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MARKETING TO
TELEVISION AND FILM:
KARL STEUDEL SHARES

HIS EXPERIENCE WITH
PUMP AUDIO

By Martha Rogers

BSW member Karl Steudel has recently
found some success in marketing his songs
to film and television. He also has learned
some things in the process. In 2003, Karl
signed a contract with Pump Audio, a
licensing and distribution agency with both
the television and film industry. Thanks to
their effective promotion, his music has
played on several venues, including the
Oprah Winfrey show when sheinterviewed
Lance Armstrong (they used an upbeat
Latin tune by Karl called ‘It'll All Work
Out’); a show on the Food Network called
‘What’s Hot and What's Cool; and a show
called ‘Big Texas' on the History Channel.
Good work, Karl!

When an artist submits songs to Pump
Audio, the agency rates the songs into one
of three categories: a) rejected, b) catalog
(which means Pump Audio likes it and
keeps it on file), c) the “pump box”. The
“pump-box” features their best music, and
puts it on a hard drive for distribution to
clients who are music users, ie., film and
television markets. Karl reports that some
people have done very well through Pump
Audio, with their music used as theme
songs for shows. Pump audio really would
like music that is recorded well.

The financial compensation for musicians
using this process can vary widely. It ! also
can requires some steady monitoring by the
musician to ensure that the pay comes
through, including the performing royalties
due them by either BMI, ASCAP or SESAC.
The money can fluctuate according to
factors such as how much exposure comes
from the show using the song. For example,
BMI sent Karl a check for the Oprah
Winfrey show which had 240 broadcasts.
He was paid for each broadcast, and BMI
picked up on the use of his song because it
had so much air time. However their
screening processes did not yet pick up on

the use of his music for the other two
shows, so he does not know whether they
will pay him those royalties. To pursue a
potential payment due, he found he
needed to request a cue sheet from Pump
Audio (this states what show had what
song for what length of time), and then
forward that information to BMI as proof
that they should pay him the royalty.
Meanwhile Pump Audio has yet to sent
him a check for the Oprah Winfrey show
even though they have paid him for the!
other two shows. He called, and a check
should be on the way, but it is important
to be diligent.

When Karl first signed with Pump Audio,
they were a start-up company. His
contract allowed him to retain 100% of all
royalties for the songs he submitted at
that time. Since then they have changed
their policy. With new contracts, Pump
Audio wants 25% of royalties earned
through their placements. Karl explains
that they then take on the role of
administrators. The benefit to artists, they
claim, is that Pump Audio can help
ensure that musicians get paid the
royalties due when their songs are used.
The loss to the musician is 25% of their
performance royalties. In music
publishing contract lingo the publishers
get 100% and the writers get 100% of the
royalties. That makes a total of 200%
which is the way the industry describes
the agreement. In real dollars of course,
200% means 100%, and the portions th!
ereof. Thus when Pump Audio says they
want 25% of the royalties they are in
reality taking half of the publisher’s share.
At this time, according to Karl, with a glut
in the market of musicians, Pump Audio
has been able to leverage to out a share of
the royalties for themselves. Any
contracts with new musician at this time
will be subject to this new 25% royalty fee.

Karl raised a question to Pump Audio,
asking, “Why should | pay Pump Audio
for royalties when | can track my own
royalties? All | need is the cue sheet.” In
fact, he asked Pump Audio for a copy of
the cue sheet, and the artist relations
personnel said she would get it for him,
but later she amended her promise,

saying, “if we can find them.” Karl's
observation is that the process of
monitoring and documenting the use of
his music through Pump Audio was not
yet clear. At the same time Karl reports
that Pump Audio is doing a very good
job o! f making their new contracts
useful for them and the artist to track
any future royalties. They ask for the
names of performers on people's
recordings. They follow up on digital
performance royalties for all performers,
which isto their credit.

As a final observation, Karl notes that
generally the fame of an artist may
prove to be a leveraging point when
negotiating licensing fees as well as
royalty points. In other words, a well
known artist may have leverage to
negotiate both a larger licensing fee, and
be more likely to retain their publishing
royalties, at Pump audio specifically,
they may offer a blanket license to a user
for a group of songs, and those funds
are divided up for the copyright holders
based on if there songs was actually
used and how much.
For more info on Pump Audio go to
www.Pumpaudio.com.

If you would like to hear some of Karl's
music go to www.Karlmusic.com.

* COMING TO BOSTON*
DECEMBER 11

BREAKING INTO THE
BUSINESS: GETTING YOUR
MUSICINTO FILM & TV
PROJECTS IN TODAY'S
COMPETITIVE MARKETPLACE

Instructor: Composer and Film Music
Network founder MARK NORTHAM

SUNDAY, DECEMBER 11, 2005 *
9:00am - 5:00pm * The Hilton Boston
Back Bay ¢ 40 Dalton Street » Bostone
Course Fee: $149; includes all materials.

To Register:

www .abcsignup.com/ reg/e vent_page.asp
?51=46& s2=5317&aid=FMM G

Mark Your Calendar

Upcoming BSW Meetings December 13" 2006 and January 10" 2006

(Meeting details and directions are on page four)




