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Where Do I 
Find That 
Music? 
Building 
the Digital 
Storefront 
for (New) 
Writers  

A conversation with
David Sisco & Laura Josepher 
(Founder/President & VP 
of Business Development, 
contemporarymusicaltheatre.com)

We arrived early for this meeting at a busy 
42nd Street diner, hoping to finish our 
breakfasts before David Sisco and Laura 
Josepher arrived. Fortunately they had the 
same idea, and we enjoyed a meal together.  
Their website ContemporaryMusicalThe-
atre.com is a subscription-based cata-
logue and storefront of sheet music from 
emerging and established writers, with an 

emphasis on pairing the correct material 
with the customer.

mtt So our first question is: was 
there any specific incident that 
made the two of you decide that 
you needed to put this site into the 
world?
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ds It started with the show The Immigrant, 
by Steven Alper and Sarah Knapp, which 
was performed at New World Stages in 
2004. It was a fantastic show, very musi-
cally interesting. I wanted to buy the sheet 
music for one of the songs but couldn’t 
find it anywhere because it was never 
published. I reached out to the writers and 
said, “I would love to get this music.” And 
that got me thinking: “There must be an 
easier way to do this.” At the same time I 
was trying to get my own music out there. 
I sell my sheet music online, but nobody 
knows who the hell I am. I didn’t have the 
bandwidth to get it out there in any sort 
of meaningful way. Suddenly, it dawned 
on me: I’m both a voice teacher trying to 
get this music and a composer trying to 
get people to buy my music. I can connect 
these two groups of people. 
 The project started as a poster presen-
tation at the NATS (National Association 
of Teachers of Singing) Conference in 
Orlando in 2012. It became very clear that 
teachers were hungry for this information, 
and I think that’s because oftentimes stu-
dents bring in inappropriate songs to their 
voice lessons.

mtt Inappropriate in terms of con-
tent? Style? Technique?

 
ds Yes.
 
lj Everything.
 
ds Sometimes the songs are not well-writ-
ten. To be specific, they’re very patter-y, 
demand a punishing, high, sustained belt, 
or have accompaniments that are so busy 
that they don’t allow the voice to cut over 
them. In other cases, the song just might 
not be appropriate for the particular singer. 
And a lot of times I think teachers feel 
frustrated because they don’t always know 
contemporary repertoire. They might not 
feel like they can say, “This song isn’t good 
for you. You should sing this song instead. 
Do you see the difference between the two 

and why this one is a better choice?” 
 Teachers devoured the well-crafted, 
vocally responsible contemporary reper-
toire in the poster paper. In November 
2012, my colleague Lorene Phillips and I 
launched ContemporaryMusicalTheatre.
com with significant help from our web 
designer Josh Levine. We had a launch 
concert at a Second Stage theater in Janu-
ary 2013 that Laura directed. The concert 
featured Broadway performers singing 
songs by 24 composers and lyricists, with 
Seth Rudetsky as the host. It was a really 
cool event and we were able to raise $1,000 
for the Dramatists Guild Fund, which sup-
ports writers in myriad ways. Laura came 
on board as the Vice President of Business 
Development in 2014. She’s extraordi-
nary in every way. We have a really great 
working relationship and we’re very much 
on the same page in terms of our goals for 
the business.
 
lj I came to this business as an audition 
coach and a director. I’m the one who sits 
in the audition room while people sing the 
same five songs, so I immediately saw the 
value in the website.

mtt So tell us more about the website 
itself.

ds ContemporaryMusicalTheatre.com is 
the largest online database of contempo-
rary musical theater, featuring over 180 
writers and 550 songs (and we’re growing 
all the time). The songs are searchable by 
voice type and song type, and each song 
includes a host of information: range, 
tessitura, how hard the accompaniment is, 
transposition availability, and a description 
from the writer. There are also embedded 
links to audio or video recordings and a 
link to purchase and download a water-
marked PDF of the score right on the site. 
All the material on the website has been 
blindly approved by a rotating panel of 
industry professionals and curated. 
 Each writer can submit between five 

and eight songs. The first five songs must 
be solo songs that are under five minutes 
long and have fully-notated accompani-
ments with scores that are reasonably easy 
to read. The remaining three can be solos 
or duets. We want to make sure that we 
highlight the rich landscape of contempo-
rary musical theater, from traditional book 
songs, to opera, pop/rock, and singer-song-
writer. Contemporary musical theater is all 
of these things and we aspire to represent 
it all. Given that, we don’t show any bias 
based on genre. But we do make sure that 
the songs have a very high level of craft and 
that they’re vocally responsible. Those are 
our only two criteria. 
 So, our mission is to help students, 
teachers, and professionals find well-writ-
ten contemporary repertoire and get writ-
ers paid for their work.
 
