, although Lillywhite noted that the rollout of 3G 
mobile networks ("let alone 4G or 5G or broadband!") has taken its 
time. That in turn may have slowed the growth of music streaming 
services there, he suggested.

"Two years ago, if anything was in six figures [for streams] on Spotify 
it was number one. Now the top 20 are in six figures, but it's a 
population of 300 million," he said. Joox is the other service that has 
made a splash in Indonesia, but Lillywhite suggested that Apple 
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Music has been hampered by the fact that iPhones are very expensive there.

Could what KFC is doing in Indonesia be replicated elsewhere in the world? He's not so sure. 
"It is unique to Indonesia. People say 'oh yeah, we did the Starbucks thing in the west'. That 
was just something for sale. You weren't offered a CD," he said.

"Our point-of-sale people offer: 'Would you like a CD with that?' They show a card with all the 
CDs on, and you can choose one. This has become part of culture in Indonesia, and the seller 
makes a tiny piece of money as well. He gets an incentive to sell a CD along with the chicken!"

Brazil’s streaming-fuelled bounceback

The final country on the agenda was Brazil, kicking off with a presentation on its music market 
by Carlos Mills, president of ABMI. He explained that Brazil is the 10th largest recorded music 
market in the world, having bounced back from the darkest days of the piracy slump.

"Not only caused by the P2P apps, but also because of physical piracy. It was common to see 
new popular releases of music and film on CDs and DVDs available for sale in the streets, way 
before they reached the stores," he remembered.

"I calculated the losses from 1999 to 2014. Considering the inflation rate, our business lost 
more than a billion dollars per year," said Mills.

In the streaming era, Brazilians are listening to a lot of Brazilian music: it accounts for around 
70% of the market, while recent research indicated that 43 of the top 50 artists on DSPs there 
were local.

Sertanejo, Brazilian funk and electronic music are the three most popular genres, while the 
growth of streaming has been fuelled by enthusiastic tech adoption across the country.

"Today we have over 230 million active smartphones in the country, and over 400 million 
devices including tablets and notebooks," he said. "It's the fifth biggest smartphone market in 
the world, which turns the country into a preferred target for the digital streaming platforms."
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Mills talked about how Brazil has been affected by the Covid-19 
pandemic: not just in terms of its direct impact on music, but the 
punishing devaluation of the currency – the real – against the US 
dollar.

Even though the recorded music market is expected to have grown 
by at least 10% in 2020 despite the pandemic, in dollar terms it may 
end up shrinking by around $287m thanks to that devaluation. 
"Brazil may no longer be in the top 10 market list for 2020, despite 
the consistent growth of at least 10%" he warned.

Still, that growth continues: ABMI estimates that there were at least 
15.7 million music streaming subscribers by the end of 2020 in 
Brazil, with digital accounting for around 90% of recorded music 
revenues there.

Mills showed some new data on the relative market shares of the 
streaming services, led by Spotify with more than 60%. However, 
Amazon Music launched in Brazil last year, and has already become 
the second biggest DSP, overtaking Deezer according to Mills. And, 
like Indonesia, iPhone is a luxury product in Brazil, which is why 
Apple Music is down in fourth place.
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Mills showed data estimating that independent labels and artists account for 53.5% of 
Spotify's top 200 chart in Brazil, with majors on 46.5%. "We estimate that the Brazilian market 
is still far away from the saturation point, and there is still a long way to go in terms of 
streaming subscriptions," he added.

He also offered some advice to labels and artists from outside Brazil who are interested in 
exploring its market. They'll need a local adviser to navigate bureaucracy and "a very unique 
copyright framework" there. He also came back to the topic of the currency devaluation, which 
is a two-sided coin for foreign music companies. "On one hand, it makes investment more 
affordable, but on the other, it affects the revenue that is collected in the country."

Strong local music, but still opportunities for international artists

Mills's presentation was followed by a panel discussion on the Brazilian market, moderated by 
Leo Morel, A&R at Tratore. He was joined by Sylvia Medeiros, VP at The Orchard in Brazil; 
Cristiane Simões, director of marketing at Sony Music Brazil; and Bruno Vieira, head of music 
at Amazon Music in Brazil.

They quickly returned to the theme of international artists wanting to work in Brazil, and the 
challenges that await them. 

"It is very hard to be on the Brazil top charts, even if you are Bad Bunny or The Weeknd, but 
it's totally feasible to create an audience," said Medeiros. "The good news is it's a huge 
market, so if you succeed in achieving a niche... it will still be meaningful numbers. But you 
have to make sure you have a label or a distribution partner who has knowledge of the 
market."