lj A year ago this January, we launched an 
online sheet music sales platform. Previ-
ously, we were simply a database of curated 
songs and we would direct our subscribers 
to the place where they could purchase 
the song, either on a website or from 
the writer themselves via email. Then it 
occurred to us that nobody wants to write 
an email—people just want to click, buy, 
and download. And some of the writers 
were frustrated that they weren’t selling 
music, but the other side of that was that 
they didn’t have a place to sell their music. 
Everybody is too busy to set up their own 
storefront. Once we realized that so many 
of our writers didn’t have that access, we 
thought, “This is the logical next step.” 
And we don’t keep our writers from selling 
elsewhere. They can sell through us and 
other sites if they like. 
 The other thing that makes us unique is 
that we give 100 percent of the proceeds 
from song sales to the writers. No other 
publishing company does that. We’re able 
to do this because we run on a subscrip-
tion model. We let our writers set their 
own price—most of them are six to eight 
dollars—and we add a small surcharge to 

cover our expenses (i.e. credit card fees, 
quarterly taxes, etc.). 
 By doing this, we are sending an import-
ant message to all of our subscribers that 
part of being a professional artist includes 
having to pay for repertoire. So when 
purchased sheet music is downloaded from 
our site, it includes the purchaser’s name, 
our logo, and a big “Do Not Copy,” just in 
case there was any question.
  
ds We allow our subscribers to download 
purchased songs up to three times. So if 
you lose a copy or leave it with your accom-
panist, you’re not out of luck. Some schools 
or competitions require you to prove that 
you purchased your own scores. We make 
sure you have one for you, one for your 
teacher, and one for your accompanist, if 
necessary.
 
lj We also make it easy for our subscribers 
to get in touch with the writers. We have 
email addresses for each and every one of 
them on the site. This helps to build a com-
munity and our writers get so excited when 
somebody contacts them with questions 
about a song. There are also some logistical 
reasons for our subscribers to reach out 
too, like, “I love this song but can’t sing it 
in this key. Is it available in other keys?”
 

mtt You’ve also published a book or 
two of selected songs?

 
lj We haven’t yet.
 
ds You’re reading our minds!
 
lj One of the problems inherent to an 
anthology is that the material sometimes 
becomes the next set of overdone songs. 
That’s kind of like the Hal Leonard Singer’s 
Anthologies. Everybody goes out and buys 
the Hal Leonard “belt book” and then 
those six songs are all you hear at an open 
call. 
 We have a very active blog with almost 
half a million views from over 30 countries. 
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Last fall, we started an “Anthology” series 
on the blog, each featuring five songs by 
voice type. This spring, we are featur-
ing other songs by genre (i.e. comedic 
up-tempo, dramatic ballad, etc.). These 
have been very successful and we are 
considering how we might be able to turn 
these into actual anthologies for sale on 
our site in the near future while continuing 
to showcase new writers.
 
ds We really try to make sure there is an 
even playing field for everyone. The writers 
that we feature in a master class are not 
the writers that will be featured in next 
week’s blog, nor are they the writers we 
tweeted about last month. We are also 
lighting a fire under the writers by saying, 
“Look: you have to have an online presence 
in some way, shape, or form.” It doesn’t 
have to be a very expensive website. 
Soundcloud is free, so there is no reason 
why you shouldn’t have demos—
 
lj Good demos.
 
ds —good demos of your material on 
Soundcloud because that is the only way 
that people will hear it. What our website 
does is create that bandwidth that I was 
talking about earlier, so everyone knows 
that they can come to us for new material; 
what we can’t do for the writers is the 
leg work of making their songs readily 
available. They have to be proactive. I think 
for writers—and I feel that I can say this as 
one myself—it is so much easier to think, 
“I have to finish that next song” or “I have 
to work on a musical. I can’t do that.” 
To ignore the business side is a mistake 
because writing a musical is just like any 
other business: you have to be aware of the 
real world, to be cognizant of the realities 
of the marketplace. If your songs are not 
available for purchase somewhere, if your 
music isn’t being heard, you are going to 
have trouble getting anywhere.
 