Simões agreed, harking back to Mills's earlier point that local music is more than 70% of the 
market on digital services. "If you are on the top 50 global chart, it doesn't mean you'll 
immediately be on the top 50 in Brazil," she said. However, international artists can bolster 
their chances with collaborations with Brazilian acts. Colombian star Maluma guested on a 
track by Brazilian star Anitta, for example, and reaped the rewards.
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Amazon's Vieira agreed, and said that Brazilian music is now 65% of 
the consumption on its service there, with the top 10 artists all 
hailing from Brazil. One important fact: Brazilians speak Portugese 
rather than Spanish, which means there is a language barrier even 
for other Latin American artists.

The panel talked about the impact of Covid-19 in Brazil, with Vieira 
and Medeiros pointing to an explosion in the number of releases 
from artists, creating in their homes during the lockdown.

"At the beginning, everyone was expecting artists to reduce activity 
so labels wouldn't release new singles. It was the opposite. I never 
saw so many actions... an insane number of new releases per 
week!" said Vieira. "Artists were stuck at home, and the creativity 
came with new inspirations and new songs."

Medeiros added that between March and June, advertising rates 
(CPMs) on platforms like YouTube dropped noticeably, but locked 
down Brazilians were spending more time than ever using the 
platform, while artists were releasing more tracks. "This was the key 
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to keep the numbers more stable when the CPM dropped," she said. "The audience on 
YouTube was the biggest we ever seen."

Although the devaluation of the real overhung the industry in 2020, the panel were enthusiastic 
about streaming's growth. Medeiros described Amazon Music's performance since launch as 
"a big surprise: proving there is a lot of space to grow, to conquer new users". She warned that 
socio-economic factors including access to technology will play a role in the sector's growth.

"The potential for subscription services is not the same if you compare with a developed 
country like Sweden, where most of the population can afford a streaming subscription.”

"The penetration in the country of streaming is still small: only 13% of the population is using it, 
so the opportunities to increase the market are really big. New partners will be arriving," was 
Simões' optimistic take on the prospects. "I think there will be enough space for everybody!"

Trends-wise, Simões and Medeiros talked up the work that is going on to make the most of 
social apps for Brazilian artists who want to get their stories out. TikTok, Instagram and other 
platforms are increasingly important, as are campaigns run in partnership with influencers.

"We are one of the biggest content creators on Instagram Reels and TikTok," said Medeiros, of 
The Orchard. "Brazilians live on social networks, and user-generated content platforms are key 
in any planning, so I believe social networks will be protagonists in the next year of the music 
business – not only in Brazil, but everywhere."

The discussion came back to the most popular genre in Brazil, sertanejo, which is often (not 
entirely accurately) seen as its version of American country music. It hogs almost 40% of the 
market according to Simões, but she said she sees great opportunities for hip-hop and rap.

"We have been seeing these genres getting more and more streams," she said. "And also the 
funk music, which is very particular from Brazil. We are expecting an increase of this genre."

Medeiros agreed. "Brazilian funk has huge potential. It's all about the beat, and it's a great way 
for international pop artists who want to collaborate with Brazilian artists," she said. "It has 
great potential, and the numbers are huge on YouTube, and on streaming too."
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NY:LON Connect’s sixth track was another first for the 
event: a focus on mental health, fitness and wellbeing. 
Specifically looking at the burgeoning crop of startups 
working on digital health and fitness services, from 
exercise to meditation and mindfulness. Music is key to 
many of those services, and they are working with 
rightsholders and artists accordingly. At the event, we 
discussed the opportunities that are arising.

MENTAL HEALTH, FITNESS 
AND WELLBEING
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The day began with an announcement by Portia Sabin, president of 
NY:LON Connect co-owner Music Biz, of the organisation's new 
Music Business Mental Health Fund.

It's working with Music Health Alliance and the Scars Foundation on 
the fund, which will offer grants to members to pay for mental health 
services, including screenings and therapy sessions.

It's open to employees of Music Biz's member companies, individual 
members, and people who were furloughed or laid off from a 
member company in 2020.

Next came the track keynote with Chris Milk, co-founder and CEO of 
Within and Supernatural, interviewed by Casandra Strauss, senior 
special projects manager at the BPI. Having started in the industry 
as a music video director for the likes of the Chemical Brothers, 
Kanye West and U2, Milk also worked on some groundbreaking 
interactive videos like The Wilderness Downtown with Arcade Fire, 
and The Johnny Cash Project.

"I thought there might be a way to use this new technology, this new 
medium that we were broadcasting our music videos through, to 
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make different kinds of music videos. And maybe music videos that could affect you in a more 
profound way than even we could on television," he said.