lj Our interns are always much younger 

than we are, and we talk a lot about where 
they find new music. Oftentimes, they are 
going to YouTube, finding a performer they 
like, and seeing what they have sung. So if 
you’re a smart writer, you have to go out 
there and get somebody to sing your song, 
post it online, and put in the comments: 
“Do you like my song? This is where you 
can buy it.” We’re trying to make our 
writers understand that yes, we are here to 
help them, but they need to make them-
selves accessible to the people who want to 
find their music.
 
ds One of the common questions that we 
get, especially from writers, is, “So you’re 
not for-profit?” We’re like, “No we’re actu-
ally for-profit but we’re just really seeking 
to be altruistic.”
 

mtt Isn’t there a title for that? A 
for-profit corporation with an ethical 
mission statement? Anyway...

 
ds We just want to bring a community 
together, help fulfill the need, and that’s 
all. Any idea that we have—that’s the 
litmus test, to see if stands up to that 
mission.
 

mtt Do you only take solo songs or 
do you take duets as well?

 
lj We currently offer solo songs, duets, and 
songs for youth and teens.
 
ds We believe in the Jet Blue model: just 
get really good at flying to Fort Lauderdale 
first! 
 
Laughter
 
ds We definitely see room for growth. 
We want to include trios, ensemble num-
bers, and we have even talked about other 
licensing possibilities down the road, but 
we are also aware that it is just the two 
of us.

lj As I’m sure you two understand.
 
ds We want to build this in an organic way.
 
lj Right now we are focused on building 
an educational component for our site. 
Given that we are both educators, that is a 
natural stepping stone for us. 
 We have been getting a lot of interest 
from colleges and universities seeking not 
only the contemporary material we offer 
but also ways to approach that material. 
It seems that many programs that have 
strong acting, dancing, and voice training 
don’t always answer the question of what 
to do when you get to New York. We see so 
many young musical theater professionals 
doing readings of new musicals, and yet a 
very large percentage of students coming 
out of these training programs don’t have 
the specific skills associated with learning 
and performing new material. 
 That’s how the master class component 
of our business started. We partner with 
an institution which then sends us record-
ings of five or six of their students singing 
repertoire that they have been working on. 
We suggest a song from our website that 
might be a good addition to their book and 
coach them on how to approach a piece 
of music when there is no YouTube video 
or cast album to listen to. We show the 
student how to find information about the 
character in the music and lyrics. We have 
had the pleasure of working with students 
from AMDA, NYU Steinhardt, Marymount 
Manhattan, Montclair, Rider, and Wagner.
 
ds We also offer workshops where we bring 
in writers to create new musical shorts 
specifically for the students based on par-
ticular themes, so the students are seeing, 
first-hand, pieces that are being written 
for them and how their suggestions and 
questions inspire the writers.

mtt That seems like an invaluable 
experience.

 

lj It is, because most students haven’t pre-
viously had this kind of opportunity. Many 
colleges are doing Golden Age musicals, 
which is great training for young perform-
ers, but the problem is that those writers 
are no longer alive. But in a workshop sit-
uation, suddenly the writer is sitting right 
there as the student sings a song or works 
on a scene. The student therefore needs to 
learn not only how to approach the new 
scene on the spot but also how to say to 
this writer, “I’m sorry, there’s a piece miss-
ing for my character. I don’t understand 
this arc.” What language do you use to talk 
to the writer, and how do you respectfully 
discuss things as an actor?
 
ds When we bring writers into the univer-
sity to create shows for the students, we 
are trying to say to those students, “Okay, 
now you’re in a room with a writer and 
they are doing a reading or a small pro-
duction of a new show. They just saw you 
do something and you were really funny. 
And now we’re going to do that show 
again, and they might hire you because you 
were really smart and you caught on really 
quickly.”
 

mtt No better audition than the 
audition you didn’t know you did.

 
lj Sam Tedaldi—one of our favorite per-
formers—came in and talked to our stu-
dents during a workshop we did at Mary-
mount. She told them, “I’m that person 
who, in a rehearsal process, while you’re 
rehearsing your song, is sitting in the room 
anyway. Not because I’m trolling your job, 
but to hear what you’re doing, the choices 
you’re making.” And one time that meant 
that the other singer got sick or got cast 
in a movie and left. And they said, “Does 
anybody know the part?” And she could 
go, “Yes, I do.” For me, as a director, every 
time I have a reading, I am going to hire 
that girl in a heartbeat because she can 
come in the day before, make choices, learn 
the music quickly, and she is fun to have 
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in the room. It’s not just about your work, 
it’s about how you treat the other person, 
it’s about how you respond to the director, 
because this community is very small.
 