"All of that led through many, many years of moving out of music videos and moving into other 
sorts of storytelling: moving into interactive experiences. Immersive experiences at music 
festivals and museums and arts centres. All after the same idea: can we make truly human 
experiences that are enabled by new technology, that transform our lives in new and profound 
ways?"

That path led Milk to Supernatural, a fitness-tech startup that delivers its workouts subscription 
service via virtual reality headsets, accompanied by a catalogue of licensed music. It was 
born from Milk's dislike of existing ways to exercise at home.

"I love skiing, I love mountain biking, I love meeting up with friends and playing soccer or 
basketball, but those are all classified as sports, and they all also function as exercise. But 
none of them fit into the corner of your bedroom. You can't roll out of your bed and go skiing 
before hopping in the shower!" he said.

"But what if we built a sport that you could play in your bedroom? And not just any sport, but 
one where part of the skill is moving your body in time with music? And you don't feel like 
you're in your bedroom any more: instead you travel around the globe to the most beautiful 
locations on earth. You can't do that with rubber bands attached to the door, or even a 
stationary screen."

Supernatural is trying to make exercise at home "fun, highly repeatable and something you 
could actually stick with", and Milk made it clear that the music is intrinsic to that. And not just 
any music.

"When we started thinking about what we were going to build, we thought: there's a way to do 
this without using popular commercial music. And I was absolutely opposed to that. That's an 
error. If you're going to move your body, you want to move your body to music that you love. 
Music that moves you," he said.
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Like many music startups, Supernatural needed to license music. Unlike many music startups, 
its CEO had a direct line to one of the most powerful labels in the world.

"I called up my friend Michael Nash at UMG and said: I don't know anything about how this 
side of the business works. Please teach me. I want to do this right, I don't want to feign 
ignorance and beg forgiveness later. I want to do this by the book, with real partnerships with 
the music industry."

Supernatural has since signed deals with Universal and Warner Music on the label side, and 
"most of the major publishers and a bunch of different indies", but Milk says he'd love to strike 
even more partnerships.

Currently, Supernatural has more than 600 tracks up and running on its platform: each of them 
converted into a workout with a 'target map' so that people using the app – for example 
slapping cannonballs out of the air – are doing it in time to the music.

"Essentially you're playing a sport that is dance," said Milk. "It can take multiple days for a 
person to build a map for just one song, so it's not like we can just throw any song into the 
platform. We are carefully curating each workout, building the maps."

When it comes to choosing which tracks to use, Supernatural prioritises diversity and 
popularity. It wants tracks that people know, but across a range of genres "from Slipknot to 
country music to classical".

Supernatural launches a new workout every day, and many of its members play that, whatever 
the genre. Milk thinks that this is a powerful music discovery experience.

"From people that strictly listen to EDM discovering 70s punk rock, to old-school classic 
rockers discovering The Weeknd and Ariana Grande... It's uniquely different to hearing a new 
genre of music on the radio and easily dismissing it as 'that's not my genre', to committing to 
doing a workout of 20, 30, 40 minutes, all of a genre that you don't normally listen to," he said. 
"We're essentially programming your brain to enjoy dancing to other types of genres of music 
than the music that you might have enjoyed."
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Milk finished by talking more generally about the potential of virtual 
reality technology, and how the medium might evolve.

"Rather than thinking about VR as 'the next movie' or 'the next 
exercise platform', think of it in the same way you would a flat 2D 
screen... VR is a tool that can be used in a multitude of ways.”

"On a screen we can watch and engage in a video chat; we can 
watch content; we can build a spreadsheet; we can watch Citizen 
Kane! The artistic mediums grow out of the tools, but the tools are 
agnostic in and of themselves. They don't particularly care what 

they're used for... There's not going to be a primary use for VR. It's 
not going to be stories, it's not going to be fitness. It's going to be 
everything, in the same way that 2D screens are... There's an infinite 
amount of purposes that it can ultimately achieve."

He continued: "Storytelling is certainly going to be one of them, but 
like all storytelling mediums of our past, it's going to take time to 
develop the creative understanding of how stories are told. You don't 
snap your fingers and a new storytelling medium is born. There are 
years, sometimes decades of creative evolution... of artists and 
creators and writers and directors working to figure out what is the 
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storytelling language that's possible through this new technology. 
The same will happen with VR."

Milk's keynote was followed by a pair of presentations from 
companies in and around the fitness space: Beat Games and 
MedRhythms.

Beat Games isn't strictly a fitness-tech company: it's the developer 
of virtual reality game Beat Saber, which did so well that Facebook 
acquired the company in November 2019. The game, in which 

players slash blocks with a pair of virtual sticks in time to music, has 
sold 4m copies so far.