mtt Do you work with a lot of profes-
sors when you go to these schools for 
master classes?

 
ds Yeah, we’re slowly developing that. 
We’re networking a lot.
 
lj We have to walk a fine line. Sometimes 
you get pushback from universities who 
say, “We already do this, we already teach 
this.” We are now learning how to go in 
and say, “Hey, we can bring you these 
writers, we can talk to you about how to 
approach contemporary music.” We don’t 
have to say, “You’re not doing this.” We can 
just say, “This is something we offer,” and 
that seems to appeal to them. 
 Unfortunately, a lot of training programs 
don’t have access to that kind of connec-
tion with writers. We’re trying to bridge 
that divide with our site. That is a recent 
development, as is Mastering College Musical 
Theatre Auditions, the book we’re currently 
finishing which will come out in June.
 
ds There are so many different components 
to an audition that don’t even involve the 
material. The book came out of our dis-
cussions about helping young performers 
be successful in their auditions while also 
educating their teachers and parents on 
how to best support them. Each chapter 
of our book poses an essential question 
related to having a solid college audition. 
We then answer the question for three sep-
arate audiences: the student, the teacher, 
and the parent. Every person needs to 
know something a little different and still 
figure out how to work together for the stu-
dent’s benefit. We feel confident that the 
book will help them do that.
 

mtt What are the advantages, on 
both sides of the table, for a person 

coming into an audition and sing-
ing a song that’s never been heard 
before?

 
lj I always advise people to sing some-
thing new—obviously with the caveat 
that the accompaniment can be sightread. 
You never know the level of the audition 
accompanist. I feel like that can set you 
apart as a smart performer because if you 
can come in and surprise me, I am bound 
to say, “Wow, what is that? I’ve never heard 
that song before. What is it from?” And 
then you can say, “I did a reading of this 
show” or “I found it on this site,” etc. It’s 
just such a smart way to keep you in the 
room and help you to stand out from the 
other people who came in before. I always 
advise people to do it. I don’t really see a 
downside. You can guarantee that people 
are going to come in with the same songs, 
over and over. David played [audition 
accompaniment for] nine hours of casting 
yesterday—
 

mtt Nine hours!
 
lj How much of The Last 5 Years did 
you play?
 
ds No Last 5 Years, but I did play “It All 
Fades Away” once. What was shocking was 
not the amount of repeated audition mate-
rial, but the poor selections that students 
made for themselves. This is not only true 
of students auditioning for college—you 
see it in professional auditions as well. 
Young performers need strong guidelines 
on how to choose material for themselves. 
Our book speaks to that. And while you 
should sing something new, that doesn’t 
necessarily mean it has to be new music. 
It could also be something off the beaten 
path. There was a girl yesterday who sang a 
song from a Buddy Hackett musical, and I 
was like, ”WHAT?!”
 
lj Which is like 70 years old.
 

ds It was well-crafted and perfect for her, 
and no one in the room had ever heard 
of it. I literally wrote it down after her 
audition and my colleague conducting the 
audition had a three-minute conversation 
with her about the song and about her 
vocal coach.
 
lj I think many young performers want 
to come in and belt something because it 
feels impressive to them. But there is so 
much good material out there that doesn’t 
require belting. Go to the BMI Musical 
Theatre Workshop alone and you will find 
a whole bunch of fabulous music. You can 
find something for any audition—Waitress, 
Spring Awakening, Oklahoma, it doesn’t 
matter. You can find something contempo-
rary in almost any style and make yourself 
stand out at the same time. And if you are 
able to make good choices with something 
new, that is outstanding.
 

mtt How have you observed audi-
tions changing over the past few 
years?

 
lj When Glee and The Voice started, I feel 
like there was a big shift. I have been 
coaching middle-school children now, and 
their knowledge of musical theater is more 
robust. Granted, it’s New York City, but I 
don’t think that’s unusual. They listen to 
cast albums, they watch YouTube videos. 
They know what this stuff is, but I think 
the disconnect is that they don’t always 
have the necessary instruction to help 
them approach the material correctly. Also, 
the range of what musical theater is has 
expanded. If you were auditioning 20 years 
ago, before Rent maybe, you would have a 
couple songs in your book—a golden-age, 
something a little folky—but now you have 
Hamilton, you have Spring Awakening—
 

mtt And American Psycho.
 