"VR is just starting. It's really on the starting point, and I think it's 
heading in a good direction," said Beat Games co-founder and head 
of music Jaroslav Beck. "And the music is extremely important for 
this, to make it interesting for a wider audience."

Beat Saber sells music through its in-game store, as individual 
tracks or packs of songs, which players can then slash along to. 
Imagine Dragons, Linkin Park and Green Day are among the artists 
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who've been featured, while Timbaland wrote some original music 
for the game.

"We are trying to work with bands who are really interested to  be in 
the [VR] space, and helping to promote the music to their audience," 
said Beck. "That's super important."

Beat Saber isn't an explicitly fitness-focused app, although it's 
certainly easy for players to work up a sweat – and thus it can be 
used as a home fitness aid.

"We didn't focus it as a fitness app: you are just having fun while 
playing it. That's the most important thing, but as a side benefit... 
you get fit!" said Beck, who noted that some of the pure fitness apps 
on the Oculus store "were popular at the beginning but faded out: 
because you know you are going to do fitness... but the games are 
enjoyed a little bit more".

Next up was Brian Harris, co-founder and CEO of MedRhythms, 
which is exploring the crossover between music and neuroscience. 
Currently, that means using music to help improve people's walking 
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– for example patients recuperating from strokes and traumatic brain injuries, or people with 
conditions like Parkinson's disease or MS.

"Music has power," said Harris. "We have all experienced those moments where music can 
speak words that we can't specifically find ourselves... but with the advancements of 
neuroscience and neuroimaging research, the power of music really goes beyond the lens of 
social science, to neuroscience."

In other words, researchers can track how music affects people's brains (through 
neuroimaging) and then develop products that tap into that.

"When the human brain hears music that we like to listen to – preferred music – it activates the 
parts of our brain that are responsible for movement, for language, for attention, for memory, 
for emotion," he said. "There's no other stimulus on earth that engages our brain as globally as 
music does."

Currently, MedRhythms' technology involves connecting sensors to a patient's shoes, then 
playing them music through a mobile device and headphones to deliver a therapy called 
auditory-motor entrainment.

The company has been running proper medical trials of this tech, and its platform was 
recently assessed by the top journal in the rehabilitation sector for its potential to improve the 
walking of people who've had a stroke.

"How do we bring this intervention to people around the world who desperately need it?" 
summarised Harris. "It works better than some drugs that are on the market."

Digging deeper into wellness and music

Next up was Matt Yazge, VP and head of research at MRC Data, offering some thoughts on 
the development of the fitness and wellbeing tech sector during the Covid-19 pandemic.

"Certainly while physical gyms are hurting, anyone with any kind of presence in the home has 
actually been doing very well," he said, adding that a parallel trend saw people turning to 
entertainment for wellness. In a recent survey by MRC Data, 57% of people said they use 
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entertainment to relax and unwind, while 27% use it to stay healthy: 
"anything from listening to music while they're exercising to doing 
yoga or guided music meditations".

One surprising stat: the genre whose fans are most likely to be 
exercising during the pandemic is... classical, with 70%. Although 
perhaps not so surprising: earlier on, Chris Milk had said that 
Supernatural's classical-music workouts have been highly popular.

The final session in the track was a panel convened by Bryan Stone, 
SVP of business development and digital strategy at Universal 

Music Group. He was joined by Liz Moody, partner and chair of new 
media at Granderson Des Rochers LLP; Courtney Phillips, head of 
music at Calm; Tony Calandra, VP, global music supervision and 
programming at Peloton; and Mario Forsyth, head of business 
development – Europe at Tuned Global.

"Music is such a key piece of fitness generally. It always has been 
really. It's a motivator: the difference between not getting excited 
about what you're doing, and not even noticing that you're 
exercising because it's fun," said Moody.
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She has been tracking the explosion of startups and products in the home fitness space, from 
cycling, rowing, boxing and weight training through to yoga, pilates and meditation.

"It's been challenging for the music industry to try and address the different needs of different 
services," she admitted, noting that licensing models for these startups are moving away from 
a track-by-track basis towards blanket-style licensing covering entire catalogues.

"It's still very hard to get music licensed," she added. "When I've got smaller companies that 
come to me, they're kinda blown away by the amount of work that it takes, so there's still a bit 
of work to be done to make it easier."

As a B2B company with a number of clients in the fitness world, Tuned Global has a good eye 
on trends in the space. He described two different markets. First, there's the 'enterprise 
clients' – Peloton-style companies offering exercise equipment and workouts, as well as larger 
gym brands. But then there's a tier that he called "B2B2C" involving individual gyms and 
fitness instructors, trying to hold online classes with music. Forsyth said the latter is ripe for 
more innovation from the music industry.

"They've pulled together these multi-platform solutions: one application that manages your 
scheduling and booking, another like Zoom which you use to livestream your classes, and if 
you want to have music, more often than not you use Spotify or Apple Music," he said. "It's 
created a bit of a disjointed experience."

The importance of music was, unsurprisingly, something the tech companies were happy to 
stress. "We do not go on the bike or the tread to listen to music. We experience music. It's 
going to trigger emotion, trigger endorphins, and our instructors use that in building their 
classes," said Peloton's Calandra.

"Music is one of the things that we know... completely changes your mental and emotional 
state," added Calm's Phillips. "We can create music that helps you sleep when you've been 
struggling to sleep, or helps you calm down and chill out when you've been feeling stressed."

Whereas Peloton licenses music from labels and publishers, Calm is more likely to commission 
it from artists, or forge partnerships when they are releasing something relevant – as it did last 
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year with musician Nick Murphy when he released his first piano music album, and with 
another artist, Tom Middleton, on sleep tracks.

As the panel progressed, the conversation turned back to licensing, with Moody elaborating 
on her belief that there is still work for the music industry to do to make it easier for startups in 
the fitness and wellbeing space.

"I see a lot of services that don't necessarily need millions of tracks that they might get from a 
more blanket-style catalogue licence, like what Peloton and larger services have done. They're 
looking for something that's more genre-specific," she said. "I think that as rights 
owners, labels and publishers, are working with the fitness industry to help facilitate some of 
these types of licences, maybe with more flexible cost points to make it more scalable so that 
smaller services can come in and participate, it's really going to open up and allow for more 
revenue for the industry too."

Moody also thought that more B2B companies in the market – like Tuned Global – would be 
helpful, so that labels do not have to deal directly with every single startup. She also cited 
publishing as an area where improvements could be made, especially as publishers also 
move towards more blanket-style licences for tech companies.

"You could have all your licensing done and still not know what you have available to use, 
because of the process of data matching... really there's a need for an easy way to make sure 
you as a fitness provider understand what music you have available to you, once you have all 
those licences," she said.

"There could be a need for maybe a larger set of pre-cleared works. A catalogue, like a 
sandbox that's available to smaller services who maybe aren't as particular about what music 
they need to get started," added Moody.

WMG and FMG's launch of Adaptr (see earlier in this report) is certainly timely on that front. 
"Working both with publishers and labels to have sets of pre-cleared tracks, maybe a few 
thousand as opposed to the millions, could be an area to allow more entrants into the market."
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If one of the key themes of WMG’s Oana Ruxandra’s 
keynote was the need for the music industry to 
continue being “open arms” to startups and new 
technologies, the final NY:LON Connect track offered 
more backing. A panel on investment and 
opportunities was followed by our now-traditional 
startup pitching session, with some of the latest 
music/tech companies explaining their products.

STARTUPS – INVESTING 
IN INNOVATION
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The track started with a panel moderated by Sophie Goossens, partner, entertainment and 
media industry group at Reed Smith. She was joined by Shara Senderoff, president of Raised 
In Space; Suzy Ryoo, president of Q&A; Matthew Boerum, CEO of Audible Reality; and Hari 
Ashurst-Venn, head of digital and new tech at Sony Music UK's 4th Floor Creative.

The first topic: what Covid-19 has meant for the music/tech sector and its startups. Senderoff 
said that the pandemic has actually created opportunities for these companies, if they're 
inventive enough.

"The ability to innovate and the ability to further your ideas as an entrepreneur has 
considerably more runway," she said. "Covid really caught the music industry with its pants 
down, reminding us that the music industry is traditionally a three-lane highway. Buy my music, 
buy my merch, buy my tickets. And suddenly two of those lanes were shut down... so we had 
to figure out new ways to drive revenue, to create new revenue streams, and to use new forms 
of technology."

She noted that several of the notable investment funds were raising "significant amounts of 
capital" during the pandemic, which she sees as a good sign for music/tech entrepreneurs 
trying to raise capital in turn.

Ryoo agreed, saying that while the "well went very dry" in the early months of the pandemic as 
investors concentrated on supporting the startups already in their portfolio, they are now 
hunting for new firms once again.

"There is definitely interest in who are the entrepreneurs who are going to build capital-light 
businesses, or if not, that truly have the opportunity to shape the economy of music over the 
next five to ten years," she said. Ryoo added that startups able to help reshape the "outdated 
and archaic" structures of the music industry "without needing $50m of capital and rounds and 
rounds and rounds [of funding]" will be particularly well placed.