lj Yeah, a real breadth of styles, and you 
need to know how to sing those.

 ds It’s not enough to know the stylistic 
markers of each of those genres, though. 
You also need to know how to incorporate 
those markers into your technique, which 
is a very different thing than just mimick-
ing the sound of something.
 
lj Mimicking is a big problem. That’s the 
YouTube generation. One of our students 
was listening to somebody on a record-
ing and singing it like the person on the 
recording. That goes back to what I was 
saying about finding a song and making it 
your own. What is your connection to the 
song? What are you bringing to it? Who is 
this character and what is this moment? 
That is a pattern we’re seeing with some 
younger singers. Their instinct is, “I heard 
them sing it, and I’m going to sing it like 
them,” as opposed to “I’m going to figure 
out what my take on it is.”
 
ds I also find, especially with younger sing-
ers auditioning for colleges, their feeling 
often is that loud and fast is the way to go. 
Loud is not expressive. Dynamics are musi-
cal symbols for emotional expression, and 
too often everyone sings everything at one 
volume. When auditioning students get 
to this place, they’re not communicating 
anything.
 
lj It’s so disconnected from musical 
theater. Look at what the writer wrote, 
look at the lyric, this lyric repeats three 
times. You can’t sing it the same way if it 
repeats three times—the writer wrote that 
for a reason. Musical theater especially is 
character-based, so part of what you need 
to do is tell me a story, and the fact that 
you might only get 16 bars to do that is 
your challenge. You need to know where 
you are, who you are talking to, and what 
is happening in the moment before you 
begin. People say, “How can you tell any-
thing in 16 bars—”
 
ds I usually know in four bars.
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lj I can tell a lot about you before you even 
open your mouth. Now, if you want to do 
a really smart thing, offer to be a reader 
for the casting director of a show. You will 
learn so much about what not to do.
 
ds Many young performers also don’t quite 
understand how to practice, how to take 
something apart and really incorporate 
it into their bodies, into their technique. 
There is a sense of product over process.
 
lj They expect fast results. People will 
come to you and say, “Oh, the audition 
is in three weeks.” But finding a song, 
learning a song… we believe that takes six 
months at least.
 
ds That’s part of the TV culture, that peo-
ple just think, “Oh yeah, that just happens 
over night.”
 

mtt This sounds like the foreword to 
your book.

 
ds How did you guess?! There are so many 
different components to the work that 
musical theater professionals do, which 
is why choosing the proper institution 
for undergraduate study is so important. 
Equating BFA, BA, and BM degrees is 
like saying that all Catholic churches are 
alike. You have to look at the program and 
see what it offers, what you personally 
need. For some programs, a BFA is more 
classical. In other programs, the BFA is the 
“serious” degree, and the BA is considered 
junior varsity. We discuss all of this in the 
book.
 

mtt What is your experience with 
recent graduates? How do you see 
students change between freshman 
and senior year, between age 18 
and age 22?  Do you think they are 
bright-eyed and think that their 
Broadway debut is imminent, or do 
you find them to be more cautious 
and savvy?

lj It depends on the school. I would love to 
see more classes in the business because 
you are probably going to need to do some-
thing else while you’re working. You have 
to decide where you spend your money—
new headshots or good demos? Where do 
you put your money? Do you spend your 
evening doing readings, getting more train-
ing, or going to other people’s things?
 
ds And some parts of a young performer’s 
training can get lost when they get to the 
city.
 
lj Absolutely.
 
ds Especially—
 
lj Especially if you’re not in New York.
 

mtt —and when you’re shouldering 
the burden of student debt, that can 
slow down auditioning.

 
lj —and just to understand that you’re 
going to be doing a show at night in a 
garage somewhere in Brooklyn, and you’re 
going to have your day job, and you need 
to take care of your voice, and you need 
to take voice lessons and still go to dance 
class and get new headshots every other 
year. That’s all part of what you need to do. 
And even the people—my best friend in 
college, he left college for his first Broad-
way show, but he didn’t get another one for 
five more years.
 
ds Yeah, there’s no tenure here.
 

mtt Is part of that learning that they 
have to come to New York City?