"It's a great time to be an entrepreneur. It's also a great time to be an artist. And there is 
probably a very beautiful alignment of entrepreneurs and artists in that way, to partner together 
and figure out how to be nimble: to be speedboats rather than cruise ships in this next year."
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As the leader of a startup, Boerum has ridden the choppy waters of 
the pandemic, admitting that Audible Reality – which has been 
developing 3D audio technology – "almost went down" in July 2020 
due to squeezed cashflow. It was the trust of investors in the 
business and its team that helped it survive.

He added that Audible Reality had already started to pivot before 
the pandemic struck, in an effort to bring its technology to artists 
and music listeners directly. "Investment has been hard, but it's not 
that it's non-existent," he said. "It's lots of phone calls, reaching out, 
working with the investors to figure out different pockets of markets."

Ashurst-Venn offered a label's perspective on the current music/tech 
scene, suggesting that there are more opportunities to collaborate 
with startups than ever before, as a direct result of the pandemic's 
impact on the music industry.

"When you're trapped in the digital sphere only and you can't get out 
to do shows or in-person things, you have to find more unique ways 
of standing out and being creative," he said. "Looking at other lanes, 
other verticals and ways to reach your audiences in ways that feel 
as special as when you've got them in the room."
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He added that the team at 4th Floor Creative has learned to be "very honest and quick with 
feedback" for startups seeking to work with Sony Music and its artists, recognising that "when 
you're talking to a really early-stage startup, they may have very limited runway" if a label 
drags its heels over a potential partnership.

The conversation moved on to how to spot upcoming music/tech trends, with Senderoff 
advising the industry to look outside its own bubble to the wider world. For example, the week 
of NY:LON Connect was also the week of the 'game stonks' phenomenon, which saw a crowd 
of internet day traders successfully drive up the share price of companies like GameStop and 
AMC, partly for laughs and partly as a calculated attack on the hedge funds who had bet on 
that stock falling. Senderoff said that some of the trends behind this are noteworthy for the 
music/tech space too.

"We have a global mistrust in financial systems, and people are questioning motives, 
questioning agendas, questioning technology as it relates to the finances of individuals and 
the global economy," she said. "If you look at simply that, what you can see as a trend to come 
is the rise and the birth of new forms of transaction, and new forms of being able to put your 
money in places that maybe you can trust more. You're simply willing to experiment because 
you have such distrust and so many questions."

Some of those places may, Senderoff suggested, be NFTs ('nonfungible tokens') – digital 
collectibles tied in to blockchain and/or cryptocurrency ecosystems.

"It's a trend we're at the infancy of, but which I think is going to blow up," she said. "The 
utilisation of NFTs and digital collectibles as it relates to artists being able to offer new forms of 
connection with their fans... the ability for a fan to purchase an asset that is scarce, that is 
limited, that is exclusive, and that has potential offerings tied to that, that make them as a loyal 
fan feel unique and feel rewarded."

"I am focused heavily on where we're headed with digital collectibles, what the rise of 
cryptocurrency means, and what the global economy, and humans as a whole, are telling us 
behaviourally about how they view the financial systems that we all live on."
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Ashurst-Venn is also "super excited" about NFTs and music, pointing out that it's not such a 
leap conceptually from collecting music memorabilia or tickets. "It's something that has always 
existed within music. There's definitely space to do something with digital scarcity and music, 
that I haven't quite seen yet."

Ryoo agreed that "the space of cryptocurrency beyond bitcoin" is fascinating, and has lots of 
potential for music. She came back to the topic of infrastructure though – "replacing the pipes: 
replacing bad pipes with gold pipes, and building new infrastructure for the creator economy" 
– as the big opportunity.

"If there are 50,000 songs being uploaded every single day [to streaming services] but there 
are 100 spots on playlists, what happens to the middle class of artists who are not represented 
on the master or publishing side by Universal, Warner or Sony?" said Ryoo.

"There is absolutely a huge opportunity to create real case studies around artists and labels 
and entrepreneurs having an independent mindset that is complementary to the major system, 
that is not in competition with it... that allows them to preserve their equity in copyright, as 
opposed to becoming part of a system that does not prioritise them."

Ryoo stressed that she also sees opportunities in areas from 3D audio and AR/VR to 
cryptocurrency, but "I think that we have to rebuild the house as well" underneath all of that.

Senderoff agreed. "We do need new pipes to be built, and we need to take that back for a 
second to entrepreneurs. If they are out trying to raise funding from myself or Suzy, we are 
going to look at: are you capable of understanding the nuances and the insane complexities 
of the industry, to be able to tackle the rebuild of pipes as a whole... and if you, say, raise $2m 
as a seed [round] is that $2m going to help you get enough traction to be able to tackle that 
problem?"

Before Sony Music, Ashurst-Venn worked for startup Jaak, which was one of the companies 
trying to tackle that pipes problem using blockchain technology. He thus has first-hand 
experience of how tough that task is.
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"The complex web of rights is a really difficult problem, especially when you start thinking 
about things like mechanicals. Who stores that information, how do you access that 
information?" he said. "Just knowing who actually has a publishing share in a song, sometimes 
it's actually impossible to tell. Sometimes those people aren't around... it's like vacant 
landlords with houses. It is hard to tell who owns what, and it is a problem."

"It works to some extent: it's not stopping people licensing catalogue and getting it out there 
and onto digital platforms. It works. But I think the real issue around it is you do need that 
consensus from everybody: every big company, every small company, every PRO, to really 
buy in and invest and want to solve this problem as much as the next person," he continued. 
"Aligning all those people is tough. I've tried to do it! It's tough."

Before the session ended, there was time for Senderoff to field a question about whether the 
explosion in music catalogue acquisitions is a bubble.

"I believe it's still lower than those copyrights will ever be valued," she said. "Right now, you 
can exploit those copyrights in a handful of ways. But as all of these entrepreneurs come 
together with incredible ideas, such as music in video games, licensing songs to social apps, 
to name two not the other 35 opportunities that are going to come along. The exploitation is 
going to significantly increase the revenue around these copyrights. This isn't a bubble.”

The panel ended with the panel turning the tables on moderator Goossens, and asking her a 
question about the music/tech trends she sees as important. One of them was creative AI.

"That can be on the consumer side, it can be on the B2B side, it can be on the music rights 
side," she said. "But the one thing that AI has too is a lot of challenges, because it will mean 
that the music industry will need to have a strategy in relation to AI, and at the moment it does 
not appear like it has one."

"There is definitely an opportunity to think and have a strategy, and not reproduce mistakes 
that have been made in the past when a new thing that the music industry doesn't understand 
quite well from the outset emerges," she continued. "The music industry owes it to its 
entrepreneurs and its artists, and the fans in general, to try to get this one right."
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GLOBAL STARTUP SHOWCASE
In 2021 there are hundreds of tech startups knocking on the 
doors of the music industry and its artists seeing partnerships of 
various kinds. NY:LON Connect’s startup showcase session has 
become a key part of the program, and last year’s winner – video-
editing app Trash – recently exited through an acquisition. Here 
are our summaries from the pitches of the six startups for 2021, 
starting with this year’s winner: Anything World.
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ANYTHING WORLD
British startup Anything World recently took investment from Warner 
Music Group, and is working on technology that will enable people 
in virtual worlds or games to create (or almost summon) 3D 
animated characters and objects by speaking.

“We’ve combined natural language understanding to use voice and 
messaging to request whatever you want,” explained Gordon 
Midwood, co-founder and technical director. “We’re a deep tech 
company at our core, and we analyse static 3D models and bring 
them to life... you can request anything you can think of within a 
game or experience, and we will bring that to life and add it to your 
3D world.”

There are plenty of obvious applications for this in gaming, but what 
does it mean for the music industry? Midwood suggested that 
Anything World’s technology could be a boon for any music 
company or artist creating virtual spaces or experiences. Or even 
virtual concerts: where people are singing along to music, and 
Anything World’s tech is understanding the words they’re singing, 
and bringing them to life.

“We have over 1,000 subscribers on our platform now, building out 
wild experiences,” said Midwood. We are so excited about seeing 
where this goes. And in combination with the  music industry, this 
could go anywhere!”
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ODA
Oda is a startup that makes hardware – a beautifully simple-looking 
speaker with some clever audio tech inside – but also puts on a 
subscription-based programme of live music, starting this spring.

“It is, in fact, a very simple idea: a direct line, like two cans on a 
string,” said co-founder Nick Dangerfield. The idea for Oda came in 
2016, when one of his friends, an artist, was forced to stop touring 
due to personal circumstances. “I started thinking: how could we 
create the system that would allow an artist to maintain and develop 
a relationship with his audience that would feel close, that would feel 
personal, that would be immediate and unmediated...”

He added that the speaker is deliberately “chaotic” in the way it 
emits audio. “It shoots frequencies in many different directions, and 
this results in stereo, a feeling of immersion and a feeling of 
presence. The illusion that we wanted to create is that of the artist 
visiting, so you are very close with a sound that is almost palpable.”