 lj A lot of artists feel like that is some-
thing they have to try since that is where 
Broadway is. I know many people who 
came here, did that, and then went back 
to a smaller city where they’ve been very 
successful because they’re a bigger fish in 
a smaller pond. I worked a lot in Houston, 

and I thought it was the most unusual 
theater community because there are 
really only three Equity houses. So when I 
would audition people for the shows, they 
would all know each other. I was direct-
ing Dirty Blonde and one of the girls said 
to the other, “I hope you get it, you are so 
right for this,” and she was not sarcastic. 
She was saying, “It’s okay. You’ll get this 
one, I’ll get the next one.” By living in this 
smaller community, they all worked. Most 
of them had other jobs, but there was that: 
they worked as performers. And that’s 
unusual. You see a lot of professionals 
working in universities outside of NYC as 
well. They’re performers, they did that for 
a few years now, now they’re teaching. And 
they may have gone outside of New York 
because they want to come back to New 
York, but you know many people do that, 
and find what they love wherever that is.
 
ds You were talking about the change, 
the shift from 18-22. One of the types I 
see is the freshman that wants to be on 
Broadway tomorrow. I see students in 
college feeling so much pressure to be five 
years ahead of themselves. But I ask them: 
“Look, how long do you want to be doing 
this?” 
 I won’t mention the show or the 

performer, but I went to see something 
recently and thought, “This young per-
former is not going to be doing this in 
three months. And that’s going to be a 
problem for this show.”
 

mtt Was it Glenn Close? It was 
Glenn Close. Sorry, redacted

Laughter
 
ds I talk to my students about the eight-
show-a-week technique. It’s all about 
process, process, process. Even—and 
especially—when you are performing, it’s 
about process. You’re still taking classes, 
otherwise you’re going to run into prob-
lems on a technical level. Musical theater 
performers are athletes and have to train 
as such. The great news is that I’m seeing 
upperclassmen who are starting to get a 
better sense of how theater lives within the 
context of the rest of their lives.
 
lj If you’re coming from the high school 
musicals, you have to understand that 
doing this as a career is not just about 
being a star. There is all the work that goes 
along with that.
 
ds It’s the student that responds, when 

Masterclass with John Bucchino.
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I ask why they want to go to college for 
musical theater, with, “Because I want to 
be on Broadway.” That student scares me.
 

mtt What is the right answer?
 
ds “Because I want to be a working actor 
and I need training to do that.” I think 
that’s the better answer. Great performers 
have this tremendous dexterity because of 
their self-care and training. It takes a lot 
of self-reflection. Any creative art is just 
as much about facing one’s inner turmoil 
and demons as it is about the technical 
elements.
 
lj But you do need to realize that you are 
your instrument. I tell actors, “The differ-
ence between what you do and somebody 
who sits and works in an office is that they 
can be sick, they can be cranky, and they 
can still do their job.” But you need to 
make sure this (gestures to her entire body) is 
in top working order. You have to take care 
of that.
 
ds And this all takes time. I have many 
students who say, “It’ll be easier when I’m 
not dealing with writing papers for four 
classes.” I tell them, “I’m sorry to inform 
you of this, but it gets so, so much harder! 
You think there are a lot of people vying 
for your time now? Just wait until you’re 
trying to balance your career, money, rela-
tionships, etc.” It’s a real challenge.
 

mtt Is there anything that we’ve 
missed about the website that you 
would like to mention?

 
ds We have been reflecting on the past year 
and we recently realized that we tripled 
our subscription sales in 2016 and made 
writers about $1,300 in sheet music sales. 
We are really proud of that. 
 And we are excited about the ways in 
which we can cover a lot of ground with 
ContemporaryMusicalTheatre.com—help-
ing people find appropriate contemporary 

repertoire, teaching them how collaborate 
with writers on developing work, and help-
ing them to prepare for college auditions 
and a fulfilling career as a musical theater 
professional. The site has expanded to 
encompass all of that.
 
lj And we are always growing. We are con-
stantly reaching out to new writers.
 

mtt Are they mostly in New York?
 
lj They are global. We only represent songs 
in English right now, but we are interested 
in really branching out in the future. The 
more writers we can get, the more sub-
scribers we can get, and—

mtt Then more you become a hub.
 
lj Exactly. This is an exciting time in musi-
cal theater. The boundaries have blown 
up and there are so many different kinds 
of music that can be called contemporary 
musical theater. We want to represent as 
many voices as we can.