Oda’s programme of live concerts uses a membership pricing 
system, with people paying $79 every quarter for the seasonal 
lineup of performances. The company also sends subscribers 
printed material to accompany every concert.

85



LOUDLY
German startup Loudly started life as a company trying to use AI 
technology to automatically create remixes of songs, but talks with 
several labels on the licensing complexities for such a product led it 
to change tack. Now it is focusing on a “new AI music studio that 
allows anyone to generate new music compositions in AI, at the 
click of a button”.

CEO Rory Kenny explained the challenges of the original approach: 
restrictive rights around derivative works like remixes; the difficulties 
of getting access to the original stems of recorded tracks; and a 
problem with optics: “There seemed to be an awkward position [for 

a label] to be perceived to be working with an AI company, becaue 
of the perception of being anti-human!” he said.

“I could no longer wait for the music industry to catch up with 
technology and our vision of AI music, so we had no other choice 
than to become radically autonomous, and create our own AI 
catalogue.” Which is what Loudly has done: more than 120,000 
pieces of music, written and recorded by humans across 32 genres 
and more than 50 moods. The plan is to allow creators of all kinds – 
including those operating in gaming – to use Loudly’s AI tools and 
this library of music to create their own tracks to use.
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DELTA AI
Australian startup Delta AI describes itself as “the world’s leading 
product surveillance network” which isn’t as scary as it sounds. “We 
use computer vision to understand social video and images at 
scale,” explained CEO Gina Hogan.

The company is tackling the challenge – for brands of all kinds, 
including record labels – of combing through the mountains of 
images and videos posted on social networks and finding those that 
relate to their products (or in our case, artists). “Right now, video can 
only be searched through text, like hashtags and keywords. But that 
metadata is often incomplete, inaccurate or non-existent,” said 
Hogan.

One of Delta AI’s first music projects was analysing the success of 
The Weeknd’s Blinding Lights challenge on TikTok. More than 1.1m 
videos were posted as part of the challenge, garnering 105m views. 
Delta AI trained its system to recognise the dance that the challenge 
revolved around, rather than simply scanning for the official hashtag.

“We could find 6.8 times more content than the traditional hashtag 
method. When you’re working with the numbers in the millions, this 
can be a big difference when measuring ROI,” she said. Delta AI 
also thinks its technology could be useful for labels in spotting social 
stars. “We can simplify the search process and find influencers in a 
matter of seconds,” said Hogan.
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SKRACHY
According to Skrachy CEO Kevan Cooper, the idea for this startup 
came when he was struggling to find a DJ to play an event that he 
was organising.

“I’d worked in the IoT [internet of things] and smart home industry 
developing and launching various connected solutions. TVs, lights, 
cameras and door locks. I thought to myself: hey, why couldn’t I 
build a connected DJ solution? And thus the concept of Skrachy 
was born!”

Skrachy is a livestreaming service for DJs, who can broadcast to the 
world from their laptops. However, it also functions as a marketplace 

for bookings: people can browse and book DJs for physical events 
or – usefully during a pandemic – for private livestreams.

Cooper explained that Skrachy has a built-in ecommerce platform 
for DJs to get paid, as well as an advertising network for those DJs 
to promote their livestreams, including pushing out to social 
networks like Facebook and Twitter.

Meanwhile, consumers engage with all this via Skrachy’s app, in 
which they can pay a subscription to access round-the-clock live DJ 
mixes from around the world. “It’s all about allowing DJs to get 
booked, get heard, and get paid,” is how Cooper summarised it.
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GEOJAM
The final startup to pitch at NY:LON Connect was Geojam, whose 
CEO Sarah Figueroa described its ambition as “to create the 
ultimate social media platform for music”. No pressure there then!

“Geojam is not a streaming service,” she explained. “Instead we are 
a layer that sits on top of all popular streaming services. People sign 
in with their accounts on Spotify or Apple Music, for example, and 
can then listen to music as they would normally. But they can also 
share with friends, chat, and upvote and downvote tracks. All these 
actions earn them points, which they’ll be able to redeem for 
merchandise and “exclusive experiences”.

Among the latter: the chance to win a video chat with Mariah Carey, 
who is also an executive adviser to Geojam. The startup has raised 
$1.8m of seed funding so far, and is putting together partnerships 
with artists and brands alike – Marc Jacobs, Maybelline and Nike 
already on the latter front.

Another music example is Machine Gun Kelly, for whom Geojam 
organised a contest for fans to win a starring role on a billboard 
advert alongside the artist. “It drove over 100,000 streams,” said 
Figueroa, adding that the Mariah Carey contest generated more 
than 400,000 streams for her album – with superfans spending as 
much as 12 hours a day engaged in the app – and her music.
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